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PRIEKDVARDS

Mazikas zinatnieka darbs pirmam kartam, k& zindms, ir pacietibas
un rdpibas darbs. Vienalga, vai tas saistits ar vgsturiskas faktoloiijas
vakdanu, vai nodu teksta analizi, vai iedziiinadanos audioierakstu skanc-
juma, vai lauka pctijumiem, vai novgrojumiem mazikas izglitibas lauka.
Bez t& nav iespgjama pctnieka darba otra — patikamaka, bet gratéaka
daia: materiala izvgrigdana, apjcgdana, jaunu koncepciju veidodana. Vaja-
dzigas ir abas, un to parasti uzskatami pierada uz augstskolu konfereneu
materialiem balstitie zinatnisko rakstu krajumi. Lidzas pieredzgjudiem
zinatniekiem tajos debit¢ maiistranti un doktoranti. Lidzas rakstiem,
kas atspoguio konceptualu, pabeigtu pctijumus rezultatus, ir zidojumi,
kas izgaismo tikai kddas p¢tdmas problgcmas atsevidiu diautni.

Izo¢mums nav arf dis krajums. Ari taja ievietoto rakstu zinatniskais
svars ir dapads. Tomgr pamatlinijas visos tekstos ir saglabata krajuma
virsraksta minctéa ievirze —Mdzikas zinatne dodien: pastavigais un maini-
gais Pastavigaisir saistits ar iestradatam, laika parbaudi izturgjudam
mazikas pc¢tniecibas metodgm. Beinainigaisliek ieslcgt kritisko domé-
danu un parbaudit gan vecas, gan jaunas zinatniskas paradigmabo
analize un nepéartraukta parskatidana ne tikai veido pgtniecisko diskursu,
bet arf palidz izprast nozares attistibas gaitu un virzibu ilgaka laikposma
raksta Anda Beitane tradicionalas mazikas pg¢tniecibas sakara. Un daudzg-
jada zidoa o atziou atspoguio ari vairaki citam mizikas jomam veltitie
raksti, kuri izvirza, formulg un risina mdsdienu mdzikas zinatnei aktuélas
problgmas.

Tradicionalads mazikaspctniecibai veltitaja sadaiéa ievietotie
raksti skar pladu problgmu spektru. Romualdu Apanaviéu arvien vgl
nodarbina jautdjums par etniskds mazikas batibu. Autora izvirzitais
globali augstaisskatupunkts (etniskas un akad¢miskés mizikas salidzina-
jums) gan izraisa virkni diskutgjamu jautdjumu. Taéu atzioa, ka tradi-
cionala mizika japcta ar savam, atdiirigam metodcm, ir nenoliedzami
svariga. Latviedu etnomuzikoloiija o1 pozicija k& aksioma piedemta un
uz lauka pctijumiem balstitajos muzikali antropoloiiskas ievirzes darbos
kopta jau kopd 20. gadsimta 90. gadiem. Taeu dobrid sevi pieteikusi jauna
paradigma — atkal aktualiz¢ta starptautisko sakaru pgtniecibas ideja.
Priekdstatu par tas iedzivinajumu latviedu un baltkrievu etnomuzikologu
kopigi veiktos pctijumos Baltkrievijas pierobepa sniedzAnda Beitane
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Priekdvards

savukart par situaciju Klaipgdas un Kurdu kapas reiiona, kur kopd seniem
laikiem dzivo gan lietuviedi, gan latviedi, stastaina PetrodieneP¢tniecisku
domu rosina un lidzibas mekigt aicinaVidas Palubinskienesraksts par
relilisko dziesmu iekiavumu Lietuvas kankiu spclctaju repertuara. Merii,
pcc kura mums, latviediem, vgl centigi jatiecas, iezimkristina Apana-
vielte, vgstot par lietuviedu tautas mizikas instrumentu muzeja rosigo
darbibu.

Dapadu kultdru krustpunktu un mijiedarbes pc¢tnieciba, parredzot
Eiropas kultrtelpu kopuma, tiek uzskatita par ipadi svarigu masdienu
paradigmuarimizikas vc¢sturespctijumos. Tris dis tematiskas kopas
raksti sniedz vertigas liecibas par vacbaltu pilsonibas aprindas vgrojamam
aktivitatcm 18. gadsimta beigas un 19. gadsimta. To vid( irLigas Pcter-
sonespctijums par klavieru trio muzicgdanas tradiciju attistibu 67 perioda
Rigas vacu vidg unlimas Grauzdidasvestijums par Rigas Doma lielgrieiu—
vacu firmas Walcker & Cie. b(vc¢téa instrumenta — vgsturi. Pannas Koa-
zevagrakstéa lasami interesanti fakti par P¢terburgad.iedertafel biedribu
un tas kora viesodanos Rigas vacu dziedadanas svgtkos 1861. gada. Nozi-
migu probl¢gmu risina Zane Prc¢dele mekligjot atbildi uz jautdjumu, ka
latviedu sabiedriba atgriepas vaciska vid¢ augudais, krievu vidg studgjudais
un Pgterburga ilgus gadus stradajudais Jazeps Vitols. Un nedaudz cita
rakursa, caur latviedu spglfilmam rakstito Mariera Zarioa maziku raugo-
ties, par dapadu laikmetu un kultdru saskarsmi raksta arizane Saulite

Tematiski pladu spektru piedavamizikas estc¢tikas un
teorijas sadaia. Vairaku autoru uzmanibu rosingjudi kadi specifiski
mazikas panri: sonata da chiesgOlga Savickg, kora koncerts (Gaiina
Cmiga), sakralas tematikas lielformas kompozicijas Yioleta Tumaso-
niene),mazikas... (llona Bldeniecd. Jaunas paradigmas neapdaubami ir
saistitas ar skatpunkta papladinddanu gan Rietumu, gan Austrumu vir-
ziend, kas sasaucas ar postmodernisma atvgrtajiem nepéarskatami plada-
jiem apvarooiem mazikas filozofijas un estctikas, tapat arf stilu, panru un
formu mijiedarbg. Paja zidoa verigam lasitajam vielu pardomam sniegs
gan Jeienas lebedevasaksts, gan baltkrievu kolgiu Nellijas Macabe-
ridzes, Tatjanas Mdivani un Allas Subotoajasapceres. Bet lietuviedu
kolciis Sergejs Okrudkaar savu publikaciju nosl¢cdz iepriekdcjos krajuma
laidienos aizsakto sarunu ar lasitaju par mdzikas iengzi un par instrumen-
talas sakotnes lielo nozimi taja.

Patikami atzimct, ka p¢dcjos gados muzikologu interesi arvien biepak
saistaatskaootajmakslasizpcte, jo daja joma nepadarita vl daudz.
Te noderigi gan monografiska tipa raksti (Leonids Meioiks par diriientu
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Sauiu Sondecki) un analitiskas apceredrina Gorbudina par klavier-
m{zikas notografijas problgmam), gan iedziiinddanas kada panra specifika
(Vladimirs Babariko par intongdanas iespcjam akordeona spglc) un dpeza
improvizacijas daudzveidigajas iespg¢jasqvalds Daugulig. Katra zioa
jaunais daja joma saistams ar nesaraujami ciedu praktiskas muzicgdanas
un teorctiskas apceres mijiedarbi.

Par mlsdienigdm paradigmam pastavigi tiek runéts izglitibas nozarg,
un tas, protams, skar arimGzikas pedagoiiju. Klasiskais trijstaris
Skolotéjs-Skolgns-Muizika ietver daudzus p¢tdmus jautdjumus. Vairakus
no tiem risina poiu mazikas pedagogiPavels A. TdossRidards J.Pjotrov-
skis, Macejs Kolodzejskis Margareta Pdibida-ZarembaEsmu parliecinata,
ka jaunas paradigmas daja joma galvenokart verstas virzienos, kuros gajudi
gan poiu kolcii, gan krdjuma parstavctie Latvijas autori — ar nopietniem
zinatniski eksperimentaliem pctijumiem {/aldis Bernhofs) un mazikas
pedagogu radoda potenciala un uzskatu pladéku izzinddanAleksandra
Ustjaodivska).

Ta nu 2012. gada zinatnisko rakstu krajums ir izveidojies krietni
biezs apjoma un ioti daudzveidigs tematika. Dis fakts, pirmkart, izteiksmigi
stasta par DU Mlzikas un makslu fakultates regulari rikotas zinatniskas
konferences arvien pieaugodo prestipu. Otrkart, autoru vida lasamie jaunie
vardi apstiprina, ka mizikas zinatnei ir nodrodinats turpinajums nakotng.
Un, tredkart, tas parliecina, ka liela daia krajuma publiccto rakstu skaidri
iezimgjas jauno, midsdienigo paradigmu parliecinoda apguve mizikas
zinatnes joma.

lIma Grauzdioa
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Ethnic and Academic Music: Connections and Differences
Romualdas Apanaviéius

Summary

According to the researches carried out by the author it is evident
that ethnic music (EM) is the kind of the primitive art and must be
evaluated using the different methodology from the methodology which
is used for the researches of academy music (AM). Conclusion is made
according to the comparison of the main formal features (table No. 1)
and main non-formal features (table No. 2) of EM and AM. The table
No. 1 shows that both kinds of the musical art have connections and
differences. The melody and manner of execution, for example, which
are very significant features of the AM, could be petty in the examples of
EM. As it is evident in the table No. 2, differently from the AM, the EM
usually is not limited by the specific duration, it has not the sequences,
expressional dynamic and other features, which were formed and mostly
stabilized since the time of the Classicism. Only the trends of the con-
temporary music of the 20" century adopted main qualities of the EM,
because in the EM the features were found similar to indications of the
post-modern art as well. It is mostly evident in the aesthetic of the
minimalism of the 60-ies of the 20" century.

According to the comparison of the main features of EM and AM,
the author came to the conclusion that EM, most probably, could appear
and be performed being naturally based on the laws of the acoustics.
AM was indeed developed from the EM, because its main features show
the noticeable influence of the human rationality. It is also evident, that
both kinds of the musical art, using different means of musical and art
expression, reach the same final result — a very suggestive impression.
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Paradigmu maioa Latvijas etnomuzikoloiija:
atgriedanas pidatviedu un cittautu
mazikas sakariem

Dr. art. Anda Beitane
Jazepa Vitola Latvijas Mizikas akad¢mijas profesore

Jebkuras jomas pctnieciba balstas uz izpctes paradigmam. To analize
un nepartraukta parskatidana ne tikai veido p¢tniecisko diskursu, bet ari
palidz izprast nozares attistibas gaitu un virzibu ilgaka laikposma. Latviedu
mazikas zinatng joprojam nav péarak daudz darbu, kas b0tu veltiti
paradigmu izvgrtgjumam. Rezultatéd nereti tiek apzinati vai neapzinati
aizmirsts vai ignor¢ts iepriekdcjo zinatnieku paaudpu veikums, ta vieta
mg¢iinot izgudrot divriteni katru gad’ no jauna.

D1 raksta centréla ass versta uz paradigmu analizi Latvijas ethomu-
zikoloiija, p¢c ilgaka laika atkal pievcrdoties latviedu un cittautu mazikas
sakariem(Goldins 1972). Pirms tam noteikti jaatzimg, ka ari pati Latvijas
etnomuzikoloiija, par kuras aizsdkumiem ta isti varam runét tikai kopd
pagéajuda gadsimta 90. gadiem, ir p¢tniecisko paradigmu maida, ja salidzi-
nam ar to, kada bija tradicionalas mazikas pctnieciba iepriekd. Isi vispa-
rinot, t& pamata bija vgrsta uz mazikas materiala analizi ar profesionalas
jeb akad¢miskas mizikas analiz¢ aprobctu instrumentariju vai arf pctija
dapédu tradicionalas mdzikas fenomenu vgsturisko izcelsmi un senumu:
piemc¢ram, mgiindja atrast latviedu burdona saknes Balk&nu reiiona
3. gadu tdkstot? pirms mQsu c¢ras, k& to 20. gadsimta 70. un 80. gados
darija Karlis Brambats (Brambats 1973, 1974, 1983) un Vilis Bendorfs
(Bendorfs 1988), balstoties uz lingvistikas datiem. Jau racionalak lidzigu
tcmu risindjis Martiod Boiko, kurd sava raksta Yoiienoioe+anéed af-

iAé00 eaoligniéial adoaiiiial iifaiaieiney (ATééi 1990), pamatojoties
uz fizisk&s antropoloiijas atklajumiem, burdondaudzbalsibas iendkdanu
padreizcjas Latvijas teritorija dat¢c ar mQsu ¢ras 1. gadu tOkstoda otro
pusi un raugas pavisam cita virziena — uz Baltkrieviju un Krieviju, no
kurienes, saska0a ar vioa rakstito, deit toreiz ieceioja un apmetés uz dzivi
platsejaino austrumbaltu ciltis (A/éé7 1990: 86-87).

Tikai gadu v¢lak top ké&ds Latvijas ethomuzikoloiijai oti nozimigs
manuskripts. Tas ir joprojam nepublicc¢tais Martidoa Boiko p¢tijums Zie-
meilatgales burdondaudzbalsiba: konteksts un struktlragBoiko 1991),
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kas pavcrd visu Latvijas etnomuzikoloiiju — cik nu ta liela vispar tolaik
ir —glupi atdiiriga virziend, liekot pamatus lokéalo tradiciju izvgrtgjumam
antropoloiiska konteksta un balstoties uz lauka pctijumiem. Kada no
saviem agrak publicctajiem rakstiem esmu atiavusies 8o Boiko manus-
kriptu dgvct ari par Rietumu paradigmas sakootas etnomuzikoloiijas
sakumpunktu Latvijas mizikas zinatng (Beitane 2009: 10). Zimigi, ka
manuskripta tapdanas laiks v¢sturiski sakrit ar Latvijas valstiskas neatka-
ribas atguvi un atbrivodanos no t. sdzelzs priekdkaraTagad, kad pagajudi
jau vairék neka divdesmit gadi, varam konstatct: lokalo tradiciju p¢tnie-
ciba ar izteiktu lauka pctijumu dominanti atspoguiojas teju visas daja
perioda Latvija izdotajas etnomuzikoloiiskajas publikacijas. Tomgr jaat-
Zist, ka esmu kildijusies attieciba uz Latvijas ethomuzikoloiijas sGkum-
punkta noteikdanu, jo lidzas jau minctajam ir v¢l k&ds pctijums, kas,
neraugoties uz savu cienijamo vecumu, uzrada parsteidzodi modernas
etnomuzikoloiiskas tendences. Runa ir par jau 1957. gada pabeigto
Jckaba Graubida darbuGrievaltas dziesmu lizdg kas dienasgaismu pub-
liccta teksta veidola ieraudzija tikai 2010. gada nogalg. Peit atrodamas
gandriz visas tas padas nostadnes, k&das Latvijas ethomuzikologi centudies
istenot savos uz lauka pctijumiem balstitajos muzikali antropoloiiskas
ievirzes darbos laika kopd 20. gadsimta 90. gadiem lidz mQsdienam.
Lokalo tradiciju izpgtes nozimiba, protams, ir likumsakariga — sevidii
situacija, kad tas tikpat k& nav darits vai ari ir darits visai fragmentari.
Tomcgr, nonakot starptautiska zinatniska apritg, neviius saskaramies ar
nepieciedamibu izvertct savu tradicionalas mizikas materialu un ta pct-
niecibas paradigmas pladaka diskursa. Viens no o1 diskursa aspektiem ir
dapadu tradiciju un dapada repertuara savstarpgjo attiecibu jautajums,
un nékas konstatct, ka pcdgjo divdesmit gadu laikd Latvijas ethomu-
zikologi tam tikpat k& nav pievgrsudi uzmanibu. Bis tad ari bds rakurss,
kura ietvaros turpindjuma centidos iezim¢t galvenas pctnieciskas para-
digmas un to izmaidas Latvijas ethomuzikoloiij&, atgriepoties pie latviedu
un cittautu mdzikas sakariem — k& jau zindms, ta bija viena no centrélajam
tcmam Makda Goldina mizikas folklorista darbib& 20. gadsimta 50.—
70. gados. Savulaik ne viens vien no vioa kolgiiem m¢dzaaukt degunu,
rungjot par 6o tgcmu, jo diita, ka tas neblt nav pats svarigakais jautajums,
kam pievgrst uzmanibu latviedu tradicionalas mdzikas p¢tnieciba. lespg-
jams, ka sava loma deit bija arf tiri politiskiem aspektiem. Tomgcr patlaban,
kad jau ir pagdjis pietiekami ilgs laiks ne tikai politiskas neatkaribas
statusa, bet arl Latvijas etnomuzikoloiijas k& nozares attistiba, diiet
vilinodi pievgrsties diem jautadjumiem nu jau no citas laika distances. Un,
k& parasti, izradas —jo dziidak mep4, jo vairdk malkas
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* kK

Tradicionalas mizikas vaccjiem un pctniekiem dapados laikos ir bijusi
atdiiriga attieksme pret cittautu mazikas ietekmgm latviedu tradicionéalaja
mazika. Sisteméatiskas latviedu tautasdziesmu un instrumentélas mazikas
vakdanas un pgtniecibas pamatlicgjs Andrejs Jurjans salatvju tautas
mazikas materialu piektaja gramaté skaidri norada, kanelatviskas izcel-
smesmelodijas deit apzinati netiek publicctas un ari vairaku publicgto
melodiju latviskums varctu bt apdaubams. Vioo rakstaTe nu tlio japie-
zimg, ka laba daia no 8im dejam nav tautas dejas, bet patapinatas no
citam tautam, ka tas redzams no sabojatiem nosaukumiem un izvedanas
veida. [..] levcrojot visu to, daubijos, vai pavisam dadas dejas uzoemt
krdjuma? Ja tomgr to daru, tad nevis tadgci, lai vidoas tiktu uzskatitas par
tautas dejam, bet tikai lai raditu, kAdas dejas latvji sava laika dejojudi, jo
vgsturiska nozime vidodm nav noliedzama. Viou starpé nav uzoemtas tas,
kuras visparigi pazistamas ka cittautu rapojum{Jurjans 1921: 5). Tadcjadi
jau latviedu tradicionalas mizikas vakdanas un pgtniecibas sakumposma
radies pieogcmums, ka dis mizikas ve¢rtigaka daia ir ta, kas briva no jeb-
k&ddam — gan cittautu, gan jaunaku laiku — ietekmg¢m.

Pcc divdesmit gadiem cits pctnieks, J0lijs Sproiis, somu mizikas
folkloristikas skolas iespaida sava darb&aou dziesmu melodijag1941),
glupi pretcji, meklg vairaku latviedu tautasdziesmupatieso izcelsmi un
atklaj, ka tas ir intonativi tuvas dapéadu citu tautu melodijam. Jdlija Sproia
motivaciju ilustr¢ vida rakstitais, ka visa pasaulg nu ir sakrats milzigs
daudzums mazikas folkloras materialu gan fonogrammas, gan rakstita
veida un atrodas dapadu tautu ipadumos. Tadci rodas interese tos sagrupct
un rast kadu kartibu, rodas interese noskaidrot pamattipus (pamat-
motivus) un viou variantus dapadéas zemgs un tautés, lai talak noskaidrotos
00 materialu ista piederiba, to Tstie pirmcglooi (pirmvietas) un talakie
veidojumi, jo daudzu melodiju pirmcgloniba, pirmvieta, tagad (allap tikai
pavirdi salidzinot dapadu tautu tautas mazikas materialus) ir kiuvusi
diezgan apdaubama(Sproiis 1941: 25). Jdlijs Sproiis ari atzimg, ka,
rokoties pa vairéku tautu mdzikas folkloras materialiem, var redzct, ka
lielak& vai mazaka mcréa lidzigi materiali (tuvaki vai talaki varianti) ir
nevien tuvakam, bet ari talakam tautam(Sproiis 1941: 25). Lai arf diiet,
ka pada izvirzito uzdevumu — noskaidrotmaterialu isto piederibu vai
pirmvietu — autoram té& isti sasniegt neizdodas un viod ari netiek daudz
talak par pada kritiz¢to pavirdo salidzinadanu, dis tomgr ir pirmais mcii-
najums meklict kopigo un atdiirigo latviedu un cittautu mizikas materiala.
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llgi nav jagaida ari ndkamais radniecigas ievirzes darbs. Astoous
gadus vclak pabeigts Jckaba Graubioa pctijum®aralcles starp latviedu
un krievu tautas dziesmam(1949). T4 manuskripts glabdjas Latvijas
Mizikas akad¢cmijas Jazepa Vitola Piemidas istaba. Pctijuma ievada
lasédm: Katras tautas mazikas folkloristika stdda sev uzdevumu — izpctit
savas tautas mizikalo ga®amantu ipatnibas, t. i. — kas tajas pilnigi atdiirigs
no citu tautu mdzikalajam ga®amantam. Atdiiribas iepazit iespgjams tikai
salidzindjuma. Tadci latviedu tautas mizikas ipatnibas p¢tot, nepieciedami
to salidzinat ar citu tautu maziku — p¢c iespgjas ar daudzu citu tautu
maziku, lai bGtum drodi, ka tas, kas radas mums vieniem piederigs, tads
patiesi ari batu, nevis tikai maldigi noturcts par mdsu ipatnibu, citu tautu
maziku nepazistot, un varb(t & “ipatniba” ir tikpat “Ipatngja”. Tas ir
milzu darbs, saistits ar rakdaddanos un iedziiinddanos folkloras materialu
blaios, ar ripigiem salidzinajumiem dapados elementos no dapadiem
viedokiiem. Mdzikas folkloristika v¢l jauna zinatne un paveikusi sali-
dzindma lauka ioti maz. Dapadu tautu mazikas Tpatnibas talu no noteik-
tiem formu Igjumiem, pavirdiba, parsteidziba un kildas konstatcjumos
redzamas ik uz soia. Bet — nekildas tikai tas, kas neka neda(&raubiod
1949: 1-2). Nav daubu, ka o1 manuskripta publikacija ne tikai pavgrtu
jaunas iespgjas pctniecibai, bet ari apliecinatu: ja vien Graubioda dzive
bdtu ritgjusi citddu ceiu, Latvijas etnomuzikoloiija dodien jau atrastos
pavisam atdiiriga brieduma pakapc. Paradigmu sakara batiski atzimgt,
ka Graubiod tadgjadi liek pamatus ne tikai lokalo tradiciju p¢tniecibai,
bet ari tradicionélas mazikas starptautiska diskursa jautajumiem.

Interesanti, ka viens no savulaik vadodajiem Latvijas mazikas folk-
loristiem, jau piemingtais Maksis Goldins, kurd latviedu un cittautu ma-
zikas sakaru problemétikai pievcrsies vairakos darbos (1958-1972), sava
gramata Latviedu un cittautu mazikas sakari konstatc: Komponista un
folklorista Jckaba Graubioa pctijums par latviedu un krievu tautas dziesmu
paralclcm nav devis cerctos rezultatugGoldins 1972: 42). b1 izteikuma
argumentacija vl sikak japcta, tomegr varam ari pieoemt, ka Goldins
sava laika pctniecisko paradigmu konteksta nespcja (vai negribgja) novgr-
tct Graubioa petijumu. Arf pada Goldina zinatniskais veikums vl tikai
gaida savu izvertgjumu. Katra zioa vida darbi par latviedu un cittautu
mazikas sakariem ir labs atspc¢riena punkts turpmékai pctniecibai.

2009. gada vasara 6o rindu autorei radas iespgja realizct vienu no
saviem sapoiem — piedalities lauka pg¢tijumos Baltkrievija kopa ar Balt-
krievijas Valsts M(izikas akad¢mijas kolciiem. Tie ilga desmit dienas un
tika veikti Latvijas pierobep&, Mioru rajona.
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Isuma visparinot 8o lauka pctijumu rezultatus, jasecina: Baltkrievija,
netalu no Latvijas robepas, v¢l ari misdienas ir iespgjams dokumentct
pladu gan send, gan jauna slaoa tradicionalas mazikas repertuaru, kas
atspoguio vairakas kopigas iezimes ar latviedu materialu. Japiekrit Mak-
sim Goldinam, kurd sava 1958. gada public¢taja rakstélLatviedu un
baltkrievu tautu mizikas sakari norada: latviedu un baltkrievu saites
dziesmu daiiradg ir sena paradiba, un bitu maldigi domat, ka tas radudas
tikai p¢c Latgales pievienodanas Krievijai vai p¢c krievu un baltkrievu
masveida ieceiodanas Latgalg. Autors raksta par senu intonativu kopibu,
kas vieno Baltkrievijas ziemeirietumu (sevidii Molodeeéno un Polockas),
lietuviedu (Dzdkijas), latgaliedu un igaudu Petserimasresp., Petserima
rajona) dziesmas. Vidaprat, lidziba eit izpaupas skaokartas, ritmika,
melodiskaja zim¢juma un intonativaja uzbavg (Goldins 1958: 105). Gol-
dins arf salidzina latgaliedu un baltkrievu dziesmu stilistiskas pazimes:
Briva, takti neiekiaujama ritmika, kas izraisa biepu metra (taktsmcra)
maiou pierakstijumos; ritmiska izrotatiba, sinkopu, trioiu parpilniba.
Latgaliedu gadskartu dziesmu ritmika visuma vienkardaka neka balt-
krievu. Taja samcra maz melizmu un stieptu skaokartas balstu — pagari-
nata tiek galvenokart strofas pcdcja skaoal..] No skadokartam janosauc
minora un mapora tercas skaokartas ar kvartas gajienu no apakdas vai
bez ta (tercas atbalsts — apakdgja skaoa); minora un mapora kvartu skao-
kartas, aizpilditas un neaizpilditas, nereti ar apakdcjo paligsekundu.
Doming lejupejoda melodiska kustiba, bet bez glissanddg..] Stiepta into-
ncdana latgaliedu gadskartu dziesmas, lai ari tiek praktizgta, sastopama
nesalidzinami retak k& baltkrievu dziesmagGoldins 1958: 107).

Pcc Makda Goldina domam, sevidii tuvas intonativa zioa ir latgaliedu
siena piaujas un baltkrievu labibas piaujas dziesmas (Goldins 1958: 106).
Viod ari sniedz konkrgtus piemgrus.

1. piemgrs. Latgaliedu siena piaujas dziesmg@soldins 1958: 107)
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Interesanti, ka tiedi Goldina raksta cit¢ta Latgales siena piaujas dzies-
ma bija pirm&, kas ienaca prata do rindu autorei, klausoties baltkrievu
teiccjas dziedajumu Mioru rajona Djadisovas ciema:

2. piemcrs Baltkrievu teicgjas dzieddjums

Faina Maroeka (1927). leskadots JVLMA un Baltkrievijas Valsts
Mazikas akadc¢cmijas méacibspcku un studentu kopigaja ekspedicija 2009.
gada 6. jdlija Mioru rajona Djaodisovas ciema (Baltkrievija) teicgjas méjas

Autores transkripcija

J=7276

y i3
L¢3

K& redzams, mingtajos piemcros ir daudz kopiga gan skaokartas,
gan metroritma aspekta. Abos gadijumos dziesmu skaokartisko pamatu
veido eoliskais tetrahords apvienojuma ar raksturigo kvartas intonaciju
otras melostrofas sdkuma (abos piemcros — 6. takti), kas tadgjadi pievieno
eoliskajam tetrahordam vg¢l arf minora dominantes skaou, kuras izcelsme,
iespgjams, saistama ar jaunaku laiku skaokartiskas domadanas ietekmi
(dominantes skaoa uztakti). Dadas dziesmas, kur sakotngji modalam
daurapjoma melodijam (to skaourindu veido dapadi trihordi vai tetra-
hordi) pievienojas minora vai mapora dominantes skada, gan Latgalg,
gan Baltkrievija sastopamas samcra biepi.

Abu piemc¢ru metram raksturigs brivs plidums, un to ir ioti grati
ietilpinat noteiktos taktsmcros, citiem vardiem, dalijums taktis deit var
bat visai nosacits. Transkripcijas abos gadijumos rada daudzveidigu
nevienmgrigi mainigu metru. Makda Goldina raksta minctaja latgaliedu
dziesma tadcjadi redzam 5/8, 5/4, 3/2 taktsmcru, savukart baltkrievu
piemc¢ra metra maioa ir v¢l daudzveidigaka — nevienmcrigi mijas 4/8, 5/
8, 6/8, 7/8, 4/4, 6/4, 7/4 taktsmgrs.

Deit nepieciedama maza atkape, kas saistita ar latgaliedu siena piaujas
dziesmas transkripciju. Ir acimredzams, ka Maksis Goldins sava raksta
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izmantojis Emiia Melngaiia 1941. gada Bukmuipa pierakstitas melodijas
transkripciju, kas publiccta Jckaba Vitolida sastaditaja scrijas.atviedu
tautas mQzika pirmaja daia Darba dziesmas(Vitoliod 1958: 77). To-
mcr Vitolida transkripcijas versija rada nelielas atdiiribas taktsmcgru
lietojuma salidzinajuma ar Goldina raksta mingto. Proti, Vitolidod izmanto
smalkaku diferenciaciju neka Goldins, jo sadala piem¢ra redzamas trans-
kripcijas 3., 4., 8. un 9. takti stkékas vienibas, lietojot 2/4 un 4/4 takts-
mcru. V¢l interesantéka aina paveras, aplikojotriiinalu — Emiia Meln-
gaiia transkripciju (Melngailis 1952: 166), kur redzam vien divus vidam
tik raksturigos taktsmcrus — 15/8 un 9/2. Tadcjadi Melngailis, sadalot
dziesmas melodiju tikai éetras taktis, iespgjams, ir bijis vistuvak patiesibai,
jo nav centies méaksligi konstruct melodijas metrisko dalijumu, kas at-
karib& no dziedatajas individuala stila u. c. aspektiem vargja tikt pa-
kiauts mazéakam vai lielakam svarstibam. Jadem ari v¢ra, ka Melngailis
dziesmu pierakstidanai neizmantoja skaoierakstu tehniku, un o7 trans-
kripcija patiedam ir vienigais avots, kas liecina par dziesmas kéadrei-
z¢jo skancjumu. lzskatés, ka Goldins sava transkripcija mciingjis ap-
vienot gan Melngaiia, gan Vitolida pieeju metriskajam dalijjumam,
tomer ir arf skaidrs, ka tas jebkurd gadijuma ir japiedem k& nosacits.
levgrojot iepriekd teikto, vcl tikai paliek jautdjums: p¢ec kadiem kritgrijiem
Goldins ir izv¢lgjies tempa apzimgjumu situécija, kad nav dziesmas
audioieraksta?

Lidzigi veidots ari abu dziesmu ritma zimgjums, kas, pateicoties dau-
dziem locijumiem, punktcjumam un brivdalifjumam (trioles), rada brivu
melodijas plidumu — Goldina vardiem rundjot, takti neiekiaujamu ritmiku
(Goldins 1958: 107). Uzmanigi aplikojot abas melodijas, var pat rasties
iespaids, ka tas ir viena melodisk& modeia divas variacijas, no kuradm
viena — Latgales versija — misdien&dziva veidavairs nav sastopama.
Tas transkripcijas atrodamas tikai tautasdziesmu public¢jumos un manus-
kriptos, kas liecina par tradicionalas dziedadanas situaciju, kada ta bija
Latgalg 20. gadsimta pirmaja pus¢. Tapc¢c do rindu autorei diita visnotal
iedvesmojodi un pat fascingjodi konstatct dada veida dziedadanas eksistenci
vcl ar 21. gadsimta sdkumé netélu no Latvijas robepas — Baltkrievijas
pusg.

Pierobepas reiioni, ka zinams, allap bijudi Tpadi spilgti tradicionalas
mazikas repertuéra lokaliz&cijas un tradiciju dzivotspgjas zioa. Peit vero-
jama ne tikai dapadu tautu mdzikas tradiciju saplidana viena veseluma,
bet ari labak saglabjies spilgts repertuars un ta atskadojuma veidi. Pie-
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robepas tradicionalas mazikas materials ir ari ioti pateicigs izpctes objekts,
lai analiz¢tu attiecibas starp to vai citu tautu kultGram.

Latvijas un Baltkrievijas gadijuma ir interesanti vgrot, k& dis attiecibas
izpaupas gan senaja, gan jaunaja mdzikas slani. Latviedu un baltkrievu,
ka arf turpat kaimidos esodas Lietuvas pierobepas reiionu sena slada
melodijas parstav kadreiz vienotu tradicionalas mdzikas areélu, tap¢c
nav nekas parsteidzods, ka seno ierapu melodijas daudzos gadijumos ir
lidzigas. Cita lieta, ka, laikam ejot, to attistiba rit¢jusi savrupu gaitu,
mijiedarbojoties ar dapadam — gan vietgjam, gan argjam ietekmg¢m.
Rezultatd mlsdienas varam konstatct [fdzibu padas melodijas, taéu to
teksti un pat funkcionala piesaiste daudzos gadijumos atdiiras. Tadcjadi
senais latviedu un baltkrievu tautasdziesmu slanis liecina par kopigo tala
pagatng, turklat liecinieka statusa daja gadijuma ir nevis dziesmu tek-
stuélais vestijums vai kopigas funkcionéalas nidas, bet gan melodiskas
konstrukcijas un dziedadanas veidi.

Citadi ir ar jauna slaoa tradicionalo instrumentalo maziku. Bitiba
deit jaruna par kopigu Latgales un Baltkrievijas repertuéru, ko tikaigadi-
juma p¢c masdienas atdala administrativa robepa starp divam valstim.
Té& ir deju mazika, kas v¢l 20. gadsimta pirmaja pusc gan Latvijas, gan
Baltkrievijas teritorija eksistcja tradicionala veida. Lauka pctijumu gaita,
tiekoties ar baltkrievu muzikantiem, izdevas fiksct ari Latgalc labi pazis-
tamu deju maziku, piemc¢ram, deju Gailitis, kas visa Latvija pazistama
k& dziesmaKur tu teci, gailiti mans, dejasPadespadun Krakovjaks, k&
arf Latgal¢ izplatito Kazu mardy kas ir dokumentgts arf Lietuvas teritorija.
bis mazikas veids izceias ne tikai ar lokalo, bet ari individualo versiju
lielu daudzveidibu, kur katram muzikantam raksturiga sava atskadojuma
maniere, melodiskas konstrukcijas un improvizacijas modeii. Turpindjuma
shiegtais k&zu marda piemcrs rada ta baltkrievu versiju, kas ir visai tuva
Latgales materialam:
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3. piemgrs.Kazu mards

Ivans Kadpurs (1950). leskaoots JVLMA un Baltkrievijas Valsts
Mazikas akadc¢cmijas macibspcku un studentu kopigaja ekspedicija
2009. gada 5. jalija Mioru rajona Povatjes (Baltkrievija) kultGras naméa
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Stkéka instrumentalmizikas analize, k& ari Latgales, Baltkrievijas
un Lietuvas materiéla salidzinajums ir pladéka p¢tijuma uzdevums; Balt-
krievijai taja bltu atvglama ioti svariga vieta, jo tur dada veida mizikas
repertuéru tradicionalos apstékios iespgjams fiksct ari misdienas.

Jaatzimg, ka strikta robepa starp Latviju un Baltkrieviju novilkta
tikai 1991. gada lidz ar Latvijas valstiskas neatkaribas atguvi. lepriekd
satiksme starp latgaliediem un baltkrieviem noritgja bez lielam gratibam,
un nebija padu dicroiu ari kopigai muzicgdanai. Tadgjadi jasecina, ka
[idz pat 20. gadsimta pcdcjai desmitgadei latviedu un baltkrievu tradi-
cionalas mazikas dzivg bija iespgjama mijiedarbe, kas sekmgja kopiga
jauna slaoa repertuara nostabilizcdanos ilgstoda laikposma.

Latviedu etnomuzikologu lauka darbs Baltkrievija veikts gandriz
divdesmit gadus pc¢c robepas novilkdanas starp Latviju un Baltkrieviju.
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Ta ka oi ir Eiropas Savienibas arcja robepa un lidz ar to tiek stingri kon-
trolgta no abam puscm, tas esamiba bija pilnib& partraukusi abu valstu
pierobepas iedzivotaju savstarpgjo satiksmi, dodoties vienam pie otra,
ka arf kopigi dziedot vai sp¢lcjot. Bigrsojot do robepu 2009. gada vasara,
pctnieku uzdevumi bija fiksct tabripa situaciju baltkrievu tradicionélaja
mQzika, k& art meklct paralgles baltkrievu un latviedu mizikas repertuara.
Veicot pirmo no mingtajiem uzdevumiem, konstatcjam, ka baltkrievu
tradicionélas mazikas repertuérs 21. gadsimta sdkuma apliecina salidzi-
nodi labaku dziviguma stadiju, neka tas vgrojams robepas otra pusc.
Teiktais attiecas gan uz sena slaoa dziedajumiem, gan it padi uz jaunakas
cilmes instrumentalo deju maziku. Lauka darba ietvaros izdevas doku-
mentct pladu repertuaru, kas ietver gan senas, gan jaunakas cilmes maziku;
liela t& daia ari mdsdienas v¢l funkciong apstakios, kas tuvi tradiciona-
lajiem. Meklcgjot paralcles baltkrievu un latviedu tradicionalaja mazika,
izdevas atrast kopigu repertuaru un lidzigus ta atskadojuma veidus;
vairadkos gadijumos tas palidzcja precizc¢t informéciju par 20. gadsimta
sakuma pierakstitajam latviedu melodijam, kas misdienas pieejamas vairs
tikai nodu formata.

Interesants ir jautdjums par attiecibdm starp baltkrieviem un lat-
viediem tautasdziesmu tekstos. Liela daia latviedu tautasdziesmu piemi-
nctas dapadas tautibas — vaciedi, krievi, lietuviedi, igauoi, ebreji, romi
(€igani) u. c. — atoiirigu notikumu konteksta; bez tam daudzam dziesmam
raksturigi ari vairak vai mazak izvgrsti refrgni, kas kompilcti no nereti
kidaini lietotiem citvalodu vardiem, tomgr baltkrievu vards neparadas
ne viena, ne otra gadijuma. Taéu, ja piedemam, ka ari mdzika ir valoda,
tad varam secinat, ka mdzikas valodas konstrukcijas attiecibas starp
latviediem un baltkrieviem izpaupas vistiedakaja veida, liecinot par to
piederibu vienaimQzikas valodu grupai.

Atgriepoties pie latviedu tradicionalas mizikas p¢tniecibas paradig-
mam jautajuma par latviedu un cittautu mizikas sakariem, jasecina: tas
visos laikos ietekmgjis laikmeta konteksts. Raksta s@kuma sniegtais lat-
viedu tradicionalas mizikas vakdanas un pgtniecibas pamatlicgja Andreja
Jurjana piemcrs, kas pc¢tniecisko domu orient¢ virziend uz savas tautas
tradicijam un iespgju robepas cendas ignorct citu tautu ietekmi, javerte
nacionalas atmodas laika konteksta (v¢l pirms valstiskas neatkaribas
pasludinddanas un nacionalas mizikas folkloristikas pada sakuma), kad
uzmanibas centr¢dana uz nacionalo folkloras mantojumu ir likumsakariga
un vairék neka saprotama. Savukéart somu mazikas folkloristikas skolas
ietekmgta Jdlija Sproia darbs, kas versts uz dapadu tautu miazikas salidzi-

31



Mazikas zinatne dodien: pastavigais un mainigais — IV

najumu, norit laik, kad pirma Latvijas neatkariba ilgst jau vairdk neka
divdesmit gadu (un diempgl tdlit ari beidzas), taeu ir acimredzams, ka
politiskas neatkaribas apstékios attieksme pret savas un citu tautu attie-
cibam folklora kiGst brivaka no aizspriedumiem. Neparprotamas p¢das
dapadu tautu mazikas sakaru pc¢tnieciba atstdjis ari padomju okupécijas
konteksts, kas viena no mingtajiem gadijumiem (Jckabs Graubiod) pgt-
nieku motivgjis pretoties virspusgjiem salidzindjumiem un turcties pie
Andreja Jurjana nosprausta kursa uz savu tradiciju Tpatnibu apzinddanu
un izceldanu, citd (Maksis Goldins) vedindjis uz latviedu folkloras salidzi-
najumu ar visu iespgjamo tautu mizikas paradibam. Laikmeta konteksts-
nacionala atmoda un valstisk&s neatkaribas atguve —, protams, ietekmgja
ari 20. gadsimta 90. gadu publikacijas Latvijas etnomuzikoloiija; gan ne
tik daudz metodoloiiska plana, taeu pctijumu objektu izvgles zida gan,
jo uzmaniba galvenokart tika pievcrsta konkrctu lokalo tradiciju pet-
niecibai. Taisnibas labad jaatzimg, ka tolaik to prasija glupi objektiva
nepieciedamiba, jo iepriekd daja lauka darits gaupam maz.

V¢sture atkartojas. P¢c otrreizgjas valstiskas neatkaribas atguves
atkal ir pagajudi divdesmit gadi, un Latvijas etnomuzikoloiija v¢lreiz
pievcrdas salidzinajumam. Lidzas attiecibam starp latviedu un baltkrievu
tradicionalo mdziku, kas daicji portretctas daja raksta, bltu detaliz¢tak
japievcgroas arf latviedu — lietuviedu, latviedu — igauou, latviedu — vacu,
latviedu — krievu un citu tautu mQzikas sakariem, ko dapados laikmetos
ietekmgjudi visdapadakie ieografiskie, vesturiskie, politiskie, funkcionalie
konteksti. Lielisks ieguldijums dada veida attiecibu analiz¢ ir kopigi lauka
pctijumi, kuru rezultatus iespgjams izmantot abas puscs.

Paradigm Changes in Latvian Ethnomusicology:
A Return to Relations Between Latvian and
Other Traditional Music

Anda Beitane

Summary

Academic study in any field is based on research paradigms. The
analysis and constant revision of these paradigms not only creates scientific
discourse, but also helps to understand the development of the field and
its direction over a longer period of time. The central axis of this article
is the analysis of paradigms in Latvian ethnomusicology, and after a
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long break, returning to questions of the relations between Latvian music
and that of other cultures. It should be noted that even Latvian ethno-
musicology, which was really established only in the 1990s, has also
undergone a shift in research paradigms, when compared to the study of
traditional music in earlier periods. In short — the study of traditional
music was based on the analysis of musical material using methods of
professional musical analysis; or by working with questions related to
the historical origins and dating of various phenomena in traditional
music.

In 1991 a significant manuscript for Latvian ethnomusicology was
written. This still unpublished study by Martin Boiko, Ziemeilatgales
burdondaudzbalsiba: konteksts un struktlras(Drone Multipart Singing
in Northern Latgale: Context and Structure), turned the whole field of
Latvian ethnomusicology in a completely different direction, laying the
foundations for the study of local traditions in an anthropological context,
based on fieldwork. Today more than 20 years have passed since this
event, and we can conclude that the study of local traditions, with a
large emphasis on fieldwork, is reflected in practically all of the ethno-
musicological publications which appeared in Latvia during this period.

The significance of the study of local traditions is natural, of course,
particularly in a situation where this has had little attention, or has been
done in a fragmentary way. Nevertheless, when coming into international
scientific circulation, we unexpectedly encounter the necessity to evaluate
traditional music material and its research paradigms within a wider
discourse. One aspect of this discourse is also the question of inter-
relationships between traditions and repertoires, and it seems that this
has not been touched upon in Latvian ethnomusicology in the last 20
years.

The aim of this article is to outline the main research paradigms and
their changes in terms of Latvian ethnomusicology, returning to the
relations between the music of Latvia and other cultures, which, as is
known, was one of the central themes in the work of Latvian music
folklore specialist Maksis Goldins (Max Goldin ).

Collectors and scholars of Latvian traditional music have had
differing attitudes to the relationship between Latvian folk songs and the
folk music of other nations. The founder of the systematic collection and
study of Latvian folk songs and instrumental music, Andrejs Jurjans in
one of his compilations of traditional music clearly stated that melodies
of non-Latvian origin were purposely not published, and that the
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Latviannessof a number of published melodies was doubtful (Jurjans
1921:5). That is why during the initial period of the collection and study
of Latvian traditional music, the assumption was made that the most
valuable part of Latvian traditional music was that which was free of
any other kinds of influence — be that the music of other nations, or that
of music of a more recent era.

Twenty years later, another scholar, Jalijs Sproiis, who was in-
fluenced by his training in Finnish musical folklore studies, dedicated his
study of Latvian folk songs to precisely the opposite — to uncover the
true origin of a large part of Latvian folk songs, that is, how they had
stemmed from melodies originally from other nations (Sproiis 1941). It
was not long before the next study. Eight years later the studyaralcles
starp latviedu un krievu tautas dziesmangParallels Between Latvian and
Russian Folk Songs, 1949) was finished. Its author was the contemporary
of Jalijs Sproiis, Jgckabs Graubiod. The manuscript of the study is keptin
the Jazeps Vitols Latvian Academy of Music and remains unpublished.
During the time of Soviet occupation one of the leading Latvian folklore
specialists, Maksis Goldins, also dedicated a number of voluminous works
(1958-1972) to the problems of relationships between Latvian folk music
and that of other nations. Goldins has many detractors, who criticize his
focus on a search for international relationships in traditional music,
which in the context of the occupation was interpreted as a national
symbol.

In the summer of 2009 | achieved one of my dreams — to collect
folklore in Belarus together with colleagues from the Belarusian Academy
of Music. The fieldwork lasted for 10 days and was undertaken in the
border zone with Latvia. To make a brief generalization, the results of
the fieldwork, show that in Belarus, not far from the Latvian border, itis
still possible today to document a wide range of both ancient and more
recent traditional musical repertoire, which demonstrates a number of
common traits shared with Latvian material.

Latvian ethnomusicologists conducted fieldwork in Belarus almost
20 years after drawing the border between Latvia and Belarus. When
crossing the border in the summer of 2009, the tasks of scholars were to
record the situation at that time in Belarusian traditional music, as well
as to look for parallels between the musical repertoires of Belarus and
Latvia. In response to the first of these tasks, it was possible to establish
that the Belarusian traditional musical repertoire in the early 2% century
displays a comparatively better stage ofiveliness than what can be
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observed on the other side of the border. This relates to both ancient
songs, and particularly to more recent instrumental dance music. During
fieldwork it was possible to document a wide range of both ancient and
recent musical repertoires, of which a large part still functions in con-
temporary conditions, which are close to the traditional context. When
searching for parallels between Belarusian and Latvian traditional music,
we were successful in finding a unified repertoire and similar performance
styles, which in a number of cases helped to clarify Latvian material
recorded in the early 20" century, which today is only accessible in written
scores.

History repeats itself, and 20 years have passed since the regaining
of Latvian independence, and Latvian ethnomusicology is again turning
its attention to comparison. Alongside the relationship between Latvian
and Belarusian traditional music, which is partly portrayed in this article,
it is just as possible to create a broader description of Latvian—Lithuanian,
Latvian—Estonian, Latvian—German, Latvian—Russian and the music of
other nations, which during various eras have been influenced by a wide
range of geo-historical, political, functional and other contexts. A
wonderful contribution to the study of these kinds of relations is
collaborative fieldwork, the results of which could be used by both parties.
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aéuaiia Pawgjame es

i
Ta8d82ey caieiadenl 804TE1A-
i (Mukaité 2001: 9),48400 A&ay
5iy0  (SvDz 2010: 86).
: i

icila 64 4 aiita éciaidiey ia nitase
n0AdA0N 1adiaidd iafiie ec iaiyoe epadé. 146101604 e iéd ciase
ia ofeuér nafe 1anie: eaodaeieiée iage 0a eeeé eila afie é6dge-
jeiéfa, & ialaisio; 64iddooad 14aed yoie+anéed aadii fiaadaeed
janéfenér ianai, enéiaiins ii-iaidoée

8e ndaaidiee iagiaeée iasiailo ianai eaooaeieieia e eos-

géiéiéfa a1adaop i~adaal atee Tiodadeadi iaaiiifioe iasiaeé
e00geieiéia, a cacdi alyaeyeenu é aiaéecediaacenu 1adaidoda
Tauiifioe e dacee-ey. lacddeaé ianai éddgeieiéia iicaieyao 60ads-

0,5%), 1oy, aiciteef,
aléiigd, i &6

—
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Mazikas zinatne dodien: past

Tevis tvis, tais’ man laivfLTM 1 1958: Fricis Glins, Preila, 1927),T¢venc,
15ei&d 1. Ayiod (Eedaa), 1955KTR 6 (14)

tevenc, tadbman laiven(LTM | 1958: Dore Kalniékis, Nida, 1932).

ber - nie brecs.

ra

Kad més men-cems strik - ti grie-ziam, vi - su men - cu
up sa  sa, ei rid sa, trad rud

Ei
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E. 1a058104id. Acaeiiadénoaes 1461aeee iadiaind 1anai eodeeieiéna..

1) ATfi0aaéyao aa
rud, ra la la 11a1aita 68ao8ait — ei stram sfidi, lia lia lia, rai rai rai
ritam, tralia lia lia lia, ei, jukum jukum ups ra la lafidi rala, fidi rala, ei,

pumpin pumpinfol dri, fol dra, fol dra la la— i0éfidue iaiaéié +a
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la(Bj 1997: 84) & 4 44 aa-
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(16767 20%).

i8aiacaaapueé

&ypo Thoaediop ~anol iagiaeé (fl. o . Nfiifiocaaéaiea aaiins
IT 4840 eaaia 1anai éodgeieiéia e edodaeieiéia meactaaao , 0l
&0 167iidoee aéecée
iatiidoee eaaia

x@fieT 1&-  lazeiditd  Meiidind  Ta dalaiina

g1aeé (20.) €aal (%) &aal (%)  éaal (%)
Edodaeieiée 718 72 13,6 14,4
Eddopeieiée 148 84 13 3
/EYiaéol 285 99 - 1
Eaolge (afid 64&elin) 754 60 34 6
E6dcaid (Eaocaey) 233 63 30 7

Eiapofiy & i481010048 dacee+ey, 140  nélacased alwadéacaiiop

jA0aaioaiiiion aiagecedd Aial iaoddeasa. 1aeiaee ianai e4oo6-
aeieigla fa+aée 6eénediaacl a ia+aea XIX aaéa, 1aétaee eodge-
ieiéfa — nofedoedi iiceed. A XIX a&éa ia paa 1asié Eeoan anst
cabdeénediaail aieugeiioal 1aeiaeé eaodaeigiéia ieioiial e
iA0A1AIIMAT 6ada. A XX 484 0aéed 1481aeé iaéadil aidacal 1aiu-
2d. N8dado 6+e00aaol & of, +0f & yoi 4041y iafie sdooagieiéia -
4edaseni ofelier a daddiié ~anoe 1asié Eeoan, a Eeagidaneél eaas,
aaa10aiacaaaed iagtaeéa iaxidiial éaaa (P etrodené 2004: 139-142)
aéel 1adach, 4aiiné eiapudainy iochéaedital iadddeaea iméa-

¢a : 116 61eliee1d0 eodeeieiéia & edodaeieigia
Eéaéidanéial eday i6enou iaeidité &ieiseo Neda@o ilieod e
enéep-eoaelil iaseidiop idéiaeéd aeeawed i ffidanoas seyiaéoia,



N I ~ 0

E. 18067g4id. Acaeiiadénoasd 14e1aeée iadiailo ianai e6dgeieiéia..

éoopeieiée? Eididiadey, ied+aiiay 10 6afiniadiona, idloeai-
d&+eaa. 146101004 e ie6 dannéaciaapo, ol éeoianéed ianie fie
ado+eee, Neoway 1aied 1anoinsd seeyiaéota. Adee 0aéed addiaia, éia-
aa éliodadaiaa gea, seyiaéol adcée 0a aeanoyiée [iifidaa il Aiedo-
i0ié iaieocéaie — E. 1. ]. Caanu ieee & iaee. 10 iéd noadctd epae e
jage 1060 ato+e&efi 180U eeotanéed iafie. Naie éddpeieiée 0aéed
T8R4 & fodlesed [i& ft-eiyee — E. 1. |, safféaciaas Aiaddés Aae-
+pii. Miyoea Tianiys aeyiaéoia &ialeuit AATATA0ACiA, i@+&aT fa-
UAAT 18 e18pudd i 6adagoadiiiociee:  Tia [1aou A. Aaé+pha—E. 1. ]
0aéed aeyiaéonéed iaéa — 1ail Neial eeoianéia, adoaid eaoltanéid
(Mukait& 1997: 47; 2001: 10). Yoi fiid23346841,.(8. i0SEef08EA 1861-
aeé 1anai edopeieiéia, iaraono i-eeolanée, ed eaal ntaddegaiil
+6aeal 14874eyi seyiaéoia. Oldigl ecadnoitd ianie seyiaéoia —
Dar gaidelis negeidugj¥isas daineles e&iniavau, Labs ryts, labs vakays
Oi, oi, Dieveli— é6dgeieiée faidée iefididie iagiaeyie

Rey fifiAoaABAIeY el iBATAYORY TARTy 6dmeieieia Dar
gaidelis negeiduoj@éiad 2) e 1aniy seyiaéoia Dar gaidelia negyduoje
(52148 3), 6101604 106e+apony ia Oleue! it éaaiad 1ooaieal, it
17 faiié iveatad i6ceacuiial ingediey. 1asiaey ianie eodge-
jeiéla ecaeeenoa, alaleuii nefeeia éiofiaceliit & deoie+anée,
fantifaiit iniotiiay, iacddaeuité odaaeoeliité aida iaaic-
iiedi. 1387148y seyiadoia — oleed ecaesenoay, il TaoTdypueany
foGi&ie (1, 1ll, V) fiicaapo afciteeiifiot 6 félgaol aadiiiep & i&idou
0daaeoeliitn AATan, 6ioy cadeénediaal oieliel adadueé aiein.

8 Buva tokie laikai, kai dmukulis ejé, pemaiéiai vepé tas skardines. Eia gierg ir
dainiava. 18 jg seni pmuonis i mdsa tievai lietuvidkai idmuoka dainiuot. Patys
kurdininkai tuokig daing nestaté (Mukaité 1997: 47; 2001: 10).
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1581848 2. KéonoaAae+pn, @aaioiée
=7 ® ®
0 1 \ \ o o P} ﬁ o \ ’
s o e S S S e S " . S— — D 1
@—Fro—'i—ﬂ—‘—#—ﬂ—b‘—b’—‘—;ﬁ i i e o o 1
D) o = = L4 14 N
Dar gai - de-lis ne- gei - duo-je, kad ma-tu - $e kie - les.
. ® @ ® ® . .
b i i N1k 'y | —— h = —— n
F AEY r 2 r i r P 1y T r 2 IAY IhY g | & | I T I I ? 2 Il |
L) P b o P ™ ™ B e — S ——— = H
D) Y r 4 4 4 r~—
Dar gai - de - lis ne - gei-duo- je, kad ma-tu - Se kie(lés).
VAR 528 347912 6 5 @ 25 @207 17 5.5 9

5ei&dd 3 (Gale lauko vienasédis 1989). Tabdaarié

WY/ N . N . N
A7 S I W I N I B A

Dar gai - de - lia ne - gy - duo - ja, kad mo - ¢iu - ti kie - le,

3
4 N A I 4
T T T Y L) J— X T - 1 K | N—— 1 |
I I I I N ¥} [ A& N N | Y I T | 8] N | 1l |
X & Il I | I N IV A 1B} 1B} o I & [ J P | g i |

=) Qo

dacéay ioaiéa: - :
fiedgaolt® (Mukait&1997: 47). Eaé neddd iiie

9 Skirtumas yra, matai. Mes jau neturim idtraukt teip ilgai vieng puodgMukaité
1997: 47).
10 Vuo kaip pemaites dainiuo — negaliu klausytisMukaité 1997: 47).
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e ; i

Ai, dida dida (K. Aaé+pfi) & Ei, dd dd dd da (Bj 1997: 14, 83)Kaln
(K. Aag+pn) & adayol aadeaiota 6acitd iaacia edodagieiéia L eki
vol'ungi(Bj 1997: 1, 7, 60 & &d.)Stiklelagerdams @imuojau(A. Aaé+pii) &
Stiklélagerdams @mojau Kééliu jojau vandravauBj 1997: 52, 54).

i5eidd 4. Kasrioa Aag+pn, @adoiée

nak-vuo-sio, fo-1 dri, fo-1 dra,fol dra la la,kur §f nak-te - lé nak- vuo- sio.

VAR: ®5 @3 @ 6 @ 4589  ® _ 6,

. w
s o ! ’ -
y i ! —e — It ) | —— fl
[ fanY I 1T IV} 1=/ LI 1T T 1T T LA 1l
AN 4 1T 4 1T /4 1T ] 1T 7 1]
[ ! 14 1%

1 E338n0a Aag+pii — idcadayaiay ee+iiiou, yoi 0aid+aneay, eiisiagcedoplay
3 2

iddeoa. Eiaaa a0aado 6161044 ianosiaied, a oo eed aail, 06 eea faiop iafip
fia 1leedo fiidou ianéletél dac & ana 1i-ad6aiié  (Kersta Baléius — neeiliné

asmenybé, tai krybinga, improvizuojanti dainininké. Bddama geros nuotaikos,
ta paéia diena ta paeia daina ji gali padainuoti kelis kartus vis kitaig (Mukaité
2001: 10).
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168140 5. Eeaéidaneeé 8.(Bj 1997: 54)

N S— — — —
__l-ri-'-'-‘__l--l_l_l-'_-
D ror— 18 P g g T

N K
,\-I

Stik - le -1i ge-r- dams du-mo-jau, kur 8ig nak-te - li nak-vo-su. Ho lia

f)u / A \ \ N X

o T T 1 N N\ T N N N i |
(o — N ——— | ————— — G— — " o — —— ) —— - L —- — T —
7.4 T N N 8] 7 I 1 I I} ] T e - 7 | bl bl i |
e @9 444 @ s ® 7 Y L4

kur  §ia nak-te - li nak - vo - siu.

siu

,  fud - ry fud- ria, fud-ria lia- lia, kur & nak-te - li nak-vuo- siu.
IaéTOTéﬂé iaéiaee |éﬁé’1|’ eé’léc')éele 14 & 808gei
itrisn ktellsO| vainiki
va|n|ke|| (Bj 1997: 73, 75)Eikem, sesresadar‘pelé(A. Aag+pii) & Eisem,
sesi,adarpela(Bj 1997: 84), éiép(‘) Tidaadeaiina 1auea eiotiadeli-

RN N 79 A

i0a yeaiaioQ, oioy iie é ia ailéia fifaiaaapo

12 Ateis pvejai, atsined buonki dnapdis, vuo tad bova dventi. Tad visi trys gers,
ruodas ves i dainiuos. Vuo tad vis ta pvejg oventi buv. Ant Nauju metu, kumet
tas sutarts sudarys, skaities magaryees sugdgiSUTRF 363).
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s

Tévin, tais man laiva
¢ @aaioiée Aiia E

|4
—Té - ti, té - ti, dirbk man P’ai - va, ausk, ma - my-y-ti, bu-u-re-

# ! ) et | v I\ \
L R S e e I T R R IR T
ANG”4 T | | 1 4 T | 4 T I L | | 4 T I} Il | 1 |
o 14 T T 4 |

lis. A$  i§-plauk-siu | ji -re-e-1li daug zu - ve - liy pri- zvi- jot’
58180 8. Chsheifieeé 5., Edaey(LTM | 1958: 306)

4 # N N
A TG N—g " —— N—t —— i ——— —— e — |
HT8J o D L p e e ——— 1 — 1
) v l 14 I hd hd o —_— ¥ —

1JG - rin’ pra - sa smal - ku tik - lu, Lai- vin® bal - tu z& - ge- lit’,
0 “ il 'Y T 'Y T \‘ T Il 1} I |
Y Il 1 | Y Y >y Il I Il IhY Il 1 |
S5 T P —| D r—1  — i —— pi—— [ — H
D)) T 14 T r T T Y1 *
Ju - rin’ pra - sa smal - ku tik - lu, Lai- vin’ bal - tu ze - ge- lit’".
Tatauay ftaeoiiiion eco+adital 16cieaeiital 1aodoeasa,
fifiioaaeyy aiagide+i0a ideiad ianai edodaeieiéia, éddgeiei-
814, aeyiaéoia, iieeil 164aiiéleeeol, +01 i1aélaeéa éddgeieiéia
4eéaed € 14614664 6a00aeieiéla, iacaée & 1ae1aeéd aeyiaéoia. Néi-
daa anaai, eeoianéed ianie éodgeieiée iicaéinoaiaace ia 6 aeyiaé-

aeoa: 6 ian
E.T )] & géiea ([Pia daina]ta trumpa ti
KUTRF 96). E. Aag+pfi oleed afiilieiaga, +oi idol éeoianéesd e eaotgneed
ianie 44 & 480460 4408é 6+e6a 6+208&liieda eé¢ Eacaddukaite 1997: 47).
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Interaction of the Folk Song Melodics of
Kursininkai (Curonians, Immigrants from Latvia) and
Lietuvininkai (Residents of Lithuania Minor)

Lina Petrodiené

Summary

In the lands of the Curonian tribe — in the northern part of Klaipéda
Region, on the seacoast, and in the Curonian spit — Lithuanians and
Curonians lived by side since approximately the 1% — 16" century. The
migration of Curonians, who were later assimilated by Latvians, from
Latvian Kurzeme to the seacoast of Lithuania took place till approximately
the mid-20" century. Local residents called the newcomers by different
names:kurdiai, kurdininkai, dune dwellers; most of them spoke Curonian,
Lithuanian, and German, and sang Latvian and Lithuanian songs.

The research object of the article is the folk songs melodies of
Curonians and Lietuvininkai . Their analysis and comparison are based
on the material which was relatively sparse and different in terms of
quality and quantity, however, exceptionally valuable: 148 Curonian
and 718 Lietuvininkai song melodies were collected from various sources.
A significant part of the Curonian songs were performed in Latvian;
therefore, Latvian songs were thoroughly studiedThe objective of
the research was to look into the similarities and differences of the melodics
of Curonian and Lithuanian songs in order to reveal the impact of
interaction of the musical folklore.

Folk songs of the Curonians residing in Lithuania were first recorded
by Lithuanian and Latvian folklore collectors in the early 20" century.
Due to different objective reasons, the recording was done in a rather
fragmentary way: song presenters felt shy because of their age, the opinion
of the neighbours and family, religious beliefs, the allegedly unsuitable
environment, or fear of the authorities’ sanctions. That reveals one of
the circumstances of the common fate of the Curonian and Lithuanian
singing folklore: decline/destruction and a deliberately inculcated view
of a folk song as something disgraceful, reprehensible, and incompatible
with a virtuous person’s life typical of practicing Evangelicals (both
Lietuvininkai and Curonians).

From the scientific viewpoint, the Curonian musical folklore has so
far been hardly studied by Lithuanian scholars.
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The repertoire of the Curonian folk songs has two layers: a more
abundant Latvian (80%) and a scantierLietuvininkai (20%) ones. The
Lietuvininkai songs include one or two occasional patterns of Latvian
Curonian songs.

The character of the Curonian melodics reveals two — an archaic
and a more modern — layers. They differ in both the structure and
semantics of their lyrics and in the character of melodies.

The totality of the characteristics of Curonian melodies exposes the
qualities typical of Latvians, Lithuanians, and ethnic groups of both
nations. However, the melodics of the Curonians and thelietuvininkai
are related by their principal parameters: stylistics (monophony, homo-
phony), harmonies, ambits, and metro-rhythmics.

To answer the question which folk songs of the Curonians’
neighbours —Lietuvininkai or Samogitians — made a greater impact on
the Curonian songs, one has to admit that the Samogitian heterophony
is alien to the Curonian musical thought. The melodies sung by Curonians
in Lithuanian were learnt from Lithuanians: almost all of them had
identical or very close versions in theLietuvininkai repertoire.

In the multi-cultural border region — Lithuanian seacoast — where
Curonians andLietuvininkai lived side by side for seven centuries, natural,
although not equal, interchange of musical folklore took place. The
interchange was predetermined by a number of circumstances: close neigh-
bourhood, common work, mixed marriages, similar religious attitudes,
and school.
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Performance of Religious Songs on th&anklés
in Lithuania in the 1921t Centuries
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Educational Sciences, Faculty of Education

In the 19"—215t centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklés (zither) players, next to dance
tunes, secular songs and improvisations. Historical, archival data and
the latest materials from ethnic instrument research expeditions indicate
that religious songs were accompanied with music of the traditional
kanklésas early as in the 18 century: in Samogitia, such songs were the
archaicchantbook songs calledantiékinés, the Mountains of Pemaieig
Kalvarija (Samogitian Calvary) and the Way of the Cross songs; in
Sudovia, they would accompany the Hours of St. Mary the Virgin; mean-
while, in western, southeastern and southern Aukdtaitija and in southern
Sudovia —Mournful Whining .

Introduction

The issue analysed in the present article is still-existing absence of
specialised research related to performance of religious songs (hymns)
on the kanklés (Lithuanian traditional zither) in Lithuania during the
19—21st centuries. Researchers of our country’s ethnic culture (i.e.
Zenonas Slavilinas, Jadvyga Eiurlionyté, Jonas Bvedas, Pranas Stepulis,
Vladas Bartuseviéius, Marija Baltréniené, Romualdas Apanaviéius,
Alfonsas Motuzas, the author of the present article, etc.) have presented
the history of traditional instruments as well as their classification,
repertoire and customs related to playing such instruments. Nevertheless,
their works nearly lack analyses of religious song performance on the
kanklés or the position they occupy in ethnic culture.

The object of the researdis performance of religious songs
on the kanklésin Lithuania.

The aim of the researd isto make an overview on perform-
ance of religious songs on thekanklés in Lithuania in the 19" through
the 215 century.
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Methods applied: typological, analytical, comparative, gener-
alisation.

Traditional Lithuanian musical instruments and music that was
performed on them is mentioned rather seldom in written historical
sources. Archival historical sources contain quite a number of descriptions
regarding cases of performance on thkanklésin Lithuania Minor. They
contain not only descriptions of playing manners or related customs, but
also drawings of musical instruments. The number of drawings is not
large; they are repeatedly included in numerous works.

Martin Luther, the initiator of the Reformation provided the fol-
lowing description of East Prussian chanting in the 16 century: Therefore
have the holy fathers and the prophets not in vain employed the Word of
God in various songs and playing of instruments][..] and in stringed
instruments (quoted after Lietuvos evangelikg bapnyeios kalendorius
1990: 100-102).

The ritual custom of accompanying hymns with thekanklésis related
to pre-Christian period rites. The Masurian-born collector of Lithuanian
ethnographic data, Eduard Karol Samuel Gisevius, also known by the
pseudonymKeliauninkas (the Traveller) (1798-1880), not only recorded
collected materials, but also drew landscapes and rural people dressed in
festive garments. In 1846, he also described the look of thkanklés used
by Prussian Lithuanians and the manner of playing and indicated that
the instrument was employed in harvesting festivities, weddings and
funerals (cf. Gisevijus 1970: 106—140).

In 1897, German ethnographers Franz Oskar Tetzner (1863-1919)
and Helene Tetzner (?) published their workLietuvig dainos. Litauische
Volksgesangé€Lithuanian Folk Songs). The authors say,The Burckhkardt
Church Book of 1666 contains a mention of the kanklés that people of
the Nida settlement would make by themselvegTetzner 1897: 59). The
authors also notice that historical sources of the 17-18" centuries contain
frequent mentions of the kanklés and treat it as an instrument to ac-
company songs and hymns (Tetzner 1897: 59).

The Lithuanian musicologist Juozas bilevieius (1891-1985) analysed
the interrelations between thekanklés of the Baltic nations and their
folklore and mythology. On the basis of folklore, he drew a conclusion
that the kanklésis an instrument of not only Baltic, but also Lithuanian
origin. bilevieius is likely to be the first to pay attention to the fact that
not only there are kanklés made on the occasion of a human’s death, but
their production always requires water(bileviéius 1937).
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The researcher Zenonas Slavitnas (1907-1973) would also give
priority to Lithuanian origin of the kanklés in the first scientific study
work Lietuvig kanklés (The Kanklés of Lithuania) published in 1937
(Slavinskas /Slavinas/ 1937). He observed th&ankléswere only known
in the western and northern parts of Lithuania and were part of the
Baltic-Finnish kanklés cyclethat may have formed due to the impact of
both: the two nations’ affinity, geographical situation and historical cir-
cumstancegSlavinskas /Slavilnas/ 1937: 291). Accompaniment of sacred
hymns with the kanklésin the region of Samogitia is also featured in the
works of the ethnologist Alfonsas Motuzas (1993: 8). Some data exist
that kanklés, and, later, violins were used in Sudovia to accompanyhe
Hours of St. Mary the Virgin and Mournful Whining (Palubinskiené
1997a).

Sources for religious songs (hymns) are found as early as at the
beginning of the 17" century. In 1637, the Samogitian bishop Jurgis
Tidkevieius invited Jacobin monks to now-Samogitian Calvary (Pemaieig
Kalvarija) that was called Gardai at that moment and belonged to the
rural district of Alsédpiai. He established 19 chapels of the Cross there to
commemorate the passion of Christ, and Gardai was granted a feast day
by Pope Urban VIl in 1639 (Palubinskiené 1997b). Since then, the settle-
ment had been called Gardai Calvary, and later — Samogitian Calvary.

At the behest of bishop Tidkevieius, priests created th#ountains of
Samogitian Calvarysongs and prayers. In the opinion of Prof. Mykolas
Birpidka, they were written by Jurgis Kasakauskis, Prancidkus Brubauskis
and Jukneviéia (cf. Motuzas, Virbadius 1994).

Lithuanian traditional kanklés

Lithuanian traditional kanklés (zithers) are musical instruments
typical among Balts, Baltic Finns and northwestern Russians. Supposedly,
the kanklés could have been a magical and ritualistic instrument the
version of whose origin from a boat, sledge or coffin is presented in
works of Romualdas Apanavieius (Apanavieius 1986):According to
ethnographic and linguistic data it seems likely that the origin of the
kanklésmust reach back to the times of the first post-glacial period inhab-
itants. The instrument was used not only for communication, but also
for ‘travel to the other world’ (Apanaviéius, Alenskas, Palubinskiené,
Visockaité, Virbadius 1990: 28). In Lithuania, the kanklésis only spread
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in the western and northern parts of the country that were, in the opinion
of Apanaviéius, the limit from which the ‘kanklés’ cultural zone extended
as far as Finland and Karelia (Apanaviéius 1992: 7).

Throughout the entire territory of the kanklés, three types of this
instrument are known, spread approximately in geographical zones
extending from the south to the northeast. Quite a number of common
material and spiritual culture features have been distinguished in every
zone among nations and ethnic groups living here, according to the
archaeological, ethnological, linguistic, anthropological and folklore
research data (Apanaviéius, Alenskas, Palubinskieng, Visockaité, Virbadius
1990: 12).

Given that Lithuanian traditional kanklés were spread only in the
kanklésarea (type 1 in northeastern Aukdtaitija, type 2 in western Aukd-
taitija and Samogitia, and type 3 in Sudovia), modified and zither-type
kanklés, on the contrary, could be found in a great diversity of locations
throughout Lithuania.

Here we present different examples (types) of instruments that were
used and are still used presently to perform religious songs (hymns).

Figure 1. A northeastern Aukdtaitian kanklés (type 1).
IEM EM 2974. Year 1924.

Figure 2. A western Aukdtaitian and Samogitiankanklés (type 2).
Year 1988.
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Figure 3. A Sudovian kanklés (Type 3).
TMM 26265. Year 1900.

Figure 4. A modified Sudovian kanklés (Type 3).
Year 1996.

Preconditions that resulted in modification of traditional kanklés
were influence of the common European culture (including lands where
related instruments were used) and confessional differences among
Christian beliefs (Apanavieius 2000: 35).

To sum up, we can state that although different-type instruments
that were used in Lithuania in the mid-19" through the 20" century have
retained their traditional shapes, their construction elements and ways
of production have more or less deviated from folk traditions. This could
be explained as an impact of Western European musical culture.

The tradition of making music on the kanklés, the most archaic of
the old Lithuanian instruments began fading in the second half of the
19 century through the first half of the 20" century, when overall spread
of whole-nation entertainment instruments started. Meanwhile, it was
barely alive around the mid-20" century. The same should be said about
modified variations of the kanklésthat ceased to be used in the traditional
culture around the middle of the 20" century.
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Lithuanian kanklés players having performed or
still performing religious songs

Written and archival sources provide very scarce knowledge on
kanklés performers, and the information is about players of the first half
of the 20" century only. It is rather difficult to establish a full view of
performers’ personalities on the basis of that knowledge. The authors
who were in a hurry putting their efforts to describe obsolescenkanklés
performance would attribute their utmost attention to registering inform-
ation on the very instrument and music performed on it. Thus their works
contain comparatively little information about performer personalities.
Materials obtained from expeditions complement and bring accuracy to
knowledge on kanklés performers of the past and the present and the
course of their lives.

The present chapter is dedicated to presentinganklés performers
of the 19" through the 215 century who played or are still playing religious
hymns.

Alvina Aidpariené-Lapienyté (born in 1909), a resident of Kiluéiai
(district of Birpai) and a daughter of Petras Lapien&(1865-1962, see
Figure 5) as well as his nephew Kostas Lapiené (a son of Jonas, Lapiené’s
brother), a resident of Birpai born in 1927 who were visited during Il
EED EIA! 1989 told the expedition members that Lapiené was very fond
of chanting hymns besides his activity of performing glees on thkanklés.
According to his nephew Kostas, he would say while playing after having
put the kanklés on the table: Apply your ear to the table and listen, it
sounds better(Materials from EED EIA 1989).

Throughout his entire life he would only play glees, one dance and,
as is known, one religious song on a five-stringe#anklés. Lapiené was a
good performer of glees and songs, a great storyteller and a very good-
tempered man who knew a lot of ancient songs, glees and religious hymns.

Performer Pranas Dargis(1908—1990, see Figure 6) residing in the
township of Barstyeiai (district of Skuodas) was visited during | EED
ElA in 1987. He said he was born in a family of an organist. His father
had constructed an organ and three harmoniums by himself. He also
made a horn and a clarinet with wooden keys for his son. The family was
wealthy, but, as the eldest son studied at the University of Oxford, nothing
else remained for Pranas but to stay in his father’s farm and do agricultural

1 EED EIA —here and below abbreviatur fromEthnic-instrumental expedition —
the facts. Archives of the Ethnic Music Institute.
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work. He accomplished a four-year primary school course in Barstyéiai
as well as a farming course conducted by the school. Prof. Juozas Pilevieius
from Klaipéda Conservatoire noticed his talent and offered Dargis to
study music, but he refused due to the aforementioned reasons.

Dargis used to sing in a church choir and accompany it with a
harmonium. The choir of Barstyéiai was strong: they would perform not
only two-voiced, but also four-voiced masses. It sometimes performed
together with the orchestra located in Batés that ran in 1922—-1940 (artistic
director — J. Andrijauskas) and was accompanied with an organ. All of
the choir singers chanted from score. Dargis was fond of playing melodies
of the Mountains of Samogitian Calvary, Mournful Whining, the Hours
of St. Mary the Virgin and other hymns (Materials from EED EIA 1987).

Performer Stanislovas Kruéagborn in 1922, see Figure 7) residing
in the village of Géluva (eldership of Ariogala, district of Raseiniai) accom-
plished the Mechanic School of Raguvélé and worked as a mechanic in
Ariogala. He learned to play the modified Sudoviankanklés at the age of
12-15 from his sister Stanislava bvingeliené-Krueaité (1918-1965) who
played in the Krekenavakanklésensemble directed by Stanislovas Rudys.

Kruéas mostly played thekanklésin solo; meanwhile, he played the
violin in bands. He intensively played thekanklés up to 1946. Around
1965, when his sister died, he took over her instrument and resumed
playing more intensely. He has been performing mostly different religious
songs for the last 20 years (Krueaité 2009).

Leonas Puskunigig1910-1994, see Figure 8) shared not only mem-
ories of his father, but also of himself when visited in 1992. In 1931, he
accomplished Kaunas Teacher Seminary, and in 1936 — the Higher Course
of Physical Education. He was a coach emeritus of Lithuania. Up to
1943, Puskunigis was the head of Marijampolé Sports District. In 1943—
1945, he was a prisoner at Stutthof Concentration Camp. After the Second
World War, he worked as a senior lecturer and coach for athletes at the
Institute of Physical Education. He learned playing thekanklés from his
father Pranas Puskunigis.

In 1977-1979, he directed the Skriaudpiaikanklés ensemble and
was an active ensemble member later, often invited to play solo. Puskunigis
would popularise his father’'s creative heritage and willingly share his
memories. After retirement, Puskunigis lived in his parents’ homestead in
Skriaudpiai and eagerly played various religious songs (Puskunigis 1985).

In 2003-2005, when the author spoke with organist and kanklés
player Jonas Gregoravieéiugborn in 1912, see Figure 9), the latter told
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her he had moved to Merkin&, a Dz0kian settlement of exceptional beauty
from Sudovia (rural district of Sasnava). He worked as an organist for
42 years. In his words, he had paid a visit to Pranas Puskunigis, father of
the kanklésto learn playing. He later taught others to play the instrument
(Gregoravieius 1995).

Among his disciples, also, was his future wife Kleofa Gavorskaité
(1911-1999). Gregoravieius is a good drawer and carver as well as creator
of religious songs accompanied with thekanklés. Seven years ago,
Gregoravieius also bid my sister Daiva a graceful farewell with his hymns
accompanied with thekanklés in her last journey to the Better World.

In 1952, a kanklés quartet (Lungiené 1999) assembled in the village
of Juodonys (district of Rokidkis) whose members wer@aulina Tumiené-
Gikyté, Julé Starkuviené-Baltudkaité Adelé Niauraité and Liucija
Niauraité (see Figure 10). Following some short joint rehearsals, it started
performing in various events in the district of Rokiokis.

A great supporter of kanklés performance was Lionginas Nenidkis
(1915-1989), a parson of Duokidkis and enlightened personas if he
were a second StrazdeligMotuziené 2002: 20) who could play the
kanklés, liked, highly valued and esteemedkanklés music. Therefore, he
supported in every way possible the Juodonykanklés quartet that was
fond of performing hymns.

/ oy A O
Figure 5. P. Lapiené in Kviridkis
Grange (Birpai county).
Photo by B. Buraeas, 1937
(KIM neg. 3722).

Figure 6. P. Dargis in
Barstyeiai (district of Skuodas).
Photo by N. Visockaité-
Lungiené, 1988.
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Figure 7. S. Kruéas in Géluva
Recreation Centre (Eldership of
Ariogala, district of Raseiniai).

Photo by A. Audkalnis, 1987.

Figure 8. L. Puskunigis in
the village of Skriaudpiai
(Marijampolé county).
Photo by V. Alenskas, 1990.

Figure 9. J. Gregoravieius with
his wife Kleofa. Merkiné.
Photo by E. Virbadius, 1990.
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Figure 10. The kanklés quartet of Juodonys in Juodonys village
(district of Anykdeéiai), 1954 (Lekavieiené 2002: 21).

Religious songs were and are still performed on different occasions
in the majority of Lithuanian cities, towns and smaller settlements:
Kaunas, Klaipéda, Krekenava (district of Panevépys), Laukuva (district
of Dilalé), Panevépys, Skriaudpiai (district of Prienai), Biauliai, Uppaliai
(district of Utena), Vilnius, etc.

We hereby present a table of data orkanklés players who have
performed religious hymns in all Lithuanian regions at different periods.

Table 1.
Solo performance of religious songs in Lithuania
in the 19" through the 21 century
Number of . Type of
performers Average age Period kanklés Hymns
18 80 1865-2011 1,23, 3, Various

The kanklés had been regarded in Lithuania as an instrument to be
played by men since the oldest times, yet the tradition of male music
making dwindled in the 20" century, as one third ofkanklés performers
were already women. Religious songs are mostly accompanied using the
Sudovian (type 3)kanklésthat spread all over the country as a symbol of
national identity after the declaration of Lithuanian independence.

Table 2 presents data on ensembles performing religious songs on
the kanklésin Lithuania in the 20" through the 21 century.
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Table 2.
Ensemble performance of religious songs in Lithuania
in the 20" through the 21 century

Number of ensembles Period Type of kanklés Hymns
11 1906-2011 2,3, 3, Various

As few as eleverkanklés ensembles performing religious songs could
be found throughout the period analysed. In 1996, when materials were
collected for the article (Palubinskiené 1996: 45), quite a number of still
existing ensembles accompanying various hymns with the traditional
kankléswere recorded.

Unfortunately, the situation has strongly changed over the recent
15 years — and it has changed not for the better. Regrettably, the old
ethnic instruments are rapidly substituted with imported ones: guitars,
electric instruments, etc.

Religious songs performed on the&kanklés

The antique cultural heritage and attitude towards the surrounding
world did not fade out even after total entrenchment of the Christian
religious ideology. This is reflected in usage of national musical instruments
in funeral and church rituals. In northern and eastern Aukdtaitija, the
kankléswas used to accompany hymns performed in evangelical protestant
community masses and religious meetings of the community. Emilija
Eigiené (1898—?) remembers that in her childhood chanting used to be
accompanied with thekankl&sduring community worshiper assemblings
when they were organised at villagers’ homes instead of the church (Trapu-
lionyté 2001: 29). In Birpai county, kanklés music used to be performed
in the last eve at funerals, before escorting the dead to the cemetery
(Motuzas 1989: 20). Although scarce, facts of religious song performance
reflect that hymns were nonetheless accompanied with thikanklés, despite
the informants not presenting the manner of performance.

Supposedly, the manner of performance having developed since the
oldest times could also be impacted by ecclesiastical musical culture.

Relatives of Petras Lapiené living in Birpai mentioned that he used
to play the evangelical reformat hymnDieve Téve nielas(O’ God, Our
Dear Father). The daughter remembered that her father was very fond
of playing the kanklés and chanting for his relatives (Materials from
EED EIA 1989).
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Lapiené’s brother, organist Povilas Lapiené (1908 —?) claimed that
Petras would play religious songs for certain. E.g. the northeastern Aukd-
taitian manner of performance is used when playing the hymnDieve
Téve mielas(O’ God, Our Dear Father ) (see Example 1): touching one
string with the fingernail of the second finger of the right hand and using
an anticipated stable position of left hand fingers Materials from EED
EIA 1989).

Reinholdas Moras (born in 1956), an evangelical reformat vicar of
Birpai remembers to have heard hymns performed on thkanklésin the
church and the churchyard of Nemunélio Radvilidkis in his childhood.
Instruments would be hung around performers’ necks. This was the way
people played while walking to church feasts from faraway villages, having
hung their kanklés (Materials from EED 1989).

The Catholic priest S. Ikamas (beginning of the 20st century) who
resided in the village of Gervelénai (rural district of Papilys, Birpai county)
as well as his mother Valerija Jokubényté-lkamiené (1888—-1961) and
grandfather Gabrielius Jokubénas (born in the 19 century) used to per-
form religious songs on the Sudovian-typekanklés.

During ethnic instrumental research expeditions of 1989, 1990, 1998
and 2002, the informants Morta Ropanskaité-Mikneviéiené (born in
1918), Juozas Ladas (1912-2005), Egidija Makudkaité-Lekaviéiené (born
in 1960) and others mentioned a 10-12 player ensemble of Svédasai
(district of Anykdéiai) directed by Petras Vinkdnelis (? — around 1978)
that used to perform the hymn Ave Maria, etc.

In 1989, the performers of the Rozalimas township (district of
Pakruojis) Morta Ropanskaité-Miknevieiené (born in1918), Morta Ro-
panskaité (1943-1979), Ona Ropanskaité (born in 1921) and KRopan-
skas (?) performed the psalnDievas mlsg prieglauda ir stipryb&God is
Our Shelter and Strength), etc. They used to participate in different events
and play in the church of Rozalimas.

In 1989, Agota Paukdtyté-Tamulaitiené (born in 1917) living in
Seredpius (district of Jurbarkas) rememberedleanklésensemble consisting
of 67 girls existing in Antaliepté School of Agriculture and Craft (Anta-
liepté, Zarasai county) during her studies around 1935-1937. The en-
semble was headed by Sister Stanislava, a nun housemother. Next to
various ancient songs and dances, religious songs made a constituent
part the repertoire.

Leonas Puskunigis who lived in Skriaudpiai (district of Prienai) used
to perform the following carols and hymns on the kanklés: Sveikas, Jézau
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gimusis(Glory to the Newborn King ), Bernelis gimé Betliejuj(A Boy is
Born in Bethlehem), Upgiedokime linksmai (Let Us Sing and Rejoic8,
Linksminkis, peme(Rejoice, World!), Ateik, Dvasia Bventoji(Come, O’ Holy
Spirit), Jézau, geriausias mano globé&ja(O’ Jesus, My Best Protecto),
Garbinkime 8irda Jézaus maloningé&Praise the Gracious Heart of Jesus
and O skaiséiausia, o grapiausigQ’ the Most Virgin and Beautiful ).

A number of Sudoviankanklés performance facts were encountered
in Dzdkija. J. Gregoraviéius (born in 1912) originating from Sashava
(district of Marijampolé) has been performing religious and self-created
hymns throughout his entire lifetime, next to folk and national songs as
well as ancient dances.

The violin player Pranciokus Jankauskas (1908—?) from bilalé and
Teodora Eepauskaité-Deputiené (born in 1915) recalled performance of
songs and sacred hymns by player Adomas Eepauskis (1879 —around 1950)
from the village of Balsiai — the ones that he performed in long winter
evenings. He used to play songs from the Mountains of Samogitian Calvary
cycle:Jézg Kristg JudodiugJudas Sold Jesus ChrigtAtmink, krikdeioni
(Remember, O’ Christian!), etc. and accompany them with thekanklés.

Another performer of religious songs who accompanied them with
the kankléswas Vaikasaité-Burbiené (?) from the village of Avypliai (dis-
trict of Akmené).

It is a must to mention that a position of special significance in
Samogitian, southern and western Aukdtaitian, southern Sudovian (and
Dz(kian in the mid-20™" century) repertoire of the kanklés belonged to
religious hymns. Samogitia is famous for its songs and folk dances and
the most famous for its oldestkantiekinés (chantbook songs) and hymns
of the Mountains of Samogitian Calvary cycle. They are Catholic religious
songs praising St. Mary the Virgin and narrating Jesus Christ's Way of
the Cross. The Calvary Mountain Cycle consists of 20 prayers and songs.
The Mountains (Stations of the Cross) are walked not only on 2—9 July
by visiting special places (chapels established specially during the solemn
feast of the Visitation of the Blessed Virgin Mary), but are also chanted
at homes during funerals and commemorations of the dead, and during
the Holy Week in churches. Presently, on the contrary to the old times,
people perform the ritual of walking the Mountains all the year round
(Motuzas 1993: 9). Kanklés music still sounded with religious hymns as
late as approximately in the mid-20" century. Pranas Dargis (1908—-1990),
a chanter andkanklés player from Barstyeéiai village (district of Skuodas)
used to accompany theéviountains songswith the kanklés(Motuzas 1993:
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8). In Samogitia, songs of the Way of the Cross are chanted using one
melody and are characterised by great variability (Palubinskiené 2009:
340) (see Example 2).

Religious songs accompanied with thekanklés could be compared
with Lithuanian folk songs. Their accompaniment is quite simple: the
instrumental tune is the same as the melody sung or chanted. Usually
two voices are performed in parallel thirds (see Example 3).

To accompany a hymn, the plectrum manner of playing is used: left
hand fingers cover strings unnecessary for the accord and touch strings
to get sixteenth notes, while the plectrum held in the right hand is pulled
away from the player across the strings. Sometimes performers decorate
melodies with single sixteenths or chords.

Such accompaniment of religious songs depends on the musician’s
technical possibilities as well as on the will and ability to improvise.

Songs of the Hours of St. Mary the Virgin, sometimes calledsadzin-
kos or Adynos in the folk mode are performed in early morning hours
during Advent and the month of May. In the 19™ century, especially
widely did they spread in Sudovia. Eventually, The Hours became a
mandatory part of prayers blessing St. Mary the Virgin. They were chanted
with accompaniment of traditional musical instruments, either in the
church or athome, and, in the case of Samogitia, even outdoors (Motuzas,
Virbadius 1994). Based on the tradition, all of the songs constitutinghe
Hours are chanted using one tune (see Example 4).

Shrovetide is followed by Lent (Fast) — the time for concentration,
repentance and meditation intended to remember the passion of Christ
and to get ready for the feast of resurrection, i.e. Easter. Lent is charac-
terised by performance of songs calledMournful Whining . Mournful
Whining is supposed to have come to Lithuania with Jesuits. In the second
half of the 19" century, they were already performed in almost every
church or home. They became a part of Lent prayers, especially in south-
eastern and southern Aukotaitija as well as southern Sudovia. The cycle
of Mournful Whining songs consists of three parts. The tunes are authentic
and peculiar to every individual region of Lithuania. They are performed
in either one or two voices. Based on the tradition, religious songs were
accompanied in the region of Sudovia with thekanklés, and later — with
the violin (Palubinskiené 1994: 244, see Examples 5-%.

2 Abbreviatures used in Examples 1-6: AMAA — Personal archive of Alfonsas
Motuzas; IEM EM — National Museum of Lithuania; KIM — Personal negative
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Example 1. The hymn Dieve Téve mielas (O’ God, Our Dear

Father)*

Performed by Petras Lapiené. VPAA, transcribed by Povilas Lapiené.
0
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Example 2. An excerpt from the hymn Garbinkime Bvenéiausiaja
Sakramenta (Praise the Holy Eucharis)) performed at the beginning and
the end of the Mountains of Samogitian Calvary during the Feast of

St. Mary the Virgin
Performed on thekanklésby Pranas Dargis. Transcribed by Alfonsas

Motuzas (1993b: 88).

+=120

Example 3. The hymn Marijos vardas (The Name of Mary) — the
final hymn of walking the Mountains of Samogitian Calvary
Performed on thekanklésby Pranas Dargis. Transcribed by Alfonsas

Motuzas (1993a: 44).
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record book of Balys Buraéas at Vytautas the Great War Museum; Kr. bv. A
RIA — Archive of Kretinga St. Anthony Institute of Religious Studies; bve. MMV —
Hours of St. Mary the Virgin; TMM — Lithuanian Theatre, Music and Film
Museum; VPAA — Personal archive of Vida Tarnauskaité-Palubinskiené.

* The hymn is chanted one octave higher.
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Example 4. Audriné (Morning Star — an anthem)
Performed on thekanklés by Pranas Dargis. bve. MMV, AMAA,
transcribed by Alfonsas Motuzas.

Example 5. Initial hymn
Performed on thekanklés by Pranas Dargis. Kr. Bv. A RIA, tran-
scribed by Alfonsas Motuzas.

Example 6. Short final hymn
Performed on thekanklés by Pranas Dargis. Kr. Bv. A RIA, tran-
scribed by Alfonsas Motuzas.

According to Motuzas, a researcher of Christian ritual music, local
customs and music having existed in parallel with the Church’s liturgy
allowed envisaging inheritance from pre-Christian religious culture
(Motuzas 2003: 253). This fact allows supposing that the manner of
playing the kanklés having developed since the old times may have also
been influenced by musical culture of the Church. The ancient cultural

73



Mazikas zinatne dodien: pastavigais un mainigais — IV

experience and world outlook did not disappear even after total entrench-
ment of the Christian religious ideology. This is reflected in usage of folk
music instruments in funerals and church rituals. Although somewhat
scarce, facts of performing religious songs on thkanklésreflect that this
instrument was still used to accompany religious songs, yet the informants
do not indicate the manner of playing (Palubinskiené 2011: 106).

The second half of the 19" century through the first half of the 20™
century was characterised in the tradition ofkanklés music by entrench-
ment of performance of religious songs on thekanklés, next to playing
dance tunes and songs in the regions of western, southeastern and southern
Aukodtaitija, Samogitia and Sudovia.

Conclusions

The analysis of written sources, published research materials and
data obtained from ethnic-instrumental expeditions conducted in relation-
ship with the kanklés indicates the following:

1. Religious songs were performed in Lithuania using different types
of the kanklés. The spread and existence of ethnic-typ&ankléswas
determined by tradition. The modification of traditional kanklésde-
pended on the common European cultural influence as well as confes-
sion differences among Christian beliefs in the lands wherkanklés
were used.

2. Inthe 19"—21% centuries, religious songs gained a significant position
in the repertoire of Lithuanian kanklésplayers, next to dance tunes,
songs and improvisations.

3. Historical, archival data and the latest materials from ethnic instrument
research expeditions indicate that religious songs were accompanied
with music of the traditional kanklésas early as in the 16 century:
in Samogitia, such songs were the archaichantbook songs called
Kantiekinés, the Mountains of Samogitian Calvary and the Way of
the Cross songs; in Sudovia, they would accompany the Hours of
St. Mary the Virgin; meanwhile, in western, southeastern and
southern Aukdtaitija and in southern Sudovia -Mournful Whining .

4. The songs of the Mountains of Samogitian Calvary and the Way of
the Cross are chanted in one melody and are not characterised by
high variation. Presently, on the contrary to the old times, people
perform the ritual of walking the Mountains all the year round; the
Hours of St. Mary the Virgin are also chanted in one melody. They
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were chanted with accompaniment of traditional musical instruments
either in the church or at home, and, in the case of Samogitia, even
outdoors. The tunes ofMournful Whining are authentic and peculiar
to every individual region of Lithuania. Based on the tradition, religious
songs were accompanied in the region of Sudovia with th&anklés,
and later — with the violin.

While performing religious songs,kanklésplayers have retained the
most important melodic features of western Aukdtaitians, Samogitians
and Sudovians: domination of the major, homophonic polyphony, simple
rhythmic composition and non-complicated metre. It is true to say that
religious songs performed on th&kankléshave remained identical to those
performed vocally. Therefore, we may state thatthey have not become
independent instrumental pieces from the repertoire of the ‘kanklés’
(Palubinskiené 2009: 245).

Reliliskas dziesmas lietuviedu kanklgtaju repertuara
19.-21. gadsimta

Vida Palubinskiene

Kopsavilkums

19.-21. gadsimta lietuviedu kanklctaju repertuara lidzas deju
melodijam, laicigdm dziesmam un improvizacijam nozimigu vietu iedem
reliliskas dziesmas. V¢stures, t. sk. arhivu dati un jaunakie etnisko instru-
mentu izpctes ekspediciju materiali liecina, ka jau 16. gadsimta relilisko
dziesmu pavadijums tika uzticcts tradicionalajam kanklgm: Pemaitija
dadas dziesmas bija Kalvarijas kalnu un Krustaceia dziesmas, kas iekiautas
senajas dziesmu gramatas (t. kantieking); Sudovija kanklctaji spclcja
pavadijumu Sv¢tas Jaunavas Marijas stundu dziesmam; bet Augotaitijas
rietumos, dienvidos un dienvidrietumos, k& ari Sudovijas dienvidos
skangja t. s.scru raudasjeb raudu dziesmas.

Pctijumapriekdmets ir lietuviedu relilisko dziesmu atskadojums
kankiu versija. P¢tijumam¢rii sirraksturot ddda atskadoojuma dapadas
versijas 19.—21.gadsimta Lietuva. Pctljumametodes ir tipoloiizacija,
analize, salidzindjums un vispéaringjums.

Kristigo ritualu mizikas p¢tnieks profesors Alfons Motuzs pamatoti
norada, ka vietcjas parapas un reliliskaja mizika, kas eksistgjusi paralcli
baznicas lituriijai, saskatama saikne ar pirmskristietibas reliliskas kul-
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tiras mantojumu (Motuzas 2003: 253). Tadgjadi varam piedemt, ka arf
kopd senatnes pazistamo kankiu spcli, iespcgjams, ietekmgjusi baznicas
mazika. Sena kultGras pieredze un pasaules uzskats neizzuda pat p¢c
pilnigas kristigas reliiijas iesakoodanas Lietuva. Tas atspoguiojas tautas
mazikas instrumentu izmantojuma bc¢ru un baznicas rituélos. Lai gan
liectbu par relilisko dziesmu atskadojumu kankiu versija nav daudz, tomgr
tas pierada, ka dos instrumentus lietoja relilisku dziesmu pavadijumam;
tiesa, spcles veids pieejamajos informécijas avotos nav aprakstits.

Atskaoojot reliliskas dziesmas, kanklctaji saglabajudi vissvarigakas
Rietumaugdtaitijas, Pemaitijas un Sudovijas melodijam tipiskas iezimes:
to vidQ ir mapora prioritate, homofoni polifons izklasts, vienkéards ritms
un metrs. Mlzikas materials relilisko dziesmu vokalajas un instrumen-
talajas versijas ir identisks. Tadgjadi varam secinat, ka kankiu versijas
nav Kiuvudas par autonomu, no vokala pirmvarianta neatkarigu reliliskas
mazikas atzaru.

Atslcgvardi: tradicionalas lietuviedu kankles, kankiu mdzika, reliiis-
kas dziesmas, Pemaidu Kalvarijas kalni, Sv¢tas Jaunavas Marijas dzies-
mas, s¢ru raudas
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Povilas Stulga’s Museum of Lithuanian
Folk Instruments: Preserving and
Propagation of Ethnic Music and Culture

Mag. phil. Kristina ApanavieiQté
Vytautas Magnus University doctoral student,
junior scientist

Introduction

In this article the phenomenon of Povilas Stulga Lithuanian folk
music instrument will be analyzed. The mainmethods are interview
and analysis of documents.

Objectisthe ethnic musical movement in Povilas Stulga Lithuanian
ethnic music museum. There is the need to bring up aroblem — can
museum be also scientific and musical movement centre? Tled m is to
find out, what are the functions of this musical museum. In order to
achieve the aim there are 3asks raised:

— toanalyze, what are the main activities in the museum and find out,
how, functioning as a museum, it interacts with musical and academ-
ical activities;

— to research, whether museum and its activities can be regarded the
part of phenomenon of folklore movement;

— to research, what are the practical and public benefits from the
museum activities in the light of the ethnic culture propagation.

Sources used for the research are interviews with museum staff,
students of Vytautas Magnus University and professional ethnologists.
Data is kept in personal archives of the author.

On April 26, 1985, in Kaunas old town in L. Zamenhof Street the
Museum of Lithuanian Folk Instruments was opened. From March 1983
it functioned firstly as a part of National Ethnic Museum in Rumdidokés
(also called Open Air Museum of Lithuania) — ethnic music instruments
sector, which was opened in the year 1985 for the public expositions.

! Decision of LSSR MC Nr. 330, 1985, April 26. LSSR MC — here and further
abbreviation of Lithuanian Soviet Socialistic Republic Minister of Culture.
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Even not having official status of museum, this exposition from 1988
already had Ethnic Music SchoolTututis, established as an additional
part of the museum (which at the moment didn’t exist yet) in the order
stressing, that this school was established as a part of the musednThis
name already showed future plans of municipal power to establish se-
parate Museum of Lithuanian Folk Instruments.

From 1%t September, 1990, Kaunas municipality decided to establish
a separate Ethnic Musical School off ututis 3, which functioned till 1999.
Later on it became children’s folk theatre Tututis®. Principal Vaidotas
Stulga decided to reorganizeTututis cutting off finances®.

This exposition which is collected in the museum was not the only
one in the whole Lithuania — Museum of Theatre, Music and Cinema
(Lietuvos teatro, muzikos ir kino muziejus) and Lithuanian Art Museum
in Vilnius (Lietuvos dailés muziejug also exhibit ethnic instruments of
Lithuania. The exhibits of Music section contain music instruments,
phonoteque, personal exhibits and the exhibits of music groups and music
theatres(Lietuvos teatro, muzikos ir kino muziejus).

In the same manner, as in Povilas Stulgas’ Museum of Lithuanian
Folk Instruments, there is a huge range of music instruments of 18-20"
centuries, which are the origin of mechanic music instruments. There are
also exhibits of ethnic musical instruments — accordions and concertinas,
cymbals, etc. — as in P. Stulga museum.

Exhibits in the P. Stulga museum are devided into separate parts.
First part of exposition is of the Lithuanian wind-instruments. There are
pan-pipes (lith. skuduéiai), bagpipes birbyné, lamzdelis clay instruments,
daudyté and other samples exhibited.

In the section of the string instruments there are Lithuaniarkanklés
of different ethnografical regions exhibited. Violins are placed together with
world instruments — accordeons and concertinas according to the historical
and geografical classification. This exposition is in the different building,
showing visitors, that some of the folk instruments firstly belonged to
the popular world instruments, later on becoming part of Lithuanian folk
music culture. In the exposition of the world music instruments there are
organs, pianos, violins, accordeons, concertinas, drums being exhibited.

2 Decision of LSSR MCNr. 04/3-10-1168, 1988, October 11

3 Kaunas City Mayor decree Nr. 294, 1990, August 30

4 Kaunas City Council, decision Nr. 130, 1999, September 23

5 Principal Vaidotas Stulga, decision Nr. 17-k, 2003, November 24
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There is also one room of world ethnic musical instruments for the
comparative goal. These exhibits show to visitors, that in general folk
music instruments are very similar all over the world, expressing the
need for magic rites, celebration of feasts. Also it is showed, that Lithu-
anian kanklés is unique in the Baltic region, as similar instrument exist
only in Latvia, Estonia, Finnland and Russia.

As summing up, all the exhibits are prepared on the hard scientific
background. Museum'’s specialist Dalia Augustaitiené admits, that for
her it was always very important to do different scientific works while
working in the museum and preparing permament exhibits, and also
temporary exhibitions (Augustaitiené 2011, 8 March). She admits, that
for her Romualdas Apanaviéius, Marija Baltréniene and other scientists
were always very important. It is an impression, listening to complaints
of the museum staff, that previous principal because of his personal low
scientific knowledge and ambitions didn’t recognize scientists’ opinion.
In Vaidotas Stulga — previous principal — period it was difficult to reveal
personal skills and scientific knowledge; also tell other specialists of the
museum, who want to remain anonymous, but at the period starting
from year 2008, when new principal Aurelijus Stunpénas was elected,
museum started flourishing, as new ideas based on the strong scientific
basis are being recognized and welcomed in the everyday life of the
museum.

Education

In the museum visitors can explore exhibits by themselves, but it is
also possible for bigger groups to get a real educational programme.

In the museum educational programmes have been organized for
several years. Educational programmes became popular also in many
other museums in Lithuania, because of the need to represent museum as
an interesting and useful institution, attract children, who have the stereo-
type, that museum is something boring. Educational programmes are
also organized in Open Air Museum in Rumaidkés, district of Kaidiadorys,
Museum of Kipras Petrauskas in Kaunas (museums connected to music),
in the Museum of Genocide and Resistention in Kaunas and in many
other museums.

The educational programme is usually organized for bigger groups
of school students, who attend educational programmes together with
their teachers. Teachers usually organize one day off the school, students
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come relaxed and in a different from school atmosphere there is an
educational programme being tought.

For very small children all the programme can consist of 10-15
minutes intensive teaching and 30 minutes of playing folk games, singing,
playing folk instruments, later on reflecting on what has been tought.
Bigger schoolchildren choose active teaching of 45 minutes, asking different
questions and answering the questions, that the museum theacher asks.

Previous principal Vaidotas Stulga liked to teach himself, but as a
student of Vytautas Magnus University of Department of Ethnology and
Folkloristic admitted, it was more similar to theatre, but not to theaching.
Students actually liked the excursions, but there was very little scientific
approach. Students came with their proffesor, Romualdas Apanavigius,
and he was giving a lecture. But the principal took this initiative away
and organized a real theatre performance, but not education (Anonymous
student 2001).

At the moment, the new principle Aurelijus Stunpénas demands, that
education should be of high scientific knowledge, combining with humour
and theatre elements because children like to spend time laughing. Thus
modern pedagogical methodics are being used teaching children. On the
one hand, children spend time pleasantly, on the other — they also gain
some basic skills of ethnic culture, ethnoinstrumentology and traditions
of Lithuanian shepherds, so that their teachers can develop them later on
during music lessons in the school after education given in the museum.

The museum principal sticks to the opinion, that in the museum
there must be hight scientific level guaranteed, that is why educational
programmmes are given by Doctor of Ethnomusicology Laura Luken-
skiené and a doctoral student of ethnology, the author of this article.

Folkloristic and musical activities in the museum

The museum is characterised not only by its expositions and active
education, but also for the activities proposed in the museum.

Music school Tututis stopped functioning in the year 2008 solely
because of legal issues. As it was mentioned in the museum documents,
Tututis wasn't reregistered because of the fault of the previous principal,
because there had to be documents prepared for the registration of the
separate juridical organization, as according to the new law, the school
couldn’t remain in the museum. The principal decided to closelututis at
all.
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At the moment, the previousTututis building is newly reconstructed
and mostly children folk groups give concerts there. Mostly on Saturdays
everyone can come and listen to different concerts — even the concert of
guitars. Traditionally, the group, which gave the concert, goes to visit
the museum and learn something new about ethnic culture.

The strong ethnomusical basis and staff competence of the museum
made it possible that at the moment musical activities are being proposed
in the museum. There are accordion lessons in the gothic cellar of the
museum organized. There are also ethnic dance lessons organized. Both
activities are proposed by teachers of high competence. As the museum
has won a project together with Lithuanian community in Poland, in the
Lithuanian region of Punsk, there are concerts and events of Lithuanian
community of Punsk being organized. Punsk region has very specific
dialect and culture, as being separated from the geographical Lithuania
after World War Il, Lithuanian community has kept ancient dialect of so
called skersdzUkiai— that means, that of people of Punsk on the edge of
the two Lithuanian regions: Stduva and Dzdkija. Two folklore groups
(one — adult group, another — children’s folk dance group) represented
their Punsk Lithuanian community. They sang songs, that where preserved
in the politically separated region, in this way keeping up old traditions
of the region. This cooperation has double meaning: for the Kaunas people
it is quite exotic to meet Lithuanians from Poland, who can fluently
speak Lithuanian and sing, dance following ethnic traditions, and for
Punsk community those events are very important, when museum staff
together with folk groups are coming to Punsk, representing living Lithu-
anian tradition. Thus the museum through this project has become a
cultural bridge between two communities, from which one is Kaunas
city people, seeking for the authentic of ethnic traditions, and Poland’s
Lithuanian people, who have preserved authentic regions’ traditions
through violent political isolation. This cohabitation of two different
cultural communities, being theoretical of the same national character,
is also very interesting field of the research in the museum.

On February 2, 2011, Punsk community members came with child-
ren’s folk ensemblebaleinukasand youth folk ensembleAlna, there was
a concert in the museum organized; it was a part of the project of EU
fund of regional developementActive Neighbourhood.

The festival Grapi mlsg deimynél&Our nice family) has been
organized for several years from 2006 in the museum. This festival started
when the museum won a project. First years it was of a local meaning
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and there took part 10 families. There come folklore groups and there is
all day long activities being organized. There are also competition between
families organized (competing who plays better). And in the year 2010 it
became international — there came families not only from Lithuania, but
also from Punsk (Poland), also Lithuanians from Latvia, Russian families
from Visaginas (Lithuania).

In the year 2010 the name of the festival was changed into the name
Bauni mlsg deimynélur nice family). Festival of families Bauni misg
deimynélén 2010 lasted 3 days and was an international event. Families
that came sang, danced. There where concerts at the end of the day. Also
there was exhibition organized of folk art. One family is preparing their
compositions for this autumn feast (Lukenskiené 2011b).

During the spring 2011 there were already concerts of ensemble
Ainiai and Kadujo (a women singing group) organized. The concerts
took place on the day when international Hansa Days started in Kaunas.
Ainiai also participated in the opening ceremony of the international
Hansa Days.

The museum also proposed the projecSkambantis muziejus(Mu-
seum full of sounds) during Hansa Days 2011 - till late hours in the
night, visitors could hear different instruments played and also make
themselves folk instruments askudueiai. The author of this article joined
ethnic instrument master Egidijus Virbadius and helped him to educate
people during all Hansa feast days: tought, how to play folk instruments
and told different stories about the ethnic culture. In the internet analyzing
reflections about Hansa feast, there are data, where young people ad-
mitted, that the most interesting part of the whole feast was folk instrum-
ents section in the Medieval town(Velne 2011). The practice in the Povilas
Stulga museum made it possible, that during 3 days there were thousands
of people educated while assisting and helping Virbadius, who admitted,
that to participate alone in such an event it is very hard, and the help is
very welcomed(Virbadius 2011b). As in the museum there are not enough
instruments for education — mostly there is the lack of signal instruments,
which are very expensive, that is why for the education teacher it was
very interesting to broaden experience of teaching. The atmosphere of
the museum, when everyone is inspired to research and seek for more,
gave this idea to assist and help instrument master Virbadius, member of
ancient club Pajauta.
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Permanent and temporary exhibitions in the museum

In the museum there work 4 museum specialists who care about
permanent exposition, renewing it and transforming it into more scientific
manner. But the number of the museum specialists can change. As Laura
Lukenskiené admits, the museum exhibits are exhibited strongly following
scientists’ classifications (Lukenskiené 2011c). Lukenskiené&, analyzing
exhibits of kanklésand accordions, pointed to scientifically based instrument
classifications, which can be found in research works (Baika 1994; Apana-
vieius, etc. 1994).

Also the museum building complex lets to organize temporary
exhibitions of very different fields. The most popular place for temporary
exhibitions is the small gothic hall in the cellar. There were already
organized art exhibitions of paintings, also progressive artists of modern
art introduced Kaunas’ community with their progressive art pieces of
painting.

There were always temporary exhibitions from the museum funds
organized. Sometimes there were exhibited one type of the instruments,
sometimes there were solely instrument-cases exhibited ukenskiené
2011b).

International festivals, concerts, get-togethers, meetings with folklore
collectives are organized in the expansion of the museum. Also all kinds
of exhibitions from museum collection and from other sources are very
often organized as well as the introduction of photo artists or private
person’s creative work — it is stated in the official website of the museum
(Povilo Stulgos Lietuvig tautinés muzikos instrumentg muzieju$

Summer and autumn activities

As the museum is situated in Kaunas Old Town, it joins all Old
Town activities. The most popular festival of the Old Town is Hansa
Kaunas, when in the period of 3 days a lot of activities are being opened
and shown for Kaunas people and the guests of the city. Hansa Kaunas
is the feast of medieval character, and such kind of Hansa feasts take
place all over Europe in different Hansa cities, where Hansa cities are,
celebrating Hansa cities establishment through very characteristic
medieval programme.

Summer camps, used to be organized for children lasted only for 4
years. But children could learn dancing, singing and painting, playing
theater.
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Museum being of the character of the ethnic music is also opened
for the world music. Several years in a row there was organized the festival
of the singing poetry Senamieseio pioga@®Id Town Grasshopper). There
were also summer concerts such of as popular singer Jurga Beduikyté
organized (2010, 30 Juny). In 2010, Georgian musician Irakli Kojava
gave a concert together withKadujo — a women’s group of sutartiné
singing® of museum education teacher Laura Lukenskien&ovilo Stulgos
Lietuvig tautinés muzikos instrumentg muziejus 3). Thus the place and
the atmosphere of the Old Town and folk instruments attract musicians
of very different background and styles.Sutartinésis quite rare in Lithu-
anian folklore ensembles repertoire. Stasys Paliulis was very concerned
for the sutartinés is being propagated only among old people.Youth
don’t know and don’t learn it anymore , he wrote about sutartinéssinging
in Lithuania (Sutartinig ir skudueig keliais.. 2002: 26). Luckilly, he was
a bit wrong — Kadujo women are quite enthusiastic aboutsutartinés
singing.

At the moment some Lithuanian group of folk-rock as Thundertales
group of blues Senas Kuinasnd also the men’s group of war song&arupé
are getting interested in the opportunity organizing concerts in this
particular museum because of its good atmosphere and positive and wide
opened view to all musical activities. As the museum director Aurelijus
Stunpénas stresses, itis planned to buy a summer tent and summer chairs
for the museum for this particular aim — concert activities that are, on
the one hand, very awaited from the citizens, on the other, very welcomed
by the museum staff Kaunas in Your Pocket 36).

Reflections of folk movement in Lithuania in the museum

In the museum there is one exposition, which is linked with the
folklore movement in the Soviet Union’s period in Lithuania.

There are instruments and photoes of the Lithuanian Folklore Theatre
being exhibited This theatre was established by Mataiéiai family — Dalia
and Povilas — in 1968 and functioned till 1990 as folklore theatre with
theatre plays, but with an aim to preserve ethnic culture and traditions.
Lithuanian instrument kanklés, and different signal instruments exhibited

6 Sutartinéis Lithuanian contrapunctal polyphonic song. As researchers state,
sutartiné’s name originated from the Lithuanian word sutarti, which meansto
get on well (Raéilnaité-Vyeiniené 2000).
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in one small room in the museum, used during Soviet period, have been
produced in authentic manner following the authentic exhibits, books
and the most famous Lithuanian folk instrument master Juozas Ladas.

Other instruments used in the theatre — citra, cymbalsskuduéiai —
also express the aim to preserve and cultivate ethnic Lithuanian culture.
Although the museum is situated in small area there are very informative
expositions placed there, and analyzing this room of Lithuanian folklore
theatre, it becomes clear, that visitors can be introduced to very significant
phenomenon of Lithuanian folklore movement during Soviet period, and
the museum staff can prepare further expositions and scientific articles
based on the museum materials. The museum specialists already published
book based on the exhibits of the museum (Lukenskiené&, Augustaitiené
2010). Another book connected to accordions, was prepared by
ethnologist Martynas Vingrys, and published not long time ago.

Photoes in the room of the world instruments show the most
spectacular moment from the life of Lithuanian folklore theatre. It is
evident, that this theatre based his activities and even national clothing
strictly on the data of researches and scientists of ethnography, as it is
seen from the photoes that very typical clothes of one or another
Lithuania’s region were selected according to the strict manner of national
tradition, that is already lost during the period of independence, when
for example some folklore ensembles of the region of Aukdtaitija dresses
in a total eclectics — the mix of the clothes from 2—3 different regions.

Mataieiai for their significant activities were granted national grant
in the year 2010. The museum with this exhibition introduces visitors to
a significant part of the folk movement during Soviet period.

Some reflection of Lithuania ethnography is the place of Lithuanian
dolls, dressed strictly in Lithuanian ethnographical clothes, playing
traditional folk instruments. This room is mostly loved by little children.
For them dolls are very good introduction to the lesson-long educational
programme.

” The folklore ansamble of Bvenéionys in Aukdtaitija, calledAukotaitija is
dressed with clothes, presented by Polish friendly community, and the clothing
is from the region of Mozuria in Poland — dark colours, when in Aukdtaitija
colours of the clothing used to be yellow, green, red and violet (Apanavi€iuté
2010/2011).
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Approaches of academic life in the museum

Museum is wide opened for the universities. University lecturers plan
their lectures in the territory of the museum. Not only Vytautas Magnus
University lecturers organize their lectures — also Vilnius University
situated in the Old Town bring their students to learn about structure of
the museum, exhibits and other specific things. Vilnius University usually
bring student of the Cultural studies, and Vytautas Magnus — students of
Ethnology.

In the autumn of 2010 the cooperation document between the
museum and Vytautas Magnus University Department of Ethnology and
Folkloristic was signed. According to this document, students started to
go for work experience into the museum — for example, the first year
student of ethnology Ugné Gumuliauskaité already practiced in the
museum in January. She likes all the experience that she gained during
her practice period: What did | do in the museum? | was introduced to
the expositions, to the instruments that are in the funds and also | have
learned everything about museum’s documentary cards — that was the
most interesting. The atmosphere in the museum is just fantastigGumu-
liauskaité 2011). Two students from the Department of Ethnology and
Folkloristic have planned to practice in the museum in summer time.
Why do | choose this particular museum? Because itis in the Old Town,
in Kaunas, | shouldn’t go anywhere else, and | have already heard many
good things from my course colleague about this museum —that all young
people are welcomed, and there are lots of interesting activities to learn
explains second year student of ethnologyDzevaltauskaite 2011).

A student of ethnology Martynas Vingrys works in the museum
together with the museum specialists. For him it is not only the job — as
very active member of Vytautas Magnus University folklore ensemble
Linago, he can also develop his wide abilities of musical skills, consulting
other colleagues, while preparing expositions, offering lessons of ethno-
music and helping in education.

Even museum secretary Daiva Vyodniauskaité is an ethnology
specialist, graduated from Vytautas Magnus University. It happens that
she also helps in education, when groups of schoolchildren are big, and
both teachers are busy and are not able to give activities to children. Itis
evident, that for secretary job it is not necessary to be a graduate of
ethnology studies, but the whole idea of this museum — as not only cultural,
but also scientific research centre — works also on choice of director,
when he forms his staff.
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As secretary Daiva admits, she lives active ethno-cultural life, she
likes concerts of folk music and attends different events of ethnic culture
(Vydniauskaité 2011). Teacher of education Laura Lukenskiené joins
telling that for her it is very important not only to open herself as the real
specialist — she likes to give all her to other people, so that they could get
some more skills and learn some more about ethnic cultur@ukenskiené
2011a). Laura during education playskanklés, sings and even shows to
children, how to produce skudueiai. Laura is a graduate of Vytautas
Magnus University, Department of Ethnology and Folkloristics, and not
long time ago she became the doctor of ethnomusicology in the Lithuanian
Academy of Theatre and Music. She admits that she is also into scientific
researches. As already mentioned, not long time ago together with another
museum researcher, she published a book about exhibits of the museum.
The book is small, but very significant and one of the first such books in
Lithuania — admitted professors Rimantas Sliupinskas (Sliupinskas 2011)
and Romualdas Apanavieius (Apanaviéius 2011b), giving their opinions
about the book.

Laura Lukenskiené participates also in the folk group of women
singing folk songs Gutartiné) Kadujo. As in the museum there is quite
good atmosphere,Kadujo women prefer meeting for repetitions in the
museum, aghere is enough room for all us to meat, and nobody disturbs
(Lukenskiené 2011b).

Laura Lukenskiené also teaches traditional dances in the museum.
As she points out,some time there are folk groups invited, and there are
folk music evenings. Sometimes there are only simple lessons of dances.
There come different aged peopléLukenskiené 2011b).

Ethnologists’ opinion on the museum

That a museum is not solely organized and managed like a simple
museum, is stressed by master of folk instruments Egidijus Virbadius.
This museum is exceptional, there is no one like thigVirbadius 2011a).
When ethnoinstrumentalist and one of the most active folk movement of
9t decade organizator (Virbadius together with group of scientist started
ethnomusical summer courses in Kelme), he stressésow did | start? It
all started when in the year 1986, when | finished birbyné studies, we sat
into the car with R. Apanaviéius and went to Petersburg and Petroza-
vodsk, and we touched instruments from museum’s funds. When you touch
instruments with your hands, you know, it is a different thing (Virbadius
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2011a). Atthe moment this instrument master is one of the most known,
and he participates in different ancient feasts, introducing people to
traditional Lithuanian instruments. His hand works are also exhibited in
the museum — for example, bagpipe exhibited is made by Virbadius. He
admits, that it is very important to teach people about traditional instrum-
ents:Where could they see those instruments? Only in the museum. But
they can't touch them that is why | go to feasts and | show people
instruments, they play and they get to known about folk instruments.
Education through real practice — that is the point (Virbadius 2011a). In
other words, specialist of folk instruments justifies museum activities,
when real practice during education and during active excursions using
real instruments are practiced in the museum. As Virbadius stresses, only
facing living ethnic culture — at those times hidden deep in the museum
funds — he got to understanding, that he must became a real propagator
of Lithuanian ethnic culture. That is why the museum activities can change
people’s lives, even if the museum is situated in the city centre¢hinks
Virbadius (Virbadius 2011a).

Romualdas Apanaviéius stresses, that this museum is unique because
of its practical approaches. He also saysAs to Virbadius — | made totally
the same, what my teacher Baltréniené did — she showed me funds in the
museums. While touching original instruments, facing ethnic culture, the
ethnic revolution starts from the inside. Museum — as for example men-
tioned — also can be the inspiration for people, who have no opportunity
to touch the history, the ethnic culture (Apanavieius 2011a). Apanavieius
is an active member of the museum’s communityl am actively helping
this museum to keep the scientific character. The museum principal is
quite enthusiastic. This museum has a future view, and that is a guarantee,
that it will work even more actively than before (Apanaviéius 2011).

Virbadius and Apanavieius are the authors of very signifficant
scientific book Senosios kanklés ir kankliavimagPlaying Old KankIés)
according to which in the museum of Povilas Stulgekanklés are being
classified in exhibitions(Apanavieius, etc. 1994: 44-49).

Conclusions

— Povilas Stulga’s Museum of Lithuanian Folk Instruments functions
not only as a museum, but works as a scientific and research centre.

— Inthe museum there are a lot of folklore events being organized, so
that the museum functions also as part of the folklore movement.
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— The museum works also as educational centre of ethnic culture, so
that people can be introduced not only to traditional instruments,
but also to the whole view of ethnic culture, history and the present
phenomenon of ethnic and folklore movement.

Povila Stulgas lietuviedu tautas mazikas instrumentu muzejs:
etniskds mazikas un kultOras saglabadana un popularizacija

Kristina Apanavié(te
Kopsavilkums

Raksté analizcta Povila Stulgas lietuviedu tautas mazikas instrumentu
muzeja darbiba. Sakotngji (1983) tautas instrumentu muzejs dibinats k&
daia no Brivdabas muzeja Rumaidics, Kaidadores rajonéa. V¢lak (1988)
lietuviedu tautas mizikas instrumentu muzejs Kiuva par atsevidiu, patsta-
vigu institdciju, kas Tpadi aktivu darbibu izvgrsusi pcdgja laika. Muzejs
ietver apmg¢ram 7000 eksponatu un 2000 gramatu. Dapadi pasakumi,
izstades, izglitojodas programmas iauj uzlikot do instit(iciju k& etniskas
kultGras centru, kura durvis arvien pladi atvgrtas apmeklctajiem un kura
darbiba skaidri jitama nakotnes perspektiva. Blakus parastajam ikdienas
darbam muzeja lidzstradnieki izstrada zinatniskus pc¢tijumus, organizg
koncertus, izstades, ir padi iesaistijudies tradicionalas mizikas (sutartiou)
ansambia darbiba.

Tiedi izglitojodajam programmam muzejs velti Tfpadu uzmanibu:
ikviens, sakot ar b¢rnu un beidzot ar senioru, te var ne vien apskatit, bet
arf aptaustit un uzspglct autentisku tautas mazikas instrumentu, iepazit
etniskas kultlras pagéatni un tagadni. Bi pieredze, k& atzimg tautas mizikas
instrumentu meistars Egidijs Virbads, spgj sniegt iedvesmu visai dzivei
(Virbadius 2011a).

Tadcjadi Povila Stulgas muzejs izceias ar patiesi rosigu kultdras dzivi,
mudinot cilvgkus gan izprast etnisko kultdru, gan izkopt tas tradicijas.
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Klavieru trio muzicgdanas pirmsakumi
Rigas vacbaltu vidg

Mag. art. Liga Pc¢tersone
Jazepa Vitola Latvijas Mlzikas akad¢mijas doktorante

levads

18. gadsimta ridzinieku vidg arvien valdijusi dziva interese par teatri
un operas panru — to noradijudi vairaki vacbaltu mazikas pgtnieki, viou
vid( Vita Lindenberga (2004b: 14). Savukart simfoniskas un kamerma-
zikas attistibai jo sevidii labvgliga bijusi Mzikas biedribas izveidodanas
1760. gada, kéa ari Pilsctas teatra dibinddana 1782. gada. bo institlciju
pasparnc¢ turpmakajas desmitgadcs regulari notikudi koncerti, kuri, ka
trApigi atzimg Lindenberga, nereti sasniedzeievidius garumustajos iekiau-
to skaodarbu daudzuma dg¢i Parasta paradiba bija viena vakara atskadot
divas simfonijas, kddu koncertu, par apjoma nelielaku skadodarbu klastu,
ka variacijas, arijas u. tml., nemaz nerungjot(Lindenberga 2004c:52)*.

Kéada vieta dajos koncertos bijusi dapadam ansambia muzicgdanas
formam? Bo tgcmu pladék pctijudas Lolita Firmane (rakstsistrumentala
kamerm0(zika Latvija 19. gadsimtd, 1997) un Inese bune (promocijas
darbsVijole Latvijas kultOras v¢sturiskaja attistibé, 2011: 141-144). Abos
darbos izsmeiodi raksturota majas muzicgdanas nozime Riga, savukart
koncertdzives aspekta galvena vcriba veltita stigu kvarteta panram, jo
fpadi Rigas stigu kvarteta darbibai (Firmane 1997: 148; bune 2011: 142—
143). BT pada ansambia lomu Rigas koncertdziv¢ isi ieskicgjis ari Joahims
Brauns (2002: 82). Tomg¢r neviena no piemingtajam publikacijam nav
skartas cita kameransambia veida — klavieru trio — muzic¢danas tradicijas
vacbaltu vidg 19. gadsimta. Vai tadas vispar pastavcgjudas? Zinams, ka

! Rigas Pilsctas teatra afiou un programmu kolekcijal heaterzettelatrodam
daudzus daja zioa raksturigus piemcrus. Ta 1789. gada 25. februari kada koncerta
programma bijusi simfonija, arija, vijoikoncerts, éella koncerts, vijoisonate,
simfonija, koncerts un nobeiguma v¢l viena simfonija Theaterzette).
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Eiropé klavieru trio panrs ta klasiskaja veidola attistijies jau kopd 18 gad-
simta pcdgjam desmitgad¢gm — piemgram, Jozefs Haidns daja joma no
1766. Iidz 1797. gadam radijis 45 darbus, Volfgangs Amadejs Mocarts
no 1786. lidz 1788. gadam — sedus. Vai varctu bit, ka do panru atéiiriba
no stigu kvarteta lidz pat 19. gadsimta p¢d¢jam desmitgad¢cm Latvija
tomgr nepazina? Lai rastu atbildi uz 8o jautajumu un reiz¢ ienestu jaunu
niansi lidzadingjos priekdstatos par vacu mizikas dzivi Riga, raksta ietvaros
planots izsekot klavieru trio panra pirmsakumiem Rigas atskaootdj-
maksla. lespcju veikt dadu pctijumu sniedza Rigas Pilsgtas teatra prog-
rammu un afidu kolekcija (Theaterzette), kura saglabajusies lidz mUs-
diendm un pieejama Latvijas Akad¢miskas bibliotckas Rokrakstu un reto
gramatu nodaia. Protams, t& neaptver glupi visus 18. gadsimta beigas un
19. gadsimta Rigéa skancjudos vacu makslinieku koncertus, tomgr vismaz
galvenas tendences atspoguio — tiedi Pilsctas teatra oriestra dalibnieki
daja laika doming ari vietgja kamermizikas dzive.

Izradas, ka klavieru trio Rigas m{ziiu repertuara ienacis pat ioti
agri — tikai dapas desmitgades pc¢c ta pirmo klasisko paraugu tapdanas.
Pirmais ierakstsTheaterzettelkolekcija datcts ar 1790. gada 10. novembri,
un 18. gadsimta ridzinieki 8adda ansambia spgli vargjudi baudit v¢l sedos
koncertos 1794., 1796. un 1797. gada. Tatad klavieru trio 18. gadsimta
beigas piesaistijis uzmanibu k& viena no jaunékajanmodernajamansambia
muzicgdanas formam. Taeu par turpmakajam gandriz éetram desmit-
gadcm (1798-1834) informaciju Theaterzettelkolekcija neatrodam: nav
gan pamata apgalvot, ka klavieru trio daja laikd Riga neb(tu skangjis,
tomgr pagaidam nav izdevies uziet ari avotus, kas liecinatu par pretcjo
Savukart no 1835. gadaTheaterzettelkolekcija jau sniedz visai regularas
zidas par dapadu trio uzstadanos — tas notikudas vismaz reizi piecos gados,
bet dapkart rikoti pat vairaki koncerti gada (1847 — éetri, 1853 — pieci,
1869 — septioi, 1872 — tris, 1877 — divi). Turpreti, raksturojot trio muzi-
ccodanu laikposma kopd 80. gadiem, acimredzot jamekl¢ citi informacijas
avoti, jo kamerkoncertiem veltitas afidas o1 periodd heaterzettelkolekcija
tikpat k& nav iekiautas®.

2 P1 perioda koncertprogrammas, kas apkopotasTheaterzettel kolekcija,
doming simfonija un koncerts. Kamermdazikas opusi atdiiriba no citiem gadiem
mingti ioti reti.

3 Sniegtas zidas tikai par diviem trio koncertiem 80. gados (1880, 30. janvaris,
1889, 18. novembris), savukart 90. gadu konteksta dis panrsheaterzettelietvaros
vispar nav piemincts. Taeu zindms, ka tolaik Riga kamermazikas dzive bija ioti
intensiva, taja iesaistijas jau ari pirmie latviedu maziii.
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Raksturojot ta vai cita panra vietu sava laika koncertdzivg, fpadu
uzmanibu arvien pelna tris aspekti:
— galvenas repertuara tendences un to saikne ar laikmetu, vidi kopuma;
— atskaootajmakslinieku raksturojums;
— rezonanse laikabiedru vidg.

Repertuéra kopaina

Ir k&ds apstaklis, kas nedaudz apgritina repertuéra pctniecibu. 18.
gadsimta beigu (reték ari 19. gadsimta) koncertprogrammas novgrojams:
lai ari komponistam ir vairaki viena panra darbi (k& tas ir parsvara
gadijumu), programma netiek noradita ne skaddarba tonalitate, ne opuss,
ne numurs, ta liedzot mdsdienu pc¢tniekiem iespcgju precizi restaurct
pagatnes ainu. Tom¢r galvenas tendences ir neparprotamas.

Redzams, ka 18. gadsimta beigas Rigas koncertdziv¢ klavieru trio
joma visai atri ienakusi laikmetigad mdzika — tobrid popularu komponistu
skaodarbi. Viou vidd bijis, piem¢ram, mQsdienas mazpazistamais éehu
izcelsmes Vines komponistd. eopolds Kopeluhs (Kotzeluch, ari
Kozeluch, 1747-1818) — 63 klavieru trio autors. Nav zindms, kurd no
diem opusiem skancja Riga 1790. gada 10. novembri Melngalvju nama
zal¢ (pirma lieciba par klavieru trio uzstadanos'), taéu katra zioa ridzinieki
vargja baudit mdziku, kurd masdienu pgtnieks Milans Podtolka saklausa
Bcthovenatraiiski patctiska stila ieskandindjumu (Podtolka).

Savukart klavieru trio neseno priekdteci — sonéti klaviergm (vai
klavihordam) ar vijoli un éellu — parstavgjusi cita éehu cilmes komponista
Jana Duseka(Dussek 1760-1812) daiirade. lepazidanas ar vioa dar-
biem (sonétes klaviergm, vijolei un éellam op. 21 u. c.) iauj secinat, ka
Duseks rakstijis graciozu, dzivespriecigu miziku agrina klasicisma tradi-
cijas, kur visai iezimigs ir finalu tautiskais raksturs (piemc¢ram, Sonates
op. 21 nr. 1 beigu daia valda polkas ritms); iespcgjamas asociacijas ar
Jozefa Haidna daiiradi. Vienlaikus Rigas klausitajus Duseka skaddarbos
drodi vien vargja saistit klavierpartijas virtuozais spopums — vismaz talaika
izpratng: biepi izmantotas dubultoktavas, lai sasniegtu oriestralu efektu,
straujas gammveida pasépas finalos u. tml. P¢tnieks Hovards Alens Krovs
atzime, ka dis komponists jau priekdvestijisomantiski briljanto kla-
vierstilu (Craw). Baja aspekté interesanti, ka vida sonddu klavierpartijas

4 No atskaootajiem programma mingts vienigi pianistsHartknoha kungs (Herr
Hartknoch)). Pladak par viou sk. raksta ndkamaja apakdnodaia.
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atskaootaja Rigéa, spriepot p¢c programmas, nav bijusi profesionala
pianiste, bet kAda no augstako aprindu mizikas miiotdjam -+rau Doc-
torinn Sommer® (doktora Zommera kundze; uzstajusies koncerta, kurd
notika Melngalvju nama zéalg 1796. gada 8. janvar).

Jozefa Haidna trio m¢s Rigas koncertafidas daja laikad nesastopam,
lai ari vioa citu panru mizika Riga tobrid bijusi pazistama — par to pladak
raksta Vita Lindenberga (2004a). Toties paradas Haidna skolnieka
Ignaca Pleijela(Pleyel,1757-1831)vards: vida trio izskangjis 1794. gada
18. novembri Zilas pilsoou gvardes Haus der blauen Biirger-Compagnié
zal¢®. bis mlsdienas mazdzirdgtais autors 18. gadsimta beigés bijis arkar-
tigi populars — p¢tniece Rita Bentone norada, kalkstodiemvidoa mizikas
manuskriptu kopiju pildija arhivu, bibliotcku, baznicu, piiu un privato
maju plauktus un tlkstodiem izdevumos izplatijas Eiropa un Ziemei-
amerika (Benton). Tadcjadi Riga daja gadijuma nav atpalikusi no pasaules
mazikas dzives tendenc¢m. Pleijela klavieru trio (piemgram, B. 471-473)
ietvaros klavieru hegemonija, to virtuozais spopums izteikts v¢l vairak
nek& Duseka darbos, tom¢r harmoniski intonativa valoda neiziet arpus
klasicisma ietvariem.

Vienlaikus ar atzinibu jamin, ka jau daja perioda Rigas interpreti un
koncertpublika ne tikai seko modei, bet sp¢j novertct ari miziku, kurai
vclak lemts visspopak izturct laika parbaudi — proti, jau 18. gadsimta
beigéas (kopd 1794) Riga klavieru trio panru visbiepék parstav nesen miruda
Volfganga Amadeja Mocarta (1756-1791) daiirade. Pretstata
iepriekd mingtajiem komponistiem, kuru vardi programmas paradas katrs
pa reizei, Mocarts 18. gadsimta p¢dcja desmitgadc piemingts trisreiz —
diempgl nav zindms, kurus vioa trio Rigas makslinieki bija izraudzijudi€’s

5 Acimredzot tolaik Rigé praktiz¢joda doktora Karla Benjamina Zommera
(Sommer,1769-1815) dzivesbiedre Vilhelmine, dzimusi fon BriknereBriickner)
(Deutschbaltisches biographisches Lexikorj..] 1970: 740). Interesanti, ka tikai
paris dienas iepriekd, 1796. gada 5. janvari, vida atskaoojusi kadu Volfganga
Amadeja Mocarta trio v¢l ar pirmslaulibas uzvardu (Theaterzette).

8 Klavierpartiju spglgjis jau piemingtais Hartknoha kungs.

" Interpreti bijudi Aumada kungs (Herr Aumann, Zilas pilsoou gvardes zale;
1794, 1. decembris), fon Briknera jaunkundze Eraulein von Briickner, Melngalvju
nama zale; 1796, 5. janvaris), doktors Latrobe, Feiges un Dennemarka kungi
(Herr Doktor Latrobe, Herr Feige und Herr Dannemark, Melngalvju nama zale;
1797, 18. aprilis). Par pg¢dcjo trio sastavu pladak sk. raksta ndkamaja apakdno-
daia. Savukartfon Briknera jaunkundze ir jau piemingta Vilhelmine, kas vc¢lak
kiGst par doktora Zommera kundzi.
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Katra zioa ari daja aspekta vgrojama sasaukdanas ar vispargjam pilsctas
mizikas dzives tendencgm. Ne velti pctnieks Mikus Eepe, rakstot par
operas Burvju flauta iestudgjumu, atzimg, ka Riga ta paradijusies ioti
atri—1797. gad4, turklat publikas interese bijusimilziga — Mocarta opera
tiek izradita piecas reizes pg¢c kartas (14.-17. un 19. aprili), un tas ir
Rigai tobrid netipiski liels skaitlis (Eepe 2007: 277). Daja sakara interesanti
atzimct, ka viens no Mocarta trio Riga izskan tiediBurvju flautas zim¢ —
1797. gada 18. aprili, resp., diené starp divam izrad¢m (iespgjams, ap-
zinata interpretu izvgle laika, kad 87 komponista vards vietgjo mizikas
miiotju vida dzirdams biepak k& jebkad agrak!).

19. gadsimta gaitd gan Mocarta vardsTheaterzettel koncertprog-
rammas paradas tikai vienreiz (1853, 5. februari). Tagad jau priekdplana
izvirzas o1 laikmeta meistaru darbi. Blakus dapiem misdienas mazak atska-
ootiem opusien® regulari dzirdamas ari kompozicijas, kuras joprojam
veido klavieru trio zelta repertuaru Proti, stabilu vietu programmas iedem
Ludviga van B¢thovena(1770-1827) trio, kuri izskan vismaz desmit
koncertos’. V¢l publikai ir iespgja klausities arfabusFranéa blberta
(1797-1828) trio*°. Interesanti, ka absoldts favorits 19.gadsimta trio
dalibnieku vidi Rigéa bijisF¢likss Mendelszons-Bartoldi(1809—
1847). Vida darbu saraksta ir divi 61 panra paraugi. Pirmais trio @ moll
op. 49'1) tapis 1839. gada, bet otrais € moll op. 66) — 1845. gada. Viens
vai otrs Mendelszona trio atskaooti kopskaita astoopadsmit (!) koncertos
no visiem 42 apzinatajiem laikposma no 1843. [idz 1877. gadant.

8 Johana Nepomuka Hummela Trio E dur op. 83 (pirmoreiz 1846, 12. ok-
tobr?), Karla Gotfrida Reisigera Trio (pirmoreiz 1840, 21. jdlija), Kamila Sensansa
Trio F dur op. 18 (1877, 27. novembri) un Antona Rubindteina Trio g moll
(pirmoreiz 1860, 4. aprili).

9 Trio G dur (nr. 2) un ¢ moll (nr. 3) op. 1 (attiecigi, 1853, 2. februari, un
1869, 8. aprili), B dur op. 11 (1862, 15. aprili), D dur (nr. 1) un Es dur (nr. 2)
op. 70 (1853, 5. februari, un 1859, 17. decembri),B dur op. 97 (1853, 8. februari,
un 1869, 6. aprill), k& arf vairaki trio atskadojumi bez konkr¢tas tonalitates vai
opusa norades.

10 Otrais klavieru trio Es dur op. 100 skangjis 1853. gada 2. un 8. februari,
savukart Pirmais klavieru trio B dur op. 99 — 1869. gada 20. novembri.

11 Roberts Bmanisdo skaddarbu ierindojis starp laikmetigo trio dedevriem
(Worbs 1958: 194).

12 Trio d moll skangjis trisreiz (1847, 14. septembri, 1859, 23. oktobri un
1873, 6. decembri), savukart Trioc moll — piecreiz (1853, 5. februarf, 1869, 13.
oktobri, 1871, 28. februari, 1872, 17. februari, un 1877, 4. decembri). Bez tam
vairékos gadijumos nav zindms, kurd no abiem Mendelszona trio atskaoots (1843,
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Ké& gan lai izskaidro 6adu Mendelszona trio popularitati 19. gadsimta
otraja treddaia? Varbdt gan interepretus, gan klausitajus valdzina pirmam
kartdm mazikas melodiskums, kurd, lai ari sakoots klasiskajas tradicijas,
vienlaikus ieved romantiskas pacilatibas, skumju, milestibas un atmiou
labirintd? Varb(t tomgr izskaidrojums jameki¢ saikn¢ ar Mendelszona
trio nodu izdevumiem un to pieejamibu spclctgribctajiem 19. gadsimta
Riga? bie jautajumi acimredzot pagaidam vcl paliek k& intriga turpmékai
izpgtei.

Atskaootajmakslinieku sniegums un ta rezonanse presc

Par agrinéko trio dalibniekiem zidas ir visai skopas. Tomgr jaatzimg
vairaki uzvardi, kas piesaista uzmanibu. T4, piemc¢ram, pirmaja apzinataja
koncerta (1790, 10. novembris, Melngalvju nama zéale, jau mingtais
Kopeluha trio) ka vienigais no mdziiiem programma nosaukts pianists
Hartknoha kungs jeb Karls Eduards Hartknohs (Hartknoch,
1775-1834)'* — tobrid piecpadsmitgadigs jauneklis, taéu nakotng, ka
atzim¢ Morics ROdolfs (1890: 87), spilgts pianists, viens no Johana
Nepomuka Hummela (Hummel, 1778-1837) labakajiem audzckoiem.
Tadcjadi viod neapdaubami ienesis Riga laikmetigas Eiropas vgsmas
pats Hummels (Mocarta skolnieks un draugs, k& ari Mendelszona sko-
lotdjs) savulaik uzskatits parvienu no Eiropas dipakajiem komponistiem
un, iespgjams, dipéko pianistu(Sachs).

Ne &1, ne otra Hartknoha atskaoota trio sakaréa (Ignaca Pleijela trio,
1794, 18. novembris) vijolnieka un éellista vardi programmas nav mingti.
Izskaidrojums acimredzot ir tads, ka agrinajos panra paraugos klavieru
loma tiedam bijusi daudz nozimigaka neka vijoles un eella partija. B¢tho-
vena trio pctnieks ievs Mironovs norada, ka v¢l lidz 19. gadsimta saku-
mam koncertprogrammas no visiem trio dalibniekiem bijis piedemts
atoifrct tikai pianista vardu; ja ari partneri mincti, tad vienigi, lai atzimctu,
ka vioi pavada pianistu (ieaiita 1974: 105). Savukart muzikologs
Kristofs Bils daja sakard min interesantu citatu no kadas recenzijas par
18. gadsimta otras puses komponista Lui Gabriela Gilm¢naGuillemain)

23. februaris, 1850, 2. aprilis, 1853, 14. marts, 1860, 30. novembris, 1864, 16.
februéris, 1869, 5. aprilis, 1872, 10. februéaris). Turklat ir tris koncerti, kuriem
nav noradits ne datums, ne izskancgjuda trio tonalitate.

18 Jaunékais no pazistama Rigas gramatizdevcja Johana Fridriha Hartknoha
dcliem.
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vijoisonadu vakaru, ko parfrazgjot varctu attiecinat ari uz agrinajam
klavieru trio raksturigo balsu sadalijumu: Vijole parklaja klavesinu mazliet
par daudz, kas neiava fsti uztvert isto melodijul..] Ja ir vgicdanas, ois
sonates var spglct ar vai bez pavadijumalT &s nezaud¢s neko no
melodijas, jo ta visa ir klavesina partijé (izcclums mans —
L. P.) (Biehl 2010: 8).

Pirmaja mirkIt mulsumu rada kads koncerta pieteikums, kura zioots,
ka 1797. gada 18. aprili Melngalvju nama zal¢ Mocarta trio atskaoos
Latrobes, Feiges un Dennemarka kungi: visi tris — ievgrojamas personibas
talaika Rigas mlzikas dziv¢. Tikai viena nianse — starp vidiem nav neviena
eellista.Karls Feige(Feige 1757-1818) ir tolaik labi pazistams vijol-
nieks (Rudolph 1890: 59),Johans DennemarkgDannemark, 1751—
1837) — vijolnieks un arf altists (Breie 2001: 38), betJohans Fridrihs
Bonevéals de Latrobe(de LaTrobe, 1769-1845) — pianists, kompo-
nists, mazikas skolotajs (Rudolph 1890: 133; Deutschbaltisches biog-
raphisches Lexikon[..] 1970: 441). Baja gadijuma gan diempg¢l nezindm,
par kuru Mocarta trio ir runa, un atliek vien minct, ka kungi sava starpa
sadalija trio partijas. Acimredzot tas skaidrojams tadgjadi, ka klavieru
trio attistibas pirmsakumos patiesi bija v¢l ciedi saistits ar citam amatier-
muzicgdanas formam, un ansambiu sastavi vargja mainfties visai brivi —
ka raksta trio p¢tniece Rdta Blime Blume), 1780.—1800. gada sastavs
“klavieres, vijole un eells” bija kiuvis par visparpiedemtu muzicgdanas
formu, [..] tom¢r kompozicijas nebija tikai speciali 6ddam sastavam
iecerctas, un bija iespgjams atskaoot tas ari tikai klaviergm vai tikai,
piedaloties citiem instrumentiem(citcts pc¢c: Biehl 2010: 17). Saknes dadai
atskaootajpraksei meklgjamas ap 1760. gadu, kad Johans Doberts
(Schobert 1729-1767) Pariz¢ aizsaka diletantu aprindas iemfiotoad
libitum tradiciju. Proti, trio varcja veidoties k& klavierdarba ad libitum
versija, kur pavadodas balsis vargja gan spclct, gan izlaist. Kristofs Bils
norada, ka Poberta daiirade iespaidojusi ari Mocarta agrinos darbus,
piemg¢ram, sonates klaviergm, vijolei (vai flautai) un éellam K. 10-15
(Biehl 2010: 8); iespc¢jams, kdda no tdm bijusi Rigas ansambia repertuéra,
kurd Iidz ar to savdabigi Tstenojisad libitum principu, éellu aizstajot ar
otru vijoli vai altu.

Vislielako ieguldijumu trio muzic¢cdana devudi Rigas Pilsctas teatra
oriestra maziii. Lidzigi visiem oriestra cunftesparstavjiem, arf vidiem
dabiga nepieciedamiba padizpausmei bija kamermuziccdana — zindms
atsvarsoriestra spglei, kur iespgjas apliecinat savu individualitati ir daudz
mazékas. Popularaks oriestra méakslinieku vid( gan daja zida bijis stigu
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kvartets — domajams, praktisku apsvcrumu dg¢i (nav nepieciedamas
klavieres), tomgr biepi viou uzmanibu saistijis ar klavieru trio. Par to
liecina fakts, ka daudzi no Pilsgtas teatra oriestra koncertmeistariem
sava kamerm(zikas repertuaréa iekiavudi vismaz vienu klavieru trid.
Vislielako uzmanibu daja aspekta pelniji€duards Vellers(Weller,
1820-1871)%, kurd piedalijies vismaz 12 klavieru trio atskadojumos
laikposméa no 1859. lidz 1871. gadam. Joahims Brauns, pctot vijoimakslas
agrino periodu Latvija, atzimg, ka Vellera spcle kritikas izpelnijusies
atzinibu ne vien par tehnisko meistaribu, bet ari par sirsnigo un apgaroto
priekdnesumu (Brauns 2002: 83); un tas ir ipadibas, kas kamermuzic¢danas
lauka, oiiet, var atklaties vg¢l pladak neka solospglc.Rigasche Zeitung
recenzents atsauksmg¢ par Vellera atskadoto Mendelszona Vijoikoncertu
(atgadinasim, ka viod biepi izpildijis arf 81 komponista trio!) k& raksturigas
vijolnieka spcles iezimes minmaigu spcku, dziiumu un atturigu kvcli
(citcts pee: Frmane 1997: 148). Ipadi tuva sadarbiba Velleram bijusi ar
eellistu Augustu Groseru (Grosser®) ar kuru muzicgts kopa gan
oriestri, gan stigu kvarteta, gan ari klavieru trio. Tiedi dis duets bijis
visilglaicigakais dapadu klavieru trio kodols. Theaterzettel kolekcija
atrodamas ziodas par turpat vai divpadsmit gadu ilgu sadarbibu, no 1859.
gada 1. novembra lidz 1871. gada 28. februarim — tatad gandriz lidz
Vellera mipa beigam (vidd &iiries no dzives nepilnus tris mgnedus pgc
pcdgja trio koncerta — 1871. gada 6. maija).

14 Koncertu datumi: Karls Heinrihs Feige (Feige trio koncerts 1797, 18. aprili),
Francis L¢hmanis (6bmann; 1835, 27. oktobr?), Peregrins Feigerls Feigert 1840,
21.j0lija), Karls Loce (Lotze; 1843, 23. februari), Eduards Vellers {Veller; 1859,
23. oktobri, 1. novembri un 17. decembri; 1860, 4. aprili un 30. novembri; 1862,
11. februéri un 15. aprill; 1864, 16. februarf; 1869, 23. marta, 6. aprili un 20.
novembri; 1871, 28. februari), Aleksandrs Vilhelms Drehslers Drechsler; 1868,
19. martd), Jaliuss Rutharts Ruthardt; 1872, 17. februari, un 1873, 6. decembr?)
un Karls Noseks (Nossek 1873, 10. marta).

15 Vacu vijolnieks, komponists. Lidz 1845. gadam stradajis par vijolnieku
Berlines galma operas oriestri. 1845. gada péarcclies uz Rigu, kur pcc Pilsctas
teatra oriestrantu streika tika mekicti maziii jaunam oriestrim, un Kiuvis par
koncertmeistaru. No 1849. gada spglgjis Rigas stigu kvartetd; diriigjis Rigas
Mdazikas biedribas koncertus, uzstijies k& solo vijolnieks, pasniedzis mizikas
stundas (Rudolph 1890: 261).

16 Vacu eéellists. 1856.—1877. gada bhijis Rigas Pils¢tas teéatra oriestra éellu
grupas koncertmeistars, Rigas stigu kvarteta eellists. Koncertos uzstajies ari k&
solists, t. sk. kopa ar Antonu Rubindteinu un Klaru Bamani vieskoncertu laika.
Pasniedzis eella sp¢li (Rudolph 1890: 78).
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Pie klaviergm, muzicgjot kop& ar diem kungiem, sastopama visai
raiba kompanija. Pirmkart, piesaista uzmanibu biepi pieminc¢té&diletantu
(jo Tpadi sieviedu dzimuma parstavju) lidzdaliba. Diletantu lomu 19.
gadsimta Eiropas mdzikas dzivg akcentcjudi jau daudzi pgtnieki, piemg-
ram, Inese bune: vida atzimg, ka Riga koncertos nereti uzstajudiesi ta
saucamie profesionlie diletanti — dipciltigo limeou parstavji, kuriem
piemitusi muzikala apdavinatiba un izglitiba, bet kuri sociélu apsvgrumu
dc¢i nav izvglgjudies maziiu ceiu k& profesiju(Pune 2010: 95). Diempgl
diletantu vardi programmas lielakoties netiek atdifrcti, ta liedzot uzzinat
vairak par diem koncertdzives dalibniekiemViens no nedaudzajiem izog-
mumiem ir 18. gadsimta beigéas vairakkart pieminctaBriknera jaunkundze
(Fréaulein von Brickner), kas paris dienas p¢c savas debijas trio joma
partop par doktora Zommera kundzi Vilhelmini Zommeri; k& jau nora-
dits, vioa iepazistinajusi ridziniekus gan ar Mocarta (1796, 5. janvaris),
gan Duseka skaddarbiem (1796, 8. janvaris). Vclakajas desmitgadgs arl
Vellera un Grosera kungi m¢dza muziccgt kopé ar kadicienijamu diletanti
(piemgram, 1860, 30. novembri, un 1862, 15. aprili).

Citu polu parstav vairakas Eiropas m¢roga personibas, kuras ridzi-
niekiem demonstrgjudas savu makslu klavieru trio joma. Viou vid{ bijusi,
piemc¢ram,Klara B 0 mane kura sava koncerta Riga 1864. gada 16feb-
ruart spglgjusi arf Mendelszona trio (nav noradits, kuru; partneri —
vijolnieks Vellers un éellists Grosers), arRntons Rubindteins, kura
autorkoncerts 1860. gada 4. aprili sékas ar vidoa pada Trig moll (partne-
ri —kapelmeistars Karls Baberts§chuberth) no P¢terburgas un koncert-
meistars Vellers; vclak Rubindteins ar citiem partneriem uzstjies Riga
atkartoti). No mazék pazistamiem vardiem var atzim¢tHugo Adel-
bertu Zeidelu (Seidel,?—1890; vacu komponists, diriients, pianists,
1867-1869 Rigas Pilsctas teatra | kapelmeistars un korRigaer Liedertafel
vaditajs), kura sacergtais trio vida pada, Grosera un Vellera snieguma
izskangjis 1869. gada 23. marta.

Diempcl ne vidu, ne ari vairuma citu trio dalibnieku spcles rezonansi
toreizcjo ridzinieku vidg pilnibé atklat nebds iespcjams. Lai ganTheater-
zettelkolekcija glaba zidas par padiem koncertiem (tas lielakoties rodamas
arf laikraksta Rigasche Zeitungsludindjumos), tomgr recenzijas die notiku-
mi atspoguioti vien retos izocmuma gadijumos — no 54 apzinatajiem kon-
certiem istas recenzijas izpelnijudies vien divi, un tie bijudi nevis vietcja
ansambia, bet tobrid Eiropa slavena trio vieskoncerti. Baja ansambli sp¢-
Igjudi pazistami Berlines m{ziii: pianists un komponistKarls Alberts
Ledhorns(Loeschhorn, arf Loschhérn, 1819-1905) un braii Adolfs
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(1813-1887)unJdliuss(1817-1892)btalkne hti (Stahlknech). Sakot
no 1846. gada, trijotne uzstajusies Rietumeiropd, bet 1853. gada Krievijas
koncerttdres ietvaros ansambia skangjumu divos koncertos bijusi iespgja
novcrtct arf Rigas publikai (Fifield). Pirmais no tiem izskangjis 2. februari
Melngalvju nama zal¢", un recenzija public¢taRigasche Zeitung3. februara
numuréa. Mazikas kritiiis, kura personiba sl¢pjas zem iniciaiiem C. A.,
uzsver, cik svarigi, ka programma iekiauti Haidna trio; pgc vioa vardiem,
daudzi klausitaji un ari mdziii tolaik vargja pat nezinat, ka tadi vispar
pastav (C. A. 1853a).Vai tas nozimgtu, ka Haidna trio pirmatskadojumu
Riga piedzivojudi tikai 1853. gada? Dis jautajums pagaidam paliek atklats.
C. A. rakstd ansambia skancjums tiek raksturots ka ioti vienots. Autors
fpadi norada, ka stigu instrumentu un klavieru saliedcta kopspgle prasa lie-
laku meistaribu neka éetru stigu instrumentu apvienojums. Recenzija vgsta:

[..] klavieru skadas zem Ledhorna kunga rokam bija vienmgr maigas
un plastiskas, tapcc, kur vien tas nepieciedams, tas ar éellu un vijoli saplida
visciedakaja asinsradnieciba. btalknehtu kungu stigu instrumenti isas,
straujas figras tuvojas klavieru kodoligajai spclei. Skaoas nepartrauktais
plGdums, no vienas pusesstigu instrumenti — L. P.], un acumirkligums
[klavieres —L. P.], no otras, izpaudas abpusgjitas bija veselums, kura
atsevidias daias tikai tap¢c parada savu iezimibu, lai trapigak atklatu
ideju. [..] Visas pasapu gritibas tika skaisti parvarctas, patiesi pacilajodi,
ar visapgarotako izteiksmi, kas ir briva no jebkura personiska egoisma
(C. A. 1853a).

Programmas nakamais numurs bijis B¢thovena Pirmais trio Sol
maporéa op. 1 nr. 2; td skancjums atkljis v¢l nedzirdgtas diautnes daja
publikai visai pazistamaja opusa. Savukart par vakaranaglu Kiuvis Ba-
berta Trio Es dur op. 100 — dis saldi smarpojodais brinumpuiu pilnais
pudiis ar nopietnam tehniskam gratibam. Tasietvgra ne tikai neparspg-
jamu priekdnesuma akuratibu, atsevidias skaistas vietds], bet arf dabiski
patiesu pogzijas dvesmyC. A. 1853a).

1853. gada 7. februari Rigasche Zeitungslejas lasdma atsauksme
par otro vacu maziiu sniegto trio koncertu 8. Recenzija atzimgts, ka mak-
slinieki ioti precizi un ripigi atskadojudi Mocarta trio. Visu triju interpretu
it k& ar vienu roku spglcts, tas sava cclaja vienkardiba un melodiskaja

1 Programma: Haidna Trio Es dur, Bgthovena Trio G dur, op. 1 nr. 2 un
DBalberta Trio Es dur op. 100.

18 Programma: Mocarta Trio G dur, Mendelszona Trio ¢ moll op. 66, k& arf
Bg¢thovena Trio D dur op. 70.

102



L. Pctersone. Klavieru trio muzicgdanas pirmsakumi Rigas vacbaltu vidg

piemiliba atstéja tik burvigu, tik varenu un jaunu iespaidu, ka to nebGtu
iedomajies neviens, kas agrék to ir dzirdgjis parastaja priekdnesuma
manierg. Makslinieki viegli parvarcjudi ari Mendelszona un Bgthovena
trio lielas tehniskas gritibas. Katra atskaootgja individualas izteiksmes
virtuozitates bagatiba tikai paspilgtingjusi daiio kopskaou, ko baudijudi
o1 koncerta klausitji (C. A. 1853b).

Die arf bijudi vienigie koncerti Riga, kuru programma iekiauti tikai
klavieru trio. Citos gadijumos trio skangjis jaukta rakstura koncertos, tur-
klatinteresanti, ka biepi dis panrs uztverams ka savveideertira (sk. 2. attclu).

1. attcls. Afida no Theaterzettel
kolekcijas 1845. gada 1. septembra 2. attcls. Afida no Theaterzettel

koncertam, kuré Reisigera trio kolekcijas 1859. gada
pirma daia izskan koncerta sakuma,  23. oktobra koncertam, kurd
bet cikla turpindjums ieskandina sékas ar Mendelszona Pirma
jau koncerta otro daiu klavieru trio d moll pirmo daiu

Zimigi ari, ka trio cikls v¢l netiek vertcts k& vienots veselums: biepi
koncerta dalibnieki atskaodo tikai vienu t& daiu vai ari sadala ciklu, radot
savveida stilistisku un panriskurefrgnu visam koncertam: pirmo trio daiu
atskaoo programmas sakuma, otro un tredo — koncerta vidd (sk. 1.,
2. attclu).
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bada atskaootajprakse liecina, ka klavieru trio ké ciklisks skaddarbs
ar viengabalainu, m¢ritiecigi planotu dramaturiiju tomgr netiek pienacigi
izprasts — diiet, koncertdzives organizatori daja zida v¢l aizkavcjudies 18.
gadsimta nogales méajas muzicgdanas tradicijas, kurds domingja svitas
tipa cikli un vairakdaiu skaddarba vienotibai netika pievcrsta liela uzma-
niba. Tas gan attiecas ne tikai uz trio: ir gadijumi (tom¢r daudz retéki),
kad koncerta tiek atskadota stigu kvarteta vai simfonijas tikai viena daia
(piemcram, 1853. gada 26. janvari koncerts Melngalvju nama zéalg sakas
ar kdda Mocarta kvarteta pirmo daiu, un pargjas neseko).

Kkk

Noslcguma dapi secingjumi. No vienas puses, klavieru trio panrs 18.
gadsimta beigas un 19. gadsimta gaita ridzinieku vid¢ vc¢l netiek pienacigi
novcrtcts. To apliecina gan iepriekd mincgtas atskadojuma Tpatnibas (biepa
trio saskaldidanatsevidias daias, atskadojot tas dapados koncerta bripos),
gan ari ioti nieciga rezonanse mazikas kritika. Jaatzimg, ka recenzijas
par operizradem (k& ari teatri vispar) un atsevidiu virtuozu koncertiem
a1 laika Rigas presc paradas daudz biepak.

No otras puses, klavieru trio panram Latvijas atskadotajmaksla jau
no padiem pirmsakumiem bijis savs uzticamu interpretu un klausitaju
loks. lespgjams gan, ka tas bijis samcréa daurs, bet Rigu arf nevar salidzinat
ar k&du no lielajam metropol¢cm — Parizi, Berlini, Londonu, kur rezonanse
aim visnotai elitarajam panram vargja veidoties jau citd m¢roga. Bobrid
apzinati 54 koncerti, kuros ir zidas par 18. gadsimta beigas un 19gad-
simta pirmajas septidoas desmitgadcs Riga atskaootajiem ftrio, bet tie
noteikti nav vienigie. Kopuma redzam, ka klavieru trio muzic¢danas
pirmsakumi atspoguio ta laika mizikas dzives tendences visa to daudz-
veidiba — gan méjas un amatiermuzicgdanas augligo ietekmi (ipadi Igad-
simta beigas, bet ari v¢lak), gan visuma diezgan strauju 61 pankéasikas
iendkdanu repertuara — praktiski visu vertigako, kas klavieru trio joma
Oaja laika Eiropa radits, ridziniekiem ari bijusi iespcja noklausities.
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The Beginning of Piano Trio Musicianship
in the Society of Baltic Germans in Riga

Liga Pctersone

Summary

The founding of the Riga City Theatre (Rigaer Stadttheate} in 1782
was a very significant factor for the development of opera and theatre
art, as well as for the promotion of concert life in Riga: since the end of
the 18" century musicians of the theatre and orchestra were organising
symphony and chamber music concerts regularly. Former scientific researches
on Baltic Germans’ musicianship from the end of the 18 century and
during the 19" century include the questions of opera repertoire and its
main tendencies, the role of various famous composers’ music in Riga
(such as Joseph Haydn, etc.). In the sphere of chamber music researchers
have studied mainly the traditions of amateur musicianship, as well as
the role of the string quartet in the concert life of Riga. But there has
been no attention towards the musicianship of the other form of chamber
music — piano trio — in the society of Baltic Germans during the 19
century. The position piano trio genre holds in concert programs; the
most remarkable musicians in this sphere; the main repertoire tendencies
these are the questions which have been addressed within this study.
Admittedly, such research is possible due to the preserved collection of
advertisements and programs of the Riga City TheatreTheaterzette),
which can be found in the Rare Books and manuscripts collectionsf the
Academic Library of the University of Latvia.

It is still possible to follow the leading tendencies in Riga’s concert
life regardless of the fact that information about the music and musicians
presented in programs of above mentioned period is frequently incomplete.
It has been found that the piano trio genre has entered the concert reper-
toire of Latvia quite early though — just some decades after the first
examples were composed. The first note about the presence of the piano
trio found in Theaterzettelis dated with 10" of November, 1790.

The contemporary piano trio pieces are common in Riga at the end
of the 18" century. In programs we can find such composers’ names as
Leopold Kozeluch, Jan Dussek, Ignac Pleyel, Johann Nepomuk Hummel
etc. However, summarizing the programs of the 19 century allows us to
infer that the audience of the day were familiar also with such composers
as Joseph Haydn, Wolfgang Amadeus Mozart, Ludwig van Beethoven,
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Franz Schubert, Felix Mendelssohn-Bartholdy, the authors of trios that
nowadays make the basis of the repertoire of the genre.

Information about the musicians of the very first trio ensembles is
really insufficient due to the limited data available in the collection. Up
to the beginning of the 19" century the only musician from the whole
ensemble mentioned in the program, in most cases, is the piano player.
Still in the course of time attitude of concert organizers and the audiences
towards musicians changes, and more concrete and complete information
about trio ensembles appears. A key role in developing the genre belongs
to the musicians of the Riga City Theatre. Almost all concertmasters of
the orchestra have included at least one piano trio piece in their chamber
music repertoire. However, especially remarkable are the activities of
the duo of violinist Eduard Weller and cellist August Grosser — collection
programs show that their cooperation has lasted for 12 years (1859-
1871) in different member combinations of trio.

As a result of the research the following conclusions can be drawn —
piano trio genre was underestimated in Riga in the period of the end of
the 18" century and during the 19" century. Very often the idea of the cycle
of the composition was avoided; the first movement was separated from
others; in some cases the other movements even did not follow. Another
proof of the underestimation of the genre is also lack of concert reviews
in the press. Just some of them can be found iRigasche Zeitungcolumns
(the 3¢ of February, 1853, the 7" of February, 1853). At the same time,
there are plenty of regular reviews about opera and theater, as well as
virtuoso’s solo concerts in the press of Riga.

On the other hand, there was a circle of interprets and audience in
Latvia which were loyal to the piano trio genre in its very beginning. For
now there are collected data about 54 concerts which included a piano
trio performance, based on the collection of Theaterzettel. But those
definitely are not the only ones! In general the beginning of the piano trio
musicianship in Riga gives insight into the principal tendencies in all
their varieties of the aforesaid period — the notable influence of the amateur
musicianship (especially at the end of the 18 century, but also later), as
well as in quite impetuous expansion of theclassicsof the repertoire of
the piano trio genre — the audience of Riga was able to listen to practically
everything most valuable that was created in Europa during that time.
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The SocietyLiedertafel
from St. Petersburg Visiting Colleagues in Riga:
The Story of Unexpected Rescue

Janna Kniazeva

Summary

This report concerns the history of German vocal societyiedertafel,
in particular it's interaction with colleagues from Riga and Reval.

The vocal societyLiedertafel was founded in year 1840 in St.Peters-
burg. The main aim of the society was a progress of men’s quartet singing
in the Russian capital. Liedertafel was organized in the same way as
many German vocal societies, which resembled common friendly com-
panies. The name came from two wordsLied that meanssongand Tafel —
table. The first and most important problem was the obtaining of official
status. Liedertafel appeared in the time of Nicolas the First as a private
circle. Its members’ plans and intensions were very serious and extensive,
so they urgently required an official approval.

The Russian emperor Nicolas the First could not stand any will-
fulness. The leaders of.iedertafel entered an application for recognition
of the societies’ official status for many times, but they were refused
constantly.

Trying to solve that problem they joined their circle to the Imperial
Symphonic Society, but that society got eliminated shortly afterwards,
Liedertafel got almost broke up. The support came unexpectedly from
the Baltic Region.

Since its foundation theLiedertafel was closely connected with the
culture of the region (Riga, Reval and some of the German provinces).

Many musicians from Riga were members ot iedertafel: Hugo Preis
(a composer and musical manager in Rigal862), Johann Schrameck
(a musical manager in Riga 1875), as well as some leaders of the Riga
Vocal SocietyLiederkranz: Friedrich Pilzer (an editor from Riga, 1875),
Robert Braun (1890) (Festschrift zur Feier des Finfzigjahrigen Bestehens
der St. Petersburger Liedertafell890).

The revival of Liedertafel commenced in 1857 when a similar vocal
society from Reval invited colleagues from St. Petersburg to a vocal
festival. In summer of 1861 the Petersburg society took part in a vocal
festival in Riga. The satisfaction from those journeys and successful
performances was complete.
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The detailed reports about those festivals were published by the
newspaperSt. Petersburg Zeitung But just at that time the power changed
and new emperor Alexander the Second was more loyal to the private
initiative. In the summer of 1857 the vocal circle gained its official status,
in the summer of 1861 all of its regulations were confirmed.

In 1861-1862 the first concert season in the new history otLiedertafel
took place.
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Jauni fakti par Valkera ¢rielgm Rigas Doméa

Dr. art. llma Grauzdioa
Jazepa Vitola Latvijas Mizikas akad¢mijas profesore

Kopd pirmas, do rindu autores rakstitas, Latvijas ¢rieikultdrai veltitas
monografijas Tkstod mc¢lgm crieles spclgRiga: Liesma, 1987) izdodanas
pagéjis gadsimta ceturksnis. Dapadas un bdtiskas izmaidas skarudas
Latvijas Baznicu, k& ari baznicu ¢rieiu likteous aizvaditaja ccliena. Daudz-
viet ir atjaunotas draudzes, notiek reguléri dievkalpojumi. Virkng Latvijas
dievnamu ir ieblv¢tas jaunas crieles, kuras galvenokart parvestas no
Zviedrijas, Anglijas, Vacijas. Vairakas citas baznicas izremontcti esodie
instrumenti. Aizvien v¢l daudz ir tadu crieiu, kuras tikai gaida savus
remontc¢tajus un restaurctajus. Taéu nemainigi ierinda ir Rigas Doma
¢rieles, kuras savu intensivo mizikas dzivi turpina ari dobrid — gan
piedaloties lituriiskajas noris¢s, gan skanot koncertos.

Rigas Doma baznicas v¢stures izpctc vienlidz ieinterescti ir dapadu
profesiju parstavji — vgsturnieki, arhitekti, skulptori, restauratori un, pro-
tams, arf ¢rieimeistari. Tad¢i vispusigi un nopietni tiek pctiti dapadi arhivu
materiali— Doma administracijas dokumenti, kases gramatas, valdes un
dapadu komisiju s¢pu protokoli. Ir uzkrajudies jauni fakti par Rigas Doma
vesturi kopuma, papladingjusies ari informacija par ois baznicas ¢rieiu
vgsturi 19. gadsimta otraja pusg.

Biraksta mcriis ir dalities ar lasitaju jauniegdtaja informacija, papil-
dinot monografija iezimgctos faktus ar batiskam vai vienkardi interesantam
detaiam, kas Tauj spilgték izgaismot Valkera ¢rieiu blves laiku un instru-
menta dzivespirmas desmitgades Rigas Doma

No Jakoba Réaba lidz Valkera firmai

Pirmas lielakas crieles Rigas Dom4, k& zindms, ieblvgtas 16. un 17.
gadsimta mija, kad pcc liela ugunsgrcka (1547) atkal tiek sakéartotas

1 Jauné informacija smelta galvenokart no Latvijas Valsts arhiva materialiem
(Rigas Doma baznicas fonds 1426), kuru apguv¢ dobrid intensivi piedalas Latvijas
¢rieimeistari Viesturs llsums, Mikus Dzenitis, Alvis Melbardis u. c. Ar ¢rielcm
saistitie fakti ir sadrumstaloti un izkliedcti pa dapadiem aprakstiem un lietdm,
tapcc daja raksta nav noradita katra avota konkrcgté lappuse un dokumenta nosau-
kums. Lietu nosaukumi ir sniegti raksta beigas, izmantoto avotu saraksta.
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iekdtelpas un atjaunots baznicas tornis. 1601. gada katedralg sak skangt
jauns trismanudiu instruments ar 42 reiistriem. lzcils renesanses stila
piemineklis ir Libekas meistara Jakoba Raba darinatais do ¢rieiu pros-

pekts, kas dobrid veido Doma ¢rieiu prospekta vidusdaiu. Tiesa, nu jau

vairdkus gadus ta vieta ir koka stalapas, jo prospekts tiek restaurcts.

Darbi ir ieilgudi, taéu cerams, ka pacietigo gaididanu vainagos lietpratigi

un kvalitativi veiktas restauracijas rezultats.

17.un 18. gadsimta gaitd Doma crieles vairakkart ir parblvgtas un
papladinatas. Dajos darbos piedalijudies dapadi meistari, tostarp Barto-
lomejs Blmanis $chumanr), Gotfrids Klosens (Closser), Heinrihs An-
dreass KonciussContius/Konzius; Doma stradajis 1773-1776), vcl virkne
citu ¢rieibdvctaju. 19. gadsimta Doma administracijas protokolos regulari
paradas ieraksti par ligumiem arcrieiu kopgjiem un vidiem izmakséatam
summam — par skadodanu, labodanu, mazakam vai lielak&m parblvem.

Ipada vieta do lietpratcju vidd ir Rigas crieiblvctajam Augustam
Martinam ( Martin , 1808-1891). Laikabiedru vid( viod baudijis krietna
amatmeistara cieou un sava mapa uzbivcjis ap 70 dapada lieluma instru-
mentus, no kuriem lidz msu diendm saglabajudies ap divi desmiti. Mar-
tina instrumentus labi zindjis un augstu vertcjis arf toreizgjais Doma criel-
nieks (no 1848) Johans Kristofs Agte Agthe, 1814—1868). loti atzinigi
viod izteicies, piemgram, par 1857. gada maija Martina veiktajiem Doma
instrumenta papladinadanas darbiem. P¢c gadiem divpadsmit, 1869. gada
marté, balstoties uz Martina veidoto kalkulaciju, valde atkal piediir naudu
¢rieiu remontam (1180 rubius). Remonts acimredzot notiek, tomgr ko-
puma arvien vairak crieles, kuru senaka daia nokalpojusi jau 280 gadus,
sék atgadinat cauru maisu— ber iekda cik gribi, viss krit ara. Regulari
izskan prasiba instrumentu atjaunot, daudzas detaias un konstrukcijas
daias nomainit ar jaunam, veikt nopietnus remontdarbus, bez kuriem
skaoot instrumentu vispar nav jcgas.

Par kritisko robepu un notikumu risinddanas realu aizsdkumu kidst
1881. gada 4. septembrisbaja diend Doma administracijas inspektors
Rigas pilsctas rates kungus informg, ka 1601. gada bavctas, 1710., 1781.,
1824.,1869. un 1879. gada papladinatas un remontctas crieles Kiuvudas
pilnigi nelietojamas. No 51 skanodas balss tirskadojamas ir tikai septioas.
Proti, tas, kuras pcdcja parblve c¢rielcm pievienojis Augusts Martins.
Konsultgjoties ar lietpratgjiem, Doma administracija nakusi pie sl¢cdziena,
ka savu laiku nokalpojudo instrumentu remontct vairs nav vgrts. Rigas
Domam nepieciedamas jaunas ¢rieles.
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Jau daja dokumenta tiek piemingta slavena vacu crieiblves firma.
F. Walcker & Cie . Ka zioo inspektors, draudze vglgtos instrumentu pas(tit
tiedi tai. Grdti pateikt, kas pasititajiem lika izdiirties par Valkera firmu.
Otrs nopietnakais pretendents varcja bt Vilhelma Zauera Gaue) firma,
kura nedaudz vclak Latvija patiedam ari iebOvg virkni teicamu instru-
mentu. Tomgr pilsctas rate draudzes izvgli akcept¢ un uzdod Baznicu
virsvaldei nodrodinat pasitijumu Valkera firmai, 8im mcriim paredzot
30 000-40 000 rubiu lielu summu.

T4, protams, ir milzu nauda! Tomgr laimigi sakrit vairaki labv¢ligi
apstakii, kuru rezultata lidzekii jauna, liela instrumenta bavei tiek atrasti.
Pirmkart, Rigas pils¢tai 19. gadsimta 80. gadi ir saimnieciski un jo Tpadi
rapnieciski stabils laiks — Riga ir rosigs un plaukstods Baltijas centrs.
Otrkart, Doma baznica ir luterticigo Rigas vaciedu galvena baznica. Vacu
iedzivotaju skaits Riga ir ioti liels; turklat arvien v¢l tiedi vidoi nosaka
gaisotni Rigas pilsctas turigajas un kulturalajas aprindas. Tadci atbalstit
jauna instrumenta ieblvi Domé — tas ir vacu pilsodu goda un prestipa
jautdjums. Dajas aprindas uzticibu vied ari fakts, ka Doma administracija
ciedi sadarbojas ar Rigas galveno arhitektu Johanu Danielu FelskBélska,
1813-1892). Vioam regulari tiek pasatiti dapadu Doma remontdarbu
un parbavju izmaksu apr¢iini un darba zimgjumu sagatavodana. Savukart
tredais nozimigéakais aizsakto notikumulzingjspcksir Rigas Doma ¢riel-
nieks Vilhelms Bergners juniors Bergner, 1837-1907).

Doma crielnieka amaté viod stajies jau 1868. gada, nomainot savu
skolotaju un priekdgéjcju Johanu Kristofu Agti. Aizvaditaja ccliena Vil-
helms Bergners — vacu izcelsmes crielnieks, kantors un komponists jau
vismaz tredaja paaudzc — ir iemantojis ridzinieku ciedu un uzticibu. Viod
taéu savu muzikalo izglitibu ir papildindjis Eizenaha un Drgzdeng, no
1861. gada hijis ¢rielnieks Rigas Anglikdou baznica, bet — galvenais —ir
1865. gada Riga dibinatas Baha biedribasRach-Verein) dvgsele. Vioa
diriictie vacu meistaru vokali simfoniskie darbi vienmgr piesaistijudi
makslas cienitaju uzmanibu. Manuskripta jau ir ari Bergnera sastadita
kor&iu un prelQdiju gramata (Choral- und Praludienbuch nebst Modula-
tionen und Interludien mit liturgischen Beilagen), kas dienas gaismu ierau-
dzis 1883. gada.

Bergneru ciena un vida domas respektc ari Doma administracija.
Saskaoa ar tradicijam un ligumu crielnieks sadem vienu treddaiu no vidoa
organizgto koncertu iendkumiem, turklat baznicas valde vioam apmaksa
ari dienesta dzivokia iri (piemgram, 1883. gada marta Bergneram dim
nolGkam atvclcti 200 rbi.). No baznicas kases tiek apmaksati ari vairaki
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Bergnera braucieni uz tolaik iecienito Karlsbades kdrortu veselibas nostip-
rinddanas labad. Dis uzo¢gmigais virs nu ar visu sparu iesaistas jaunaja
pasakuma.

No 90 Iidz 124 reiistriem

1881. gada rudent sékas sarakste starp Rigas Doma administraciju
un Ludvigsburgas crieiblves firmuE. F. Walcker & Cie. 1881. gada 10.
novembrf inspektora kungs tuvak inform¢ Doma administraciju par dis
firmas iepriekd veiktajiem darbiem. Viod iepazistina ari ar Valkera firmas
Rigai piedavato dispoziciju un tas sastadito tami ¢rieiu jaunblvei a90
balsim, 4 manuéiiem un 2 pedaia nodalijumiem. Vairakas nakamajas
sanaksmgs lieta tiek virzita talak. Runasviri un Doma kases turctaji uzzina,
ka skadojuma kamertonis bds t. s. oriestra skadojums Pariser-Normal-
Orchester-Ton). Norit debates par mdra nojaukdanu aiz veca instrumenta,
lai iegQtu vietu jaunajam, apjoma krietni lielakajam. 1882. gada pirmaja
pusg tiek veiktas pirméas naudas operécijas, uzrakstiti garantijas raksti,
uz Valkera firmas bankas kontu tiek parskaitita pirmé iemaksa — 25 t0k-
stodi reihsmarku.

Bet — apetite rodas ¢dot1882. gada 14. jinija sanaksmes protokoli
saglabajudi, 0k, kdda satura vestuli, kas adrescta Valkera firmaiCriel-
nieks Bergners izteicis vglgdanos Jums pasititas ¢rieles ar 90 skaou balsim
papladinat [idz102 balsim. Administracija piekrit 8im ierosindjumam un
uzoemas samaksat noteikto summu 3000 marku apmgcra ar noteikumu
16./18. novembri 1881. gada noslcgtaja kontrakta mingto izgatavodanas
termiou nenovilcinat. Vgstulei pievienota arf papildinata crieiu dispozicija
(Doma administracijas protokoli : 469-475).

Te japiezime, ka 19. gadsimta vid( lidz ar t. s. romantiska stila ¢riel-
blves sakumu Eiropé vgrojama tieksme blvct arvien lielakas ¢rieles. Pat
sékas tada k& sacensiba starp pasaules redzaméakajam firmam, kuru vidQ
ir art Ludvigsburgas meistari. Jau ar 102 balsim Rigas Doma crieles
b(tu parspcjudas citas tolaik lielakas: Leipcigas Nikolaja baznicas (Fridrihs
Ladegasts, 1862; 85/IV, P), Libekas Marija baznicas (Johans Fridrihs
Bulce, 1854; 86/1V, 2P), BostonadMusic Hall (E. F. Walcker & Cie.,
1863; 89/IV, 2P), Ulmas katedréles E. F. Walcker & Cie., 1857; 100/
[ll, P) instrumentus. Tomgr sacensibas gars ir atmodinats: 1882. gada
14. septembri inspektors zido, ka ¢rielnieks Bergnera kungs ir ierosinajis
Doma ¢rieles bavct vel par 18 balsim lielakas, neka lidzdingja kontrakta
teikts. Valde nolemj nosiitit Valkera firmai IGgumu par blvcgjamo crieiu
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papladinddanu no 102 [TdZ.20 reiistriem . Papildus apmaksu 6300 rubiu
apmcra garantg privatpersonas.

Firmai acimredzot nekas nav bijis preti. V¢l vairdk — lai pasaules
lielako crieiu bavctaja gods bltu garantcts ar uzviju, td no savas puses
vcl pievieno éetrus reiistrus, lidz ar to oficialais reiistru skaits, kas figurg
atkladanas laika dokumentos, irl24 reiistri .

Tanuredli 1882. gada nogalg Ludvigsburgéa sékas jauno ¢rieiu blve,
bet Rigd Doma administracijas s¢dcs regulari tiek parrunatasrieiu lietas.
Piemcram, 1882. gada 15. novembri sanékudie apspriep jautajumu par
prospektu. Apcergjudi Valkera piedavajumu nojaukt veco un blvct jaunu
prospektu p¢c Ulmas Doma parauga, runas Vviri tomgr nolemj paturct
veco ¢riefu fasadi. Un labi, ka t& — ja bltu nomainits, tad m¢s nevarctu
vairs lepoties, ka Rigas Doma saglabats crieiu prospekts, kura pirm-
sakumi datcjami ar 1594. gadu!

1883. gada pavasari aktuals Kilst jautajums par veco ¢rieiu nojauk-
danu, lai atbrivotu vietu jaunajam. Doma administracijas uzticibas persona
ir jau pieminctais Augusts Martins, kura darbu tobrid turpina vida dcls
un amata mantinieks Emils Martins (1848—1922). 1883. gada 22. marta
valde nolemj veco c¢rieiu nojaukdanu uzticct vioam. Nolemj arf, ka septioi
Doma crielcm nesen pievienotie, v¢l lietojamie Augusta Martina reiistri
tiks nodoti Rigas pilsgtas meiteou iimnazijai, lai tas aulas balkoné varctu
uzbdvct mazas c¢rieles, kas nedaudz v¢lak arf tiek paveikts. Veco ¢rieiu
detaiu piederibas jautajums v¢l paliek atklats, taéu Emils Martins darbo-
jas—to apliecina ieraksti par vibam izmaksatajam algas summam Doma
kases gramata 1883. gada pavasari.

1883. gada aprili Baznicas valde Vilhelmam Bergneram apmakséa
ceia izdevumus braucienam uz Ludvigsburgu — acimredzot, lai viod uz
vietas redzctu, ka rit darbi, un precizc¢tu turpmékas sadarbibas planu.
Savukart Riga 1883. gada jllija s¢d¢, kurd pieaicinati Rigas labakie
arhitekti, k& art Domam piesaistitais inpenieris, uzvarda Bekers, viri spriep
par steidzami veicamajiem uzdevumiem. Tiek noradits, kautekius radodi
darbi pc¢c jauno ¢rieiu uzstadidanas vairs nebls iespcjami, tadci tie javeic
talit, vasaras m¢nedos.

Jaunbivctas Rigas Doma crieles 1883. gada vasara tiek uzstaditas
publiskai apskatei firmas darbnicéa Ludvigsburgd, kur Eberharda Fridriha
Valkera (Walcker, 1794-1872) dibinato uzogmumu tobrid vada vidoa
pieci d¢li: Eberhards Heinrihs, Johans Fridrihs, Kéarlis, Pauls un Hermanis.
Pauls Valkers (1846-1928) atbild par instrumenta tehnisko montéapu.
Fricis (t. i., Johans Fridrihs) Valkers (1829-1895) ir specializgjies stabuiu
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intoncdana, bet Karia Valkera (1845-1908) zida ir ari visasnenedpmenta
lietas. Ludvigsburga uzcelta crieiu montapas zale ir patiesi grandioza —
80 m gara, piecstavu méjas augstuma. P¢c tam instruments tiek demontcts,
sapakots un no Libekas ostas ar tvaikonLivland péarvests uz Rigu. Ne-
parasté krava sasniedz tagadcjo Latvijas galvaspilsctu 20. augusta. lerodas
ari Kérlis un Pauls Valkeri. Sakas instrumenta montapas darbi Doma.

Sagadas, ka vienai no aktivakajam vacu amatierbiedribanRigaer
Liedertafel 1883. gada rudent aprit 50 gadi un ta vclas sarikot jubilejas
koncertu Doma baznica. Administracija dod atiauju, tomgr stingri nosaka,
ka jaunas crieles pirms to iesv¢tidanas spclgt nedrikst. Acimredzot jubi-
lariem jéiztiek ar pavadijumu, kuru ¢rielnieks spclg uz harmonija. Te nu
jarciinas ar Paula Valkera izvirzitajiem noteikumiem. Ari 1883. gada
10. decembra sc¢dg¢ ar vida lidzdalibu tiedi runats par ¢rieiu lietodanas
noteikumiem lidz jaunbdves pilnigai pabeigdanai.

Ta k& Vecrigas ielas 80. gadu sdkuma jau ir ierikots gazes apgais-
mojums, Valkeri nolemj gaisa piedzidai izmantot gazes motoru ar turbinu.
1883. gada decembri Doma torni uzstada gézes motoru, ieriko pievadu,
uzbdvg ipadu skursteni sadegudo gazes daiu izvadidanai un ieras pie into-
nc¢danas darbiem, bet janvara sakuma nospraup nu jau galigo ¢rieiu nodo-
danas datumu un laiku. Nosaka, kuras personas b0tu jaaicina uz instru-
menta piedemadanas ceremoniju. Nolemj, ka no firmas puses tas bds Karlis
Valkers. Spriep par pirma koncerta rikodanu un ielddzamiem viesiem.

Nun danket alle Gott ...

Crieiu iesvctidana notiek 1884. gada 19. janvarl (pcc veca stila).
Sikaki apraksti par tas norisi gan nav saglabajudies, bet koris noteikti
piedalijies, jo katram kordziedatajam par dalibu ¢rieiu iesvctidanas cere-
monija samaksati 14 rubii.

Vakara, pirmaja koncerta, spclc Doma crielnieks Vilhelms Bergners,
Jelgavas crielnieks Radolfs PostelisRostel 1820-1899) un Pcterburgas
Konservatorijas ¢rieiklases vaditajs Luijs Homiliuss Homilius, 1845-
1908). Viou ar Rigu vieno ipada saikne — Homiliusa crieiklas¢ spcles
prasmi apguvudi vai visi P¢terburgé studcjudie latviedi. Svetku programma
iekiauts ari Ferenca Lista veltijums Rigai — koréia fantazijaNun danket
alle Gott (Lai Dievu visi teic) ¢rielcm, viru (vai jauktam) korim, divam
trompetcm, trim tromboniem un timpéaniem. Par do darbu, kas sacergts
1883. gada maij4, Lists 20. maija v¢stulg KarolTnai Vitgendteinai raksta:
Poreiz man nav pgl, ka apsoliju sacerct korali “Nun danket alle Gott”,

125



Mazikas zinatne dodien: pastavigais un mainigais — IV

kas kalpos 120 000 marku ve¢rto milzu ¢rieiu atkladanai Riga. Bis mans
skaodarbs ilgst desmit mindtes, bet prasija man vairék k& nedgiu darba,
jo izmaiou d¢i nacas parrakstit to divas reizes. Toties tagad man o7 kom-
pozicija liekas ganaizdevusiefranz Liszt's Briefe1898: 380). Jaundarbs
izskan simboliski — ar pateicibu Dievam, kurd sekmigi iavis lielo darbu
pabeigt. Tas veidots lietpratigi, jo Ferencs Lists, iepriekd noskaidrojis,
k&das iespgjas piedava Valkera jaunais opuss, savas kompozicijas vidus-
daia tiedi paredzgjis un notis noradijis, kadu reiistru izmantojums kura
posma vclams. Un, protams, tas izskan dipeni un svinigi — jo skaddarba
noslcgumatutti ¢rielgm pievienojas ne vien kora un metala pldaminstru-
mentu, bet ari zvanu gaviles.

Taeu svctki paiet atri, un jau 1884. gada 24. janvari draudzes padome
velk kopa rc¢iinus: runé par bavdarbiem baznicé, kuru d¢i novilcindjusies
¢rieiu pabeigdana un pas(titajiem radudies finansiali zaudgjumi. Spriep
par gala norciiniem ar Valkera firmu, kam v¢l jasavac noligta naudas
summa. Tiesa, lidzekii jau vakti visus beidzamos gadus — Doma baznicas
kases gramatas lidzas tadiem kontiem k&emontdarbi, Algas, Apkure,
Tres maksas Gazes apgaismodana\psildidana Nabadzigo apripe Doma
draudzes skola Doma kora/svgtku mizikas konts pastav ari aileCrieiu
konts. Taja tiek iegramatoti gan ziedojumi, gan koncertienakumi. Ir
visparigi davinajumi, bet ir ari ziedojumi konkr¢tiem mgriiem: piemgram,
k&ds Rihards Pole Pohle) ir ziedojis balkona aprikojumam nepiecie-
damajiem éuguna balstiem. Te tiek atzimgcti ari ikdienas iendkumi, pie-
mc¢ram, no kdzam un bgrem, tostarp ari no bgru ratu izirgdanas.

Detalizgti izkalkulgtas arf ar kdzu ceremoniju rikodanu saistitas sum-
mas. Te baznicas iendkumus veido gazes apgaismojums — 10 rbi., liela
tepiia nokladana — 3 rbi., ¢rieiu spgle — 5 rbi. P¢c klientu vglgdanas var
pas(tit nevis pilnu, bet pusapgaismojumu, tas maksa uz pusi Igtak. Ja nu
kazinieki pavisamknapinas, tad ceremonijai var pastit nevis pilnu ¢rieiu,
bet tikai ¢rieiu pozitiva sp¢li. Tomgr art daja gadijuma kaut kas iekrit
Crieiu konta.

Lielakas ceribas lidzekiu ieguvei saistas ar koncertienakumiem, jo
koncertu ir daudz un jauno ¢rieiu slava vilina gan sp¢lgtajus, gan klausi-
tjus. 19. gadsimta beigas un 20. gadsimta sakumé Doma notiek intensiva
koncertdzive, turklat regulari koncertcikli un muzikali vakari te skudies
talit pce ¢rieiu uzblvedanas. SAkuma koncerti notikudi pat vidgji divreiz
nedcia. 1884. gada janvéara koncertu iendkumi (tiré& peiodaj;rieiu konta
ienes pravas summas — 1890,57 rbi. 1092,25, rbi., 160.00 rbi. Marta
koncerti jau mazék — 74,28 rbi., 94,12 rbi., tad 74,40 un 60.00 rubius.
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Maija katrs sartkojums vidgji dod 40-50 rubiu peiou. Zindmu atspaidu
draudzei sniedz ari ied¢gmumi no Rigas-Dinaburgas dzelzceia akcijam —
ne velti viens no koncertiem (1886. gada 28. februéri) tiek sniegts | Dzelz-
ceia grupas darbiniekiem.

R0pes parkaralisko audpubg¢rnu

Bet naudioa ir vajadziga, jo parkaralisko audpubgrnuridziniekiem
nu vajag pienacigi ripcties! Ta piemcram, 1884. gada 22. februari par
madinistu gazmotora apkalpodanai tiek piedemts darba kads mehaniiis,
varda Fridrihs Augusts Ketners Kettner). Savukart Jozefam Mateckim
(Matetzky) par ¢rieiu skadodanu no 1. janvara lidz 1. aprilim izmakséati
75 rbi., tikpat arl par nakamajiem trim m¢nediem. Taéu 1884. gada
20. marté inspektors zioo, ka sao¢cmis no Valkera firmas vgstuli, kurd
teikts, ka firma vclctos uzticct jauno c¢rieiu skadodanu savam darbiniekam,
kurd dzivotu Rigéa un par darbu sademtu gada honoraru 300 rbi. apmgra.
Vclgcdanas tiek akceptcta, un 18. maija s¢dg inspektors prezentc ar Valkera
firmu noslgdzamo c¢rieiu apkopes liguma projektu. Ligums bijis spcka
vairakus gadus, jo v¢l 1888. gada par ¢rieiu skadodanu 75 rbi. ceturksni
makséati Hermanim Valkeram (1850-1926) — jaunakajam no pieciem
bréiiem Valkeriem.

Padargas, bet nepieciedamas izmaksas saistitas ar ¢rieiu apdrodina-
danu pret ugunsgregku. Pirmais dads ligums slggts 1888. gada 22. septembri
uz gadu par 45 000 rbi, iemakséajot 126,88 rbi. V¢lakajos gados apdro-
dindjums noslid uz 30 000 rbi., bet iemaksa uz 85,05 rbi.

Lidzekius prasa ari dapadasadziviskasakcijas. Piem¢ram, 1895.
gada 5. augusta dekoratoram un tapsctajam V. Jansonam samaksati
10 rbi. par ¢rieiu, kanceles un citu vertigako interjera priekdmetu apseg-
danu ar drghes parklajiem, lai baznicas remonta laika tos aizsargatu no
putekiiem. Savukart 1897. gada oktobri 10 rbi. prasijusi purku izdzidanas
akcija no c¢rieiu apblves un plgdu telpas.

Tomgr to visu atsver muzikalais ieguvums — biepi un reguléri ta laika
lielako vacu avipuRigasche Stadtblatter Rigaer Tageblattun Zeitung
fur Stadt und Land slejas paradas sludindjumi par koncertiem Doma.
Visaktivak to sp¢lcdana un rikodana lidzdarbojas pats Vilhelms Bergners.
Taéu it reguléri pie jaunajam crielgm scstas ari citi. Piemcram, 1884.
gada 29. septembri notiek jau tredais crieikoncerts ar franéu komponista
Aleksandra Gilmana (Guilmant) piedalidanos (pirms tam jau izskancjudi
divi &1 ievgrojama atskaootajmékslinieka koncerti Doma), bet 1887. gada

127



Mazikas zinatne dodien: pastavigais un mainigais — IV

29. septembri uzstajas latviedu ¢rielnieks Radolfs Griviodgriwing ). Biepi
koncertu rikotaji Domé ir Rigas Baha biedriba. Un, ka teikts dokumentos,
fres maksa oadiem sarikojumiemfr die Oratorium ) ir 75 rbi. par ¢rieiu
lietodanu un 22 rbi. par apgaismodanu.

Svarigi atzimgt, ka Valkera meistardarbs — Rigas Doma crieles —
jau tolaik guva pladu rezonansi Eiropas ¢rieispecialistu aprindas, tas tika
pieminctas daudzas crieiblves gramatas. Karla Lohera gramata par crieiu
reiistriem Erklarung der Orgelregister mit Vorschlagen zu wirksamen
Register-MischungerRigas Doma instruments piemingts 21 reizi (Locher
1887). Hugo Rimaoa gramata Katechismus der Orgelsniegta Doma
¢rieiu pilna dispozicija un izvgrsts apraksts (Riemann 1888). Arf presg
sastopamas jismigas atsauksmes — gan klausitaju, gan crielnieku rakstitas.

20. gadsimta sdkuma pérveides un jauningdjumi Rigas Doma

Rigas Doms, tapat k& pati Riga, nekad nav bijis lidz galam uzcelts
un nemainigs. Visu laiku tur ticis kaut kas uzlabots, remontcts, parbvcts.
Pladi izpgtes un rekonstrukcijas darbi Doma notikudi 19. gadsimta beigas
un 20. gadsimta sdkuma arhitektu Karla Neiburgera (Neuburger), Vil-
helma Neimaoda (Neumann) un profesora Karla Mormaoda (Mohrmann)
vadiba. Misdienas katram pazistamais, skaistais jigendstila vestibils ir
izveidots 1896.—1897. gada. Bet kapnes, kas ved uz c¢rieiu luktu, ir papla-
dinatas un izblvctas 1906.—1908. gada. Tad pat ari dokumentos piemincta
maza balkona nojaukdana un Valkera blvcto ¢rieiu ceturtd manuéia
vcjlapu un stabuiu parceldana uz lielo balkonu. Tas vispirms novietotas
augacjas luktas ziemeiu arkadg, bet vclak, kad vgjlades parveidotas par
pneimatiskas sistcmas vcjladecm un prospekts par pusotru metru pabidits
uz priekdu, ceturtd manuaia stabules parvietotas ¢rieiu pada augdcja stava.
Dajos parblves darbos galvenais meistars bijis Emils Martins.

Bdtisks jaunums ir 1906. gada pilsctas padomnieka K. Hartmaoa
(Hartmann) izteiktais priekdlikums: ugunsdrodibas apsvegrumu d¢i nomai-
nit gazes motoru pret elektromotoru, kas tuvékajos gados tiek izdarits,
samaksajot par to 300 rbi.

Bis parblves un parveides piesaka moderna, tehniski jaunu sasnie-
gumu zimogota laika sdkumu, bet reiz¢ ari visai batiski maina Valkera
orilindlieceri. T&, protams, ir sakritiba, bet tiedi daja laika Vilhelms Berg-
ners, kurd bijis Doma c¢rielnieks gandriz 40 gadus (no 1867) un Valkera
jaunblvei atdevis tik daudz savas sirdsdegsmes un eneriijas, sék slimot.
1906. gada 16. septembri Bergners [0dz administraciju atbrivot viou no
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amata un piediirt pensiju. Bet p¢cc gada pensiju jau sadem crielnieka
atraitne Katrina Bergnere...

Par Doma c¢rielnieku pcc Bergnera naves kiGist Haralds Kreicburgs
(Kreutzburg/Creutzburg, 1875-1948), kurd pcdcjos gados jau ne reizi
vien aizvietojis savargudo Bergneru. Koncerti notiek, taeu ari padam
Kreicburgam katru reizi jaraksta I0gums Doma administracijai iaut sarikot
mazikas vakaru. Un nosacijumi mainés atkarib& no dapadiem apstakiiem:
visbiepéak to rikodanu atiauj, atlidzibai prasot vienu treddaiu no koncert-
iendkumiem vai vismaz 100 rbi. par telpu iri, apgaismojumu un pargjiem
pakalpojumiem.

* * %

Nakamie lielakie ¢rieiu remonta un restauréacijas darbi Doma noti-
kuoi 20. gadsimta 50. un 60. gadu mija, p¢c tam — 80. gadu sakuma.
Doma draudzes pc¢dgjais ¢rielnieks no 1955. lidz 1958. gadam bija Niko-
lajs Kaéalovs (1911-1996), Latvijas Konservatorijas absolvents, Jazepa
Vitola skolnieks. Tad dievnamu parogma valsts un taja tika ierikota kon-
certzéle. Crieiu remontu un atjaunodanu tobrid veica vacu firmaHermann
Eule. Savukart 80. gados, Valkera ¢rieiu simtgadi sagaidot, instrumenta
restauraciju veica holandiedu firmaFlentrop Orgelbow B.V.-Zaandam,
piedaloties Latvijas ¢rieimeistariem Gunara Dalmaoda vadiba. Pcc dis
restauracijas pastavigajiem ¢rieimdzikas apmeklctajiem nacas pierast pie
instrumenta cita arcja veidola: no jauna atkal tika uzblvgts mazais balkons
un uz ta novietotas IV manudia v¢jlades, stabules un mazais spcles galds.
T4, ké tas bija Valkera bOves pirmveida.

Nu jau atkal pagajudi trisdesmit gadi. Un specidlisti, tostarp ¢rieiu
vgsturnieks un restaurators Mikus Dzenttis, spriep, ka atkal jadoma par
nakotn¢ veicamiem darbiem. Par pamatigu tiridanu, jo pilsctas, kur pu-
tekiu cirkulacija ir daudz lielaka, instrumenti atrak piesaroojas. Viod ari
uzskata, ka agrak vai vclak vajadzctu tas stabules, kas padlaik neatbilst
Valkera oriiindlmenz{ram, nomainit ar tam atbilstodam. Btutgartc ir
“Walcker” arhivs, kuré varctu mekict oriiinalos izmgrus. Vai arf par
paraugu 0emt k&da cita Walcker instrumenta stabules no ta laika perioda
spriep Mikus Dzenitis (2011: 25).

Viod dobrid ir viens no rosigakajiem un zinodakajiem crieilietu spe-
cidlistiem Latvija un tam apliecindjumi nav talu jameklc. Vien jaatver
timekia viethe www.music.lv/lek, kur atrodams Latvijas ¢rieiu katalogs,
kuru Dzenitis veido kopa ar ¢rieimeistaru Alvi Melbardi un datorgrafiii
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Kasparu Putriou. Savukart par Rigas Doma c¢rielgm tuvaka informacija,
k& ari tuvplana vizuals priekdstats ir ieglstams, ieskatoties Doma baznicas
majas lapa, kurai informaciju sagatavojis ¢rieimeistars Viesturs llsums
un Mikus Dzenitis. Bet par 61 mdsu unikala vglina romantisma laika
¢rieiblves pieminekia skancjumu varam parliecinaties Doma regulari
notiekodajos koncertos.

Doma baznicas méjas lapa lasdamRigas Doma un Vines Votiva
baznicas crieles[uz pusi mazéks instruments par mdsgjam 4. G.] ir
vienigie no 19. gs. Valkera lielajiem instrumentiem, kas saglabajudies
neparblvcti (Rigas Doma criele9. Ta ir daia no Latvijas kultOrvgstures
mantojuma, par kuru esam atbildigi ari ndkamo paaudpu priekda.

New Facts about Walcker Organ in Riga Cathedral
lima Grauzdida

Summary

A quarter of a century has passed since a monograph dedicated to
Latvian organ culture Takstod mg¢lcm c¢rieles spc¢lg(Organ Plays with a
Thousand Tongues Riga: Liesma, 1987) written by the author of this
article was issued. Significant changes have touched the life of organs of
Latvian churches. New facts are gathered considering the history of both
Latvian organ culture in general and our pride — the organ of Riga
Cathedral (Rigas Domsg. In a scattered fragmentary way they are kept
in materials of Latvian State Archives [atvijas Valsts arhivg —documents
of administration of Riga Cathedral, accountants’ books, minutes of board
meetings. Serious research of these documents is being carried out, with
participation of organ masters Viesturs llsums, Mikus Dzentitis, Alvis
Melbardis et al.

The aim of this article is to share the acquired information with the
reader, add new details to the facts drawn in the monograph, which lets
to illuminate the time when Walker organ was built and the first decades
of the instrument’s life in Riga Cathedral.

The first bigger organ was built in Riga Cathedral at the turn of 16™
and 17" centuries. In 1601 a new instrument with 3 manuals and 42
registers started to sound there. The prospect of that instrument at the
moment fills the middle part of the prospect of the organ of Riga Ca-
thedral. In the following centuries the organ was rebuilt and enlarged
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several times. In the documents of Cathedral administration, entries about
contracts with organ caretakers and sums of money paid to them occur
regularly. Along with foreign masters also the contribution of Riga organ
builder August Martin (1808-1891) is considerable in the history of the
Cathedral instrument.

The starting point for the new organ built by E. F. Walcker & Cie.
is September 4, 1881, when the inspector of Cathedral administration
informs Riga town councillors that the organ built in 1601 has fallen
into disuse. A decision is taken to build a new organ and in fullfilment of
it an active part is taken by Riga Cathedral organist of the time Wilhelm
Bergner (1837-1907). Due to his direct participation during the period
from autumn 1881 till autumn 1882 the number of planned registers
grows from 90 to 124. At the opening — January 19, 1884 — this is the
largest organ in the world.

The article discloses different events which took place in Walker
workshop in Ludwigsburg and Riga: it reads about five Walker brothers
who worked in the company during the period when Riga organ was
built, about how Riga townsmen themselves had to make the cathedral
ready, how the succession of works was planned (because all work creating
dust had to be done before the instrument was installed), about the
decision to use gas motor with turbine for air feeder (as there was gas
lightin Old Riga in early 80-ies of the 19" century!), about Franz Liszt's
choral fantasy Nun danket alle Gott, which was specially composed for
the consecration ceremony of the organ. Eloquent facts are kept in
Cathedral accountants’ books. Different expenses connected with the
organ are recorded there. For example, ensurance against fire, hiring of
permanent caretaker, payment of different repairs, even getting rid of
rats in the swell-box of the organ. Also income is recorded: from wedding
and funeral ceremony customers, from donations and contributions. But
most of all — from concerts which in the first years of existance of Walker
organ were very many and moreover — they were well-attended.

Briefly marking a few facts from later periods of the instrument’s
life (reconstruction at the beginning of the 20" century, repairs in late
50-ties, restoration in the original variant in early 80-ties) the conclusion
is emphasized that the organ of Riga Cathedral is a unique instrument.
At the moment it is one of the most expressive and stylistically pure
monuments of romantic organ building in the world.
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kirchen-Hausern nebst Notizen von Arch. Neumann(1896-1915). F 1426-
1-482

Administrations-Rechnung der Dom-Kirchen-Cassa pro 1883 F 1426-1-286

Administrations-Rechnung der Dom-Kirchen-Cassa pro 1884 F 1426-1-286

Belege fur das Renovations-Conto der Domkirche(1895-1896). F 1426-1-54

Cassa-Buch der Dom-Kirche(1883-1894). F 1426-1-112

Cassa-Buch der Dom-Kirche(1900-1907). F 1426-1-113

Doma administracijas protokoli . F 1426-3-6

Journal der Domkirchen Administration (1853-1885). F 1426-3-5

Interneta avoti

Latvijas ¢rieiu katalogs. Sast. Mikus Dzenitis. www.music.lv/lek (10.01.2012.)
Rigas Doma crieles Sast. Viesturs llsums un Miks Dzenitis. www.doms.Iv/
resources/RDP_Gidu_seminars (10.01.2012.)

2 Peit un turpmak Latvijas Valsts arhiva materialu apraksta pirmais skaitlis
pcc burta F apzimg fonda, otrais — fonda apraksta, tredais — lietas numuru.
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Jazepa Vitolaienékdanalatviedu sabiedriba:
raksti latviedu periodika lidz 1918. gadam

Mag. art. Zane Prc¢dele
Jazepa Vitola Latvijas M0zikas akad¢mijas doktorante

Jazepa Vitola (1863—-1948) Pcterburgas dzives periods ta isti iesékas
1886. gada, kad viod ar mazo zelta medaiu absolvg Pcterburgas konser-
vatoriju un uzreiz tiek uzaicinats par tas pedagogu; dadu godu jaunais
latviedu mQziiis konservatorijas nekrievu absolventu vid{ izpelnijies pir-
mais. Vecumdienas Vitols raksta sava autobiogréfijaTie bija divi: Rim-
skis-Korsakovs un Davidovs, kas ar vienu vardu man atvcgra darba un
goda pilnas nakotnes vartus, man — latvietim(citcts pcc: Vitols 1988: 83)

Savukart Jazepa Vitola iekiaudanas latviedu sabiedriba ir sarepiits
process, jo b¢rniba aizvadita Jelgavas vacu kultdrvidg un studijas nori-
tcjudas jaunkrievu skolas ietekmes sfcra Pcterburgas konservatorija.
Raksta gaita ieskicgti komponista izraudzitie tuvinadanas ceii latviediem.
AplQkota arf vida tautisko ideju dinamika preses avotu liecibas lidz bridim,
kad 1918. gada Vitols apmetas Riga uz pastavigu dzivi.

Atgriezisimies 19. gadsimta 80. un 90. gadu mija. Daja laika Vitols
kopé ar Andreju Jurjanu Rigas Latviedu biedribas Mizikas komisijas
uzdevuma piedaléas folkloras vakdanas un seno instrumentu iepazidanas
ekspedicijas. Kopd 1888. gada viod iesaistas Vispargjo latviedu dziesmu
svctku kustiba — vispirms k& komponists, vglak ari k& virsdiriients un
svctku Rictbas komitejas loceklis. Kopd 1891. gada augusta nakamais
Latvijas Konservatorijas rektors reguléari piedalas Mizikas komisijas
organizctajos Rudens koncertos k& atskaootajmakslinieks.

Latviedu sabiedribas apzioa Vitols iendk caur ioti dapadiem periodi-
kas avotiem, jo skar pladu sabiedriski aktualu tcmu loku. Jau 1892. gada
komponists purnalaAustrumst regulari public¢ savas profesionali vgrigas
recenzijas par tobrid aktualiem nodu izdevumiem. Otrs Vitola iecienits
medijs, kuré viod 1895. gada detalizcti un art kopuma slaveg Jelgavas
Dziesmu svctku (1895) kvalitati, ir Riga izdotais Baltijas V¢stnesis— poli-

! Maskavas latviedu dibinats purnals, kas tapis ar merii veicinat literatQras,
valodas un sabiedriskas dzives attistibu Latvij; t& izdevcjs un redaktors bija jaun-
latviedu ideju parmantotajs Jckabs Velme (1855-1928) (Grigulis, Treijs 199282).
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tisks, sabiedrisks un literars laikraksts. Tredais preses izdevums, kura
komponists kopd 1908. gada regulari publicgjas, ir Latviedu konstituci-
onalas demokratiskas partijas laikrakstsLatvija — turigas pilsonibas ide-
oloiijas veidotajs un vaditajs (Grigulis, Treijs 1992: 249). Taja Vitols
nav vairijies atklati runat par mazikas makslas angapctibu politiskiem
mcriiem un savu iecercto apolitisko nostaju.

Zimigi, ka biepi vien publicc¢tajos rakstos, vgstulgs un skaodarbu
manuskriptos Vitols norédda dapadas savas tabripa atradanas vietas — Pcter-
pili, Zareéji, Krimas kdrortu Sakos un Koreiz4, Lisiéansku, Arhangeisku
u. c. Tomg¢r komponista biogréfijas izpgte liecina: fiziska atradanas arpus
dzimtenes perioda lidz 1918. gadam vidam netraucg batiski veicinat naci-
onalo elementu attistibu latviedu mazikas kult(ré; galvena loma te ir Vi-
tola daiirades estctikai un uzsaukumiem presc. Interesanti, ka 1911. gada
5. novembri, P¢terburgas konservatorijas Lielaja zal¢ atzimgjot skadrapa
25 gadu darba jubileju, sv¢tki vainagojas ar ziedojumu vakdanu; 8o ieceri
latviedu sabiedribas parstavji isteno, lai iegadatos zemes fpadumu Latvija
un davatu to komponistam vioa atpdtas bripiem brivlaikos un vecum-
dienas(Talivalds 1911). Vitols ir latviedu inteliiences sabiedribas zenita
jau 1911. gada, un dis augstsirdigais pests no tautiedu puses norada uz
vidam adresctu aicinajumu bdt Latvija starp savgjiem. Acimredzot cgla
ideja nevar vcl realizcties, un uz Vitola lauku majam krietni jagaida, jo
Latvijas valdibas piediirtajas GaujienasAnnioas Vitoli pavadija vasaras
un sv¢tku brivdienas no 1922. lidz 1944. gadam.

Turpindjuma pladak pakavgsimies pie atsevidiiem Jazepa Vitola
rakstiem latviedu periodika. Paja laikposma to kopskaits nedaudz par-
shiedz trisdesmit, un panru loks ietver polemikas, problgmrakstus, recen-
zijas, rakstus par mizikas darbiniekiem un Vitola pateicibas.

Polemikas panru autors nav sevidii iecienijis, tom¢r dapkart 19. un
20. gadsimta mija viod tam pievgrsies. lesakums mekigjams 1895. gada
vasara laikraksta Baltijas V¢stnesis Vitols reai¢c uz Nikolaja Alunana
nepatiku par vibam adrescto, lai gan visai saudzigi pausto kritiku; tas

2Viens no nozimigakajiem latviedu pilsoniskajiem izdevumiem; té izveidotajs
un pirmais redaktors bija jaunlatviedu kustibas dalibnieks Bernhards Diriiis
(1831-1892). Baltijas V¢stnesisdibinats 1868. gada. bis laikraksts, lidzigi ka
pirmé& latviedu dienas avizeRigas Lapa(séka iznakt 1877 Diriia izdevuma un
redakcija, 1880. gada 1. jalija redakciju parogcmaBaltijas V¢stnesig, par galveno
uzdevumu izvirzija tautisko centienu aizstavibu Konversécijas vardnical911:
3426-3427).
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objekts ir Alunana tobrid vien divas burtnicés izdotais méacibu lidzeklis
Kora dziedadana. Paméaciba ka kora dziedatdji izglitojam{1. burtnica
1894, 2. burtnica 1895). Vitols savas teorgtiia piezimes atiavies, apzi-
noties, ka piecu gadu gaité jau pats uzkrdjis pietiekamu pieredzi koru
vadidana. Bi polemika, iespgjams, kilst ari par pirmo diskusiju solfedpo
pedagoiijas joma latviedu kora kult(ra. Alunans visai kategoriski aicina
Vitolu dapas no public¢tajam piezim¢m atsaukt (Alunéans 1895). Savukart
Vitola atbilde iezim¢ mazliet pladaku problgmas kontekstu:

Pateicoties 8addam prasijumam, esmu piespiests atkapties no lidz dim
ieturcta principa, nekad atklata debatc jeb polemika neielaisties jebkadu
pres¢ manai personai izsacitu parmetumu dgi. Tamdgi ari Alunéna kgs
mani atvainos, ja doreiz visus principus un pedagoiiskus jautajumus
atstaju neievgrotus|..]. Ka dinf mums visiem dargaja darbu lauka ego-
ismam vai citddam personigam interes¢m vietas nedrikst bdt, no tam,
domaju, esam visi parliecinati ari bez drukatiem vardiem(Vitols 1895).

Cita polemika risingjusies pc¢c septidiem gadiem —ta aizsakusies 1902.
gada 18. decembri. Kreisa laikrakstaDienas Lapas redakcijai Vitols
adrescjis piezimi par kaddas c¢rielnieces Tijas Tipaines jaunkundzes kon-
certa afidas piesavinato tituluPcterburgas konservatoriste Autors infor-
mc¢, ka jau kopd 1898. gada februéra Tipaine ir atskaitita no konservato-
rijas studentu rindam nepietiekama talanta d¢i, un paskaidro, ka tadgjadi
vi0d aizstav Pcterburgas konservatorijas méakslas goditols 1902a).
Uz do rakstu 20. decembri reaic ¢rielnieks un komponists Oskars Bepskis,
kurd Vitolam aizrada: pcdgjos astooos gados Riga bijudas tris brivas
crielnieku vietas, taéu neviens Pcterburgas konservatorists tas nav ieguvis,
jo visi zaudgjudi sacensibu cioa ar Irlavas seminaristiem. Oskara Depska
atbilde diietami apliecina brivmakslinieku — P¢terburgas konservatorijas
absolventu — apdaubamo konkurctspcju mazikas dzive, ar ko saskaras
latviedu sabiedriba (Pepskis 1902). Driz Vitols adresc atklatu vgstuli
notikuma iejauktajai ¢rielniecei Tipainei (Vitols 1902b) un spopi argu-
mentcti atbild Bepskim, atklajot iemeslus, k&pc¢c Pcterburgas konserva-
toristi netiek piedemti ¢rielnieku amatos Sv. J¢zus baznicd Riga un
Sv.Annas baznica Liep4ja: piemc¢ram, kandidats Pauls Jozuus pat nav
ticis iellgts uz d6adu noklausidanos un jaunie konservatoristi nemaz
negribot stradat Liepéja par zemu samaksu. Pieminot nevglgdanos 6o
polemiku turpinat, Vitols ironiski secina:

Jas tikai gribgjat izteikt savas domas par konservatorijam, konser-
vatoristiem un varbdt ari konservatorijas profesoriem. Es varctu Jums
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atbildct, izstastidams, ko doméaju par mQzikas skolam, kritiliem un liet-
pratgjiem provincg. Lai nu doreiz paliek(Vitols 1902c).

Oskara Bepska atbilde mazliet kavgjas Jaungada brivdienu dci, taéu
1903. gada 3. janvari viod Vitolam adresg tikpat mcritiecigi verstas iebil-
des iepriekd skartajos jautajumos. Peit Vitols publiski sadem ari vienu no
personiskakajiem aizradijumiem:

Jas, profesor, nosodiet Tipaines jkdzi, kad vioa latv. laikrakstos
saukta par “konservatoriste” un ne “bijusi konservatoriste”. Kadci JUs,
profesora kgs, pie sevim lietojat citddu mc¢ru ka pie cita cilvgka? Priekd
Jums un Sv. P¢terburgas konservatorijas Tipaines jkdze sagrckojusies,
kad vida sev titulu devuse, kuru vidai nest vairs nepienacés. Bet kad J0s
latviedu laikraksti jau daudz gadus par “profesoru” dgvgja, kamer Jis 6o
tituli tikai beidzamos gados dabdjat, kapcc tad JOs cietat glupi klusu?
(Bepskis 1903)

Uz do piezimi Vitols publisku atbildi nesniedz. No savas puses tomgr
gribctu piebilst: profesora grads Vitolam piediirts 1901. gada un, pctot
vioa rakstus latviedu presg lidz 1902. gadam, nav nacies ievgrot, ka autors
paraksta izmantotu profesora nosaukuma pagodindjumu vai kads cits
presc to parsteidzigi lietotu.

Treda zimigé polemika Vitolam izvgrdas ar Emili Melngaili par dziesmu
svetku programmas izvcli un svgtku komitejas ekspertu darbu 1904. gada.
Uzskatu sadursmes veidojas sakara ar Melngaiia parspriedumBiekto
dziedadanas svctku dziesmakas publiccts mgnedraksta®ustrums 7. burt-
nic4, ilgaja diskusiju starpposma starp IV un V Vispargjiem latviedu dzies-
mu svgtkiem (Melngailis 1904a). Vitols lidzas daudzam citam piezim¢m
laikraksta Rigas Avizel904. gada raksta: [.] koris labi dzied, ko viod
labprét dzied; esmu péarliecinats, ka no M. kga nopaiatas dziesmas,
Eaikovska “Leienda”, Baha “Ak galva asidaina”, Cimzes “Maza biju”
paudis mdsu dziedataju tautioas slavu, cildinas izpilditajus un klausitajus
vairék neka diez’ kdda patentcta, bet mlsu spckiem nepiemcrota mazika
(Vitols 1904a).

Melngalilis atbildg kritiz¢ Vitola, vida vardiem, tgvidii joviolo raksti-
bas stilu un paup savu ripigi sagatavoto pozicijas aizstavibu desmit apako-
punktos. Viena no punktiem viod bilst: [..] prof. Vitola kungs lieto vecveco
frazu: “dziedatdju tautidoa”. Nu, es nezinu, kas Latviediem par sevidiu
monopolu uz dziedadanu un miziku? Pitai padlielibai — “Latvju tauta
dziedatdja” — u. t. j. pr. — mQsu tagadcja laik&d nav taéu vairs vietas.
Romantiska laikmeta teikts daudz jauku un tukdu vardu, kuri tagad vairs
neskan(Melngailis 1904b).
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Melngaiia aizradijumus Vitols lietidii turpina atspgkot un pieklajigi
piedem pat kritifa aizradijumus par savam godalgotajam kompozicijam
iepriekdgjos dziesmu svetkos — dziesm#araimeita Melngailis parmetis
grOti uztveramu tekstu, Krivu krivam vienmuiibu un simfoniskajam
opusamLigo svctki neveiklu formu (Melngailis 1904a: 551). Atbildi uz
jautajumu, vai apzimgjumsdziedataju tautioa uz latviediem vgl attiecas,
Vitols atstaj katra pada zio& — lai domé, k& grib. Tomgr viod aizskarts
atzistas: [.] es labprat sev uzglabaju mazu daiiou, lai arf varb(t diezgan
maz pamatota, romantisma(Vitols 1904b).

Un patiesi: jau aizejodaja tautiskas atmodas laikmeta Vitols atrod
visai daudzpusigas iespgjas darboties latviedu kult(ras interes¢s. Argu-
mentgjot do t¢zi, vispirms maza atkape.

19. gadsimta nogal¢ latviedu valoda paradas pirmas enciklopcdijas,
kuru nosaukumos doming¢ apzim¢jumsKonversacijas vardnica un tas
pakéapeniski tiek izdotas burtnicas, broddras, krajumos vai s¢jumos. Jau
dajos mazajos izdevumos iekiauti nacijas raksturojumam veltiti diirkii —
piemg¢ram, latvju tauta vai latviedi, Rigas Latviedu Biedribai. tml. (Kon-
versacijas vardnical908: 2191-2304; 1911: 2305-2353, 3427-3452).
Savukart Rigd Anda Gulbja apgadéa no 1927. lidz 1940. gadam izdota
Latviedu konversacijas vardnicalai ari neizstradata lidz galam, ta ar
savu 21 s¢jumu tomer uzlikojama ka tolaik nopietnékais akad¢misko
spcku raditais izzioas literatlras avots. Galvenais redaktors ir profesors
Arveds Bvabe (1888-1959), un zindms, ka redaktoru un lidzstradnieku
rindas bijis Latvijas Konservatorijas rektors profesors Jazeps Vitols, kurd
piedalijies ar miziku saistito diirkiu tapdana. Zimigi, ka mdzikas diirkiu
sagataves vidam bija jaiesniedz arf jau divdesmit gadus iepriekd — Rigas
Latviedu biedribas Zinibu komisijas gatavotajam éetrscjumu izdevumam
Konversacijas vardnica(1906—-1921). To apliecina fragmenti no divm
vestulem Andrejam Jurjanam.

Pirma vgstule:
[Pcterburgé 1907. gada 30. aprili]

Un man viens lOdgums: konversacijas vardnica paicr rakstu par
“kokli”, instrumentu, kuru Tu gan labi pazisti — sevidii no vgsturiskas
puses, bet es nemaz. Esi tik labs, saraksti vajadzigo un nosati taisni
vardnicas redakcijai.

Un otréa vgstule:
[Pcterburga 1907. gada 29. oktobri]

Man jaraksta konversécijas vardnica par latviedu mizikas vgsturi,
visparigi par latviedu maziku. Toti maz par 8o priekdmetu zinaddams,
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baidos uzrakstit nederigu bleii; nac talka! Vismazak aizradidams uz to,
kas jaievcro, rungjot par mdzikas attistibu pie mums(vgstules citgtas
pcc: Zalitis 1928: 178-180).

Jazepa Vitola bibliografijas sastaditajs Karlis Egle atzimg, ka nav
iespcjams noradit, kadus rakstus sacergjis Vitols, jgonversacijas vardnica
par maziku rakstijis ari Andrejs Jurjans, bet 1921. gada — Ernests Brusu-
barda (Komponists Jazeps Vitolsl963: 75). Tomgr dis Pc¢terburgas vestules
liecina, ka 1907. gada Vitols ir uzticgjis konkrgtu diirkiu rakstidanas
pienakumus par sevi eruditakam kolgiim. Uzmanibas vcrta ir arf profesora
nevairidanas ligt padomu, spgja sadarboties ar dapadu sfcru parstavjiem,
pctot latviedu mazikas attistibas tendences.

Pcc pieciem gadiem, 1912. gada, Vitols jau patstavigi sagatavo par-
skatu par latviedu mizikas stavokli, kas nolasits Rigas Latviedu biedribas
Zinibu komisijas vasaras sapulces laika; ta notikusi 1912. gada 19. un
20. jOnij&, un to apmekigjudas 300 Iidz 400 personas (R. L. B. Zinibas
Komisijas vasaras sapulces 1912). Pilniba referats publiccts vclak, Rigas
Latviedu biedribas Derigu gramatu nodaias izdotaja daiirakstniecibas,
zinibas un méakslas mgnedrakst®ruva (Vitols 1912). Dis literari sabied-
riskais izdevums galvenokart adrescts sabiedribas lab¢jam sparnam.
Tomgr Jazepa Vitola analitiskais rakstsParskats par tagadnes latviedu
mdzikas literatGru nav zidojums dauri politiskam aprindam. Runa ir par
vesturiski izdiirodo ciou starp konservativistiem un progresistiem mizika
jauna gadsimta sdkuma, un of laikmeta vgsmas j(t arf Vitols.

K& vadmotivu savam referatam autors izv¢las retorisko jautajumu-
kur acumirkli esam? Formasmgslietojums jau apliecina vida dziio emo-
cionélo piederibu latviedu sabiedribai. Parskata ievada Jazeps Vitols
raksta:

Ari pie mums, mdsu darbinieku skaitam pieaugot, radudies dapu
ticibu apustuii un viou draudzes; bet ne viscaur uz tiem padiem pamatiem
ka cit& pasaulg. Sevidii nelaiiis Darziod stavgja savos rakstos “tautiskajam
mcrauklim” kimas; un patlaban tas tiek rGpigi piemcrots pie mQsu kom-
ponistu darbiem — lai gan pagaidam ar diezgan neskaidriem panakumiem.
Gan izdibinajudi, ka Vitols — siltumnicas stads no svedam zemg¢m Latvija
parstadits’; bet ja Zalits cei Kalnidoa tautiskumu Jurjanam péri, tad tas
atkal Melngailim nepatik, kurd no savas puses atzist tikai no ta pada

3 P1 teikuma daia raksta parpublicgjuma Vijas Mudkes sastaditaja krajuma
Jazeps Vitols. Raksti(1964: 169) ir izoemta.
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Zalida viobam, Melngailim, dziedato slavu u.t. pr.[..] Vai mdsu Glukisti
un Piéinisti drusku neparsteidzas? Kur acumirklt esam(¥/itols 1912: 839)

Sava referata Vitols skaidri iezimg¢ latviedu mdQzikas eksistencei nepie-
ciedamos panrus — padu kompongctu operu un simfonijas. Autors atzist to
par paradoksu, tomgr katras tautas muzikalas nozimes limeni nosaka
tas parstavju raditas partitGras(Vitols 1912: 839). Piesaucot zviedru un
norvciu mizikas panakumus, Vitols secina, ka latviediem vgl ioti maz ir
pladék ievgrojamas instrumentalliteratlras. Viod raksta: [..Jgandriz viss
mdsu lepnums — kori a cagp]ella, dziesmas, kuras mums padu majas
ienes Ictus laurug(Vitols 1912: 839-840).

Diraksta konteksta svarigi atzim¢t v¢l divus aspektus. Pirmkart, Vitols
inventariz¢ un kritiski apliko mazak nozimigu skaorapu, piemgram, Jdlija
Sproia, Kéaria Zigmunda devumu, faktiski atsijajot to pavisam. Otrkart,
viod kritiski izvertg arf Emila Darzida, Emiia Melngaiia, Jaoa Zalida,
Harija Ores, Andreja Jurjana, Pavula Jurjana un Alfrcda Kalnida kom-
pozicijas. Vitols paup uzskatu, ka 20. gadsimta sdkuma no latviedu kom-
ponistiem visvairak progresgjis Alfrcds Kalniod, un autors saskata dum-
pinieciskus un spc¢cigus jaunos skadrapus Jada Zalida un Harija Ores
personas (Vitols 1912).

Sanktpcterburgas perioda tapudo problgmrakstu scriju Vitols nosl¢dz
1916. gada rudent, politiskaja dienas aviz@altija publicgjot argumentctas
pardomas par latviedu lielkoncertiem un paredzamo Maskavas latviedu
mQzikas vakaru. Netalu no Pc¢terburgas esodaja Sestroreckas pilscta vasara
diriienta Vitola vadiba notikudais latviedu simfoniskais koncerts naci-
onalaja un ari krievu presg bija izsaucis galgji pretcjus viedokius. Sava
raksté, atspoguiojot sabiedribas atdiirigas nostajas, Vitols turpina paust
uzskatu, ka latviediem joprojam nav makslas resursu veselas virknes sim-
fonisko koncertu rikodanai, vidiem vajadzigs oriestris un augsti pro-
fesionali kapelmeistari (diriienti), kas arzemju koncertzalgs spglctu
nacionalo miziku, k& to dara, piemg¢ram, somu diriienti. K& ipadu prob-
Icmu raksta autors iezimg¢ latviedu instrumentalistu trGkumu; gaidamaja
Maskavas koncerta viod grib redzct tikai latviedu méksliniekus — solistus
(Vitols 1916a), kas tabripa apstakios praktiski nozimg¢ pazistaméakos vo-
kalistus.

1916. gada 20. novembirf laikrakstd Dzimtenes V¢stnesisevietota
Jazepa Vitola atsauksme par 12. novembri Maskavéa notikudéo mizikas
vakaru. Savu kopuma pozitivo vertgjumu autors papildina ar secingju-
miem:
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Maskavas koncertam trejada nozime. Tas stiprinaja mdsu padapziou,
mas modindja uz jaunu, rosigu darbibu; tas lauza misu mékslai durvis
uz arieni, atvgra tai jaunus redzes aplokus; tas gatavoja misu makslai
jaunus tirgus, lai art varb(t v¢l ne tuvaka nakotng. Un die tris mgrii
mums vienmgr japatur ciedi ac's.

Pcterpilt J. Vitols (1916b)

* kK

Jazepa Vitola skats uz latviedu tautu un tas kultQras attistibu nav
raksturojams dauri lokali. Jau pirms Latvijas valsts dibinddanas vida rpes
par latviedu mizikas kultQru izpaupas tieksmg celt ts profesionalitati un
prestipu citu naciju kultdrvidg — gan Rietumu, gan Austrumu virziena
I0kojoties. Vitola pieaugodo nacionalo patosu apliecina raksts jau mingtaja
Pcterburgas politiskaja avizgBaltija 1916. gada 30. oktobri. Publikacija
noslcdzas ar vecaja druké izceltiem vardiemJo — katra tauta ir
savas makslas, savu méakslinieku v¢rth(Vitols 1916a)

Dbada uzskata paudana laika, kad latviedu tauta v¢l nav ar padnoteik-
danas tiestham sava valsti, stimulgja kultGras darbinieku un méakslinieku
vienodanos kopiga kustiba, vienas nacijas apziou ari akad¢gmiskas mizikas
joma. Kadam akadcmiskas vides parstavim dadareses ruporaloma
latviedu mazikas problgmu diagnostikai, nacionélo ideju aizstavibai bija
jauzdéemas, un Jazeps Vitols laika Iidz 1918. gadam bija viena no daja
Zioa visietekmigakajam personibam.

Jazeps VitolsEntry in Latvian Society:
Publications in Latvian Periodicals till 1918

Zane Prcdele
Summary

The paper focuses on Jazeps Vitols activity during his life period in
Saint Petersburg, when he came from German cultural and social environ-
ment in Jelgava and from the young Russian school’s zone of influence
to Russian capital. There the young composer was able gradually to start
research for his nationalism (Latvian character in music). Already in Saint
Petersburg his contacts with Latvian musicians were close. The paper
looks closely at his participation in Song Festivals and his collaboration
with Music Comm ittee of Riga Latvian Society. The paper distincts Vitols’
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collaboration with Andrejs Jurjans collecting folk songs and writing the
academic articles forKonversacijas vardnicgLatvian Encyclopedia). Till
1918 Jazeps Vitols wrote not so often in Latvian periodicals (from 1897
till 1914 he worked as music reviewer for the daily paperSt. Peterburger
Zeitung), but he didn’t hide his opinion about Latvian culture tendencies
at all, he wrote his articles for growing Latvian cultural public. His articles
about Song Festivals, about education and music aesthetics were published
in Latvian periodicals of his time. The paper researches the personality
of Jazeps Vitols as being anbjective expert in the view of Latvian society,
although he lived far away for a long time. The paper shows his contr-
oversy and polemics with Riga St. Gertrude Church organist Oskars
Pepskis and composer, conductor and folklore collector Emilis Melngailis
in the beginning of the 20" century.

The second part of the paper discusses publications on Jazeps Vitols
by Latvian professional musicians, where they do not tell about and
describe the daily concert life with his participation till 1918, but create
intentional view and estimation of Jazeps Vitols as composer and music
critic in Latvian society. Among the first pioniers who created mythology
of the composer Jazeps Vitols are both his colleagues and his students —
Nikolajs Alunans, Atis Kauliod, Emils Darziod and Janis Zalitis.

The paper’s aim is to make clear why and how already at the begin-
ning of 20™ century the view about the prominent authority of Jazeps
Vitols was born in Latvian society — even before he settled in Riga in
1918.

The paper proposes the thesis that till 1918 Vitols’ creative work
and his aesthetics promoted the development of national elements in
Latvian music culture, although his home still was in Saint Petersburg,
Zarechie, health resort Saki in Krima etc. Despite the lack of home in his
homeland, representatives of Latvian society regarded him with favour
already in 1911.
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Mariera Zarioa spgclfilmu mazika:
dapi radoda rokraksta aspekti

Mag. art. Zane Saulite
Jazepa Vitola Latvijas Mizikas akad¢mijas doktorante

Komponists un rakstnieks Marieris Zariod (1910-1993) savulaik
guvis spilgtus pandkumus gan mdzikas, gan daiiliteratGras jomé; daja
Zid& viou var uzskatit par unikalu personibu latviedu kultdrvgsturg. Lite-
raré nerva izjita neapdaubami nodercjusi Zaridam arf filmu mizikas
panré. Ne velti latviedu kinokritiii un repisori uzskata viou par vienu no
interesantakajam personibam daja lauka; piemgram, laikrakstRigas Balss
slejas Zariod jau 1969. gada raksturots ka iotikinematografisks kom-
ponists(Makarova 1969).

Pagaidam vioa spclfilmu mdzika nav sikak pgtita. No ta ari izriet
mana raksta mcriis — sniegt visparcju ieskatu daja komponista radodas
darbibas joma. Oemot vcra, ka tas ir pirmais pladakais apcercjums par
dadu tgmu, liela uzmaniba veltita faktu apkopojumam, taéu veiktas ari
dapu spilgtako mizikas piemcru analizes; tas iauj ieskicct Zarioa filmu
mazikas radoda rokrakstaipatnibas, kuras nakotng¢ bitu iespgjams pctit
jau detalizgtak.

Marieris Zariod sacergjis 16 filmu mdzikas partitGras, no kurédm
vairakas guvudas kritiiu un skatitaju augstu atzinibu. Ikvienam skatitdjam
atmioa iespiedudies spclfiimaPie bagatas kundze$1969) galveno varoou
muzikalie portreti — ironiskais Kurmja kungu pavadodais fokstrots un
Emmas Karkls smeldzigais tangoNaves ¢na(1971) dramatisk& atmos-
fcra, k& ari Cepia(1972) muzikalais noformcgjums, kas savu kulminaciju
sasniedz Margaritas Vilcanes dziedataja dziesmis sirdi izrauju un aiz-
metu to suoiem.

Komponists uzskatija, ka filmu mdzika nedrikst bat padmgcriiga
(Zariod 1976: 108). Sava daiiradg viod izcgla eetras galvenas filmu mazikas
funkcijas: radit laikmetu, pasvitrot pamatdomu, radit atmosfcru, pasvitrot
kontrastus. Biepi vien tiri muzikalas vcrtibas filmas kopiespaidam neko
nedod, v¢l sliktak — tas novirza skatitaju uzmanibu tikai uz skaddarbu,
un tad m¢s sakam: komponists X uzrakstijis arkartigi vertigu skaddarbu,
vajadzctu izveidot svitu un atskaoot koncertos, bet daja filma labak, ja
tas nebdtu, tad vieglak varctu sekot kinorepisora domai un aktieru saspglei
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(Zariod 1976: 108). Japiezimg, ka dis Zarioa deklargtais princips dau-
dzgjada zioa sasaucas ar misdienas filmu mdzikas pgtnieku vidg domi-
ncjodajiem uzskatiem. Piemgram, amerikadou kinozinatniece Klaudija
Gorbmena (Gorbman) atzimg, ka filmu mozikai ir jab0t nedzirdamaiun
sauc to parnesadzird¢tajam melodijam,jo mazika nedrikst nomékt uz
ekréna notiekodo darbibu (Gorbman 1987: 34).

* k% %

Rakstot mdziku spclfilmam, komponists balstijas uz Dailes teatri
uzkrato pieredzi, ko bija guvis, stradajot par Muzikélas daias vaditaju
(1940-1950) un sacerot miziku 44 lugam. Lijas Krasinskas monogréafija
par Marieri Zariou lasam: Ka zinams, teatrim nepieciedams rakstit lako-
niski, bet spilgti, parliecinodi. Radot skatuves maziku, M. Zariod ir nosli-
pgjis un pilnveidojis savas komponista raksturotdja spc¢jagKrasinska
1960: 29). Vienlaikus Zariod ar dziiu interesi pgtijis vesturi, lai piemeklgtu
katram laikmetam visatbilstodako miziku. Bo principu komponists izman-
tojis ne tikai teatra, bet arf filmu partitGras. Viod tik veiksmigi sintezgjis
visdapadakos stilus un panrus, ka biepi vien griti izéiirt, kur beidzas pa-
rodija un sakas oriiinalmazika. Jau agra be¢rniba Zariod aizravas ar pasa-
kam un sengrieiu mitoloiiju, un, domajams, tiedi vgstures parzinadana
Tava komponistam nodoties vidam tik raksturigajamstilu sp¢lgm. Zimigi
ir vida vardi: Cilvcks, kas doma, ka viss sakas tikai ar viou, ir nopglojams.
Atzioas ir izkristalizgjudas gadu simtos, mdsu senéi ir radijudi to, ko sauc
par civilizaciju. Tapcc vesture ir jamil, un, kas to nespg¢j milct, nespgc;j
milct dodienu (Zariod 1975: 22).

Mariera Zarida pirmais kinodarbs bija repisora Pavela Armanda
1957. gada uzoemta spclfilmaKéa gulbji balti padebedi iet, bet pc¢dgjas
kino partitGras tapa 1978. gada — Adas Neretniece¥arnu ielas republika
un Crika Laéalimenes albums . Nepilnu divdesmit gadu laikd komponists
sadarbojies ar daudziem repisoriem. Parsvara oi sadarbiba risindjusies
vienas vai divu filmu ietvaros: radodo partneru vida bijudi Varis Krimiod
(Atbalss, 1959), Arkadijs Koicatijs un Anatolijs Markelovs ( Majioa kapas,
1963), Nikolajs Rozancevs S0tou sazvcrestibal965), Voldemars Plice
(Mgrnieku laiki , 1968), Gunéars Piesisaves ¢ng 1971), Rolands Kalniod
(Vctra, 1960, Ceplis, 1972) un Ofierts Dunkers (Uzbrukums slepenpoli-
cijai, 1974, Virietis lab&kajos gados 1977).

Marierim Zaridam raksturigé pieeja kinomakslai pirmoreiz skaidri
iezimgjas jau 1957. gada tapudaja spclfilm&a gulbji balti padebedi iet.
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Repisors Pavels Armandsizravas ar Latvijas vgsturi, un filmas tapdanas
laika vidoa fantaziju rosingja liecibas par Jonatana biedriba% darbibu.
Spclfilméa galveno varoou — Martioa (Voldemars Zandbergs) un Daces
(Vija Artmane) — attiecibas atainotas uz Dputas dumpj& (1899) fona;
notikumu interpretécija, k& jau tolaik neizb¢gami, jitama ari padomju
ideoloiijas klatb(tne. Scenarija autori Jalijs Vanags un Semjons Nagornijs
izmantojudi leiendara karavadooa Jaoa Fabriciusa (1877-1929) dzives-
stastu, lai izveidotu diloiiju (Martida Ventas gaitas vglak turpinas spgl-
filma Latviedu str¢lnieka stasts 1958, komponists Adolfs Skulte).

Kinooperators, repisors un scenériju autors Méaris Rudzitis filmas
koncepciju raksturo dadi:Kopa ar Marieri Zariou repisors galveno sipeta
dominanti sabalsoja ar izvgrstu Martioa un Daces milestibas liniju, par
kuras faktisko kulminaciju kiuva dziesma “Kéa gulbji balti padebedi iet”
ar Eduarda Veidenbauma tekstyRudzitis 1974: 21). B Zarida kompongcta
dziesma scenérija veidotajiem diitusi tik spilgta, ka filma no tas pat aiz-
guvusi savu nosaukumu, jo pirms tam eksistgjudas divas citas nosaukuma
versijas -Dzelzs Martiodun Liesmainie gadi(Rudzitis 1974: 21). Spclfiima
repisors radijis Toti koloritu epizodi — sarikojumu Rigas Jonaténa biedrib4,
kurd Dace uzstajas ar dziesmKa gulbji [..]. Film& uz skatuves dzied
Vijas Artmanes varone, un viou uz klaviergm pavada Martiod (Voldemars
Zandbergs), taéu patiesiba do dziesmu iedziedajusi savulaik pazistama
filharmonijas soliste — mecosoprans Crika Tipaine.

Dziesma v¢l neatklajas Marierim Zaridam vg¢lak raksturigas stilu
spcles, toties jo bagatigi izmantoti romantiskéas vokéalas mazikas atribati
(pat ar nedaudzsalonisku parspilcjumu, kas acimredzot saistams ar v¢lmi
uzrunat iespgjami pladu skatitaju loku). Pretstatitas divas izteiksmes sfcras:
pirmo parstav gaisigi kapjodi arpedpo plada diapazona (ievads) un sap-

1 Krievu repisors, 1928. gada beidza Borisa Eaikovska kino kursus Maskava.
Pcc kursu beigdanas stradajis dapadas kinostudija@psvojenkino (Anai&iéeit ),
Sojuzkino (Nipcéeit ), Armenkino un fenfiim (E&idééii ). Otrais repisors spgl-
filmai M&jup ar uzvaru (1947), kopd 1954. gada straddja Rigas kinostudija.
Repiscjis spglfilmasSalna pavasari(1955), Ka gulbji balti padebedi iet (1957),
Latviedu strglnieka stastg1958), Velna ducis (1961).

2 Rigas Latviedu stradnieku un amatnieku savstarpgja palidzibas biedriba,
kas dibinata 1869. gada un savu darbibu beigusi 1938. gada.

3 Notikumi Pcterburgas (Vidzemes) priekdpils¢ta 1899. gada 5. maija, kas
vegsturg ieguvudi Rigas (Dputas) dumpja nosaukumu, satricindja Latviju un visu
carisko Krieviju; par tiem rakstija ari vacu, franéu un angiu prese. Pladak sk.,
piemc¢ram, Valda R(jas rakstu (Rdja 2004).

145



Mazikas zinatne dodien: pastavigais un mainigais — IV

Oaina, kantilcna melodija ligani d0pojoda 6/8 metra; savukart otra sfcra
saistita ar mardveida t¢cmu, kas atbilstodi dzejai mizika ienes kareivigu
niansi (teksta radgtums —Kam veltigi laimibu kéro tu, sirds, / Met projam
reiz ceribas tumdaja kapa). Atdiiriba no agrak tapudajam dis dziesmas
versijam (Karia Kapocioa kordziesma, Jaoa Zalida un Alfrcda Kalnidoa
solodziesmas) Zariod vienigais izturgjis visu dziesmu minora, turklat iz-
mantojis visu tekstu, neaprobepojoties tikai ar pirmajiem diviem pantiem;
tas, iespgjams, saistits ar vglmi akcentct nevis romantisko sapoojumu,
bet tiedi cioas garu, kas visskaidrak atklajas tredaja pant&gr dzelpi un
cirvji bez apstéjas klaudz; pcc maizes, pgc partikas vergi kur saug. Cioas
gars izpaupas ka krass melodramatisks l0zums — par to liecina tempa
kapinajums (un poco piu agitatg un dapas harmoniskas krasas, piemgram,
eliptiska seciba éetras taktis pirmsallargando, kas ligana pliduma un
kantilgcnas melodijas konteksta rada patctiskas kulminacijas efektti
Tomgr daja gadijumaciod, diiet, drizék izpaupas nevis komponista patiesa
vcime atmaskot diiras ienaidniekus kas acimredzot bija filmai tolaik
nepieciedams ideoloiiskais akcents, bet vida spcles azarts, varb(t pat viegli
zobgaliga attieksme. Japiekrit Ingai Godunovai: [..]spcles, apzinatas
distancgdanas pozicija vidbam palidzgja ari padomju varas apstakios, ja
vajag, maksajot nodevas valdodajam repimarfGodunova 2008).

Spclfilmas maziku ieskaoojis Latvijas PSR Radio simfoniskais ories-
tris Edgara Tona vadiba. Interesanti, ka tiedi ar instrumentacijas palidzibu
komponists ir skaidri diferencgjis filma Kéa gulbji balti padebedi ietdarbo-
jodas personasTautas apspiedcjus- vacu baronus un fabrikantus — ataino
metala pldaminstrumenti. Savukart galveno varoou attiecibas spclfiima
raksturo tgma stigu instrumentu snieguma.

Filmai veltitajas preses atsauksmgs slavgta Mariera Zarioa mizika,
kas izcei un pasvitro vajadzigas noskaoas. Neilustrg, bet raksturo un lidz

41zvertgjot 0o dziesmu pada Zarida stilistikas kontekstd, iederigs diiet salidzi-
najums ar mazliet agrék, 1952. gada, tapudo vioa vokalo kamercikluSudrabota
gaisma(Raioa vardi). Jaatzist, ka tas kopuma jau atklj krietni pladaku stilistisko
spektru — paliekot romantisma ietvaros, tomgr neparprotami jitama tieksme uz
daudz krasainaku harmonisko valodu (piem., pirmas dziesmas harmoniskas se-
cibas maporminora trijskadou blakusnostatijums).Daces dziesm&omcr harmo-
niska attistiba paliek pirmas radniecibas tonalitddu ietvaros. Tikai viena dziesma
cikla Sudrabota gaismadaicji lidzinas Dacesdziesmai —ta ir treda, kas veidota
lidziga ligana pliduma (9/8), ar kantilcnu melodiju, tiecoties uz kulminéciju ar
vairakkartgjiem tempa kapinajumiem (poco pitl mossppgc tamancora pit mossp
un kulminé&cijas zonu iezimgjot ar 1l zemo pakapi melodija.

146



Z. Saulite. Mariera Zarioa spglfilmu mdzika: dapi radoda rokraksta aspekti

ar to palidz aizvadit lidz skatitadjam domu(Ribova 1957). Méris Rudzitis
savukart atzina, ka Marieri Zariou vispar nevar tik vienkardi ataicinat
uz filmu, lai viod “apaudz¢” ar miziku kaut kuru “skeletu”. Zaridd pats
mil uzdiilt idejas. Ja komponists ndkamaja filma tadas neredz, vidam
nav interesanti stradat(Rudzitis 1974: 22).

* k k

1957. gada tapa Zarida otrd kino partitira — mizika spclfilmai
Nauris, kas turpinja komponista ilggadcjo sadarbibu ar repisoru Leonidu
Leimani jau arpus teatra robepam. Abu iepazidanés notika krietni senék
1940. gada Dailes teatrT, kad Leimanis uzaicindja jauno komponistu stra-
dat par Muzikalas daias vaditaju. Zariod Tpadi izcel dis personibas lomu
sava izaugsmcLeonids Leimanis ievadija mani teatra pasaulg. Tik lielu
ieinteresctibu, tddu draudzigu attieksmi pret sevi nekad nebiju izjutis,
mani pat baidija parlieka labvcliba (Zariod 1975: 149)°.

Zarioa un Leimada sadarbiba kino joma vainagojas ar trim spglfil-
mam — blakus jau minctajam Naurim (Leimada scenarijs) to vida bija
Purva bridgjs (1966, scenarija autori Janis Silis un Antons Stankeviés)
un Pie bagatas kundzeq1969, Leimada scenarijs). Komponists stastija,
ka Leimanis vienmgr iepriekd izdom4jis, k&ddai mazikai filméa jaskan un
no kura lldz kuram kadram. Reiz¢m pat atnesis skaou plati un nospclcjis
priekda — 10k, tdda mizika te vajadziga(Matisa 2005: 28).

Visspilgtédk savu komponista raksturotaja talantu Zariod izvgrsa
spclfilimé Pie bagatas kundzes- p¢dcja kopdarbé ar Leimani. Bis filmas
scenarijam izmantotas atsevidias Andreja Upida roman&maidoda lapa
nodaias. Filma veidota socidlas komgdijas panrd, un vairdki pctnieki
(Matisa 2005 u. c.) uzskata to par repisora labako filmu. Recenzente
O. Makarova (k& jau atzimgcts, vida atzist Zariou par kinematografisku

5 Tikpat liela loma jauna komponista radodas personibas veidodanas procesa
bija repisoram Eduardam Smiiiim. Sava gramat&Optimistiska dzives enciklo-
pcdija Marieris Zariod raksta: Vienpadsmit gadus nodiencgju Dailes teatri par
Smiiia maQzikas konsultantu. Tie trakie kavaliera gadi dod man tiesibas rakstit
atmioas. Un, tiklidz gremdcjos atmidas par “veco labo Dailes teatri”, ta dvgseli
pardem maigas un pavasarigas trisas. Tas taeu bija mans v¢tru un dziou laiks,
mani macekia gadi, manu maksliniecisko uzskatu formgdanas. Viss notika fasci-
ngjooas Smiiia personibas ietekmg, pat vida cilvgeiskie vaibsti un Tpadibas mani
inducgjudas. Sacis divdesmit deviou gadu vecuma, pavadiju Dail¢ visus savus
trisdesmit (Zariod 1975: 155).
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komponistu) norada, ka Leonids Leimanis [ir] ioti muzikéls repisors.
Filmas panadkumu atslcga esotkomponista un repisora apbrinojaméa
jaunrades vienpratiba(Makarova 1969).

SpclfilmasPie bagatas kundzesnlzika visos tai veltitajos raksturo-
jumos vienmgr vcricta ka ioti izdevusies. Piemgram, kino vgstures pctniece
Silvija Lice raksturo to k& vienkardu, ioti emocionalu, ar filmu organiski
saaugudy(Lice 1977: 94). Vioa ari atzim¢ komponistam raksturigo vgstu-
risko precizitati, spgju neuzbazigi niansctaikmeta dapadas noskaoad ice
1977: 94).

Muzikalajam noformg¢jumam Zariod izmantojis 20. gadsimta 20.—
30. gados Eiropa un Latvija popularés dejas fokstrotu un tango, ka ari
valsi un mardu. Katrs no diem panriem sniedz ne tikai laikmeta raksturo-
jumu, bet arf portret¢ k&du noteiktu varoni, rada noskaou vai paspilgtina
k&du ideoloiisku akcentu. Fokstrots saistits ar inteliiento bezdarbnieku
Kurmja kungu (Edvards Pavuls), tango ar Emmu Karkls (Liga Bgrzioa),
valsis — ar sapni par laimi un laimes il0ziju, mards — ar priekdvc¢lcdanu
kampaou un Saeimas vclgdanam.

Fokstrota tgma aizglta no senas eiganu zioies, ko komponistam
berniba iemacijusi aukle Auklite man uz savu roku iemacija ariju — “Ei-
gans blauc no tilgut maja, eetliem zilgiem blauc!”[Eigans brauc no tirgus
maja, éetriem zirgiem brauc!|M&jiens mazikas zinatniekiem (no turienes
maestro izcila gaume un eksotiskas intonacijas, kas atspoguiojas virkng
sacercgjumu, kuri sarakstiti piecdesmito gadu sakuma)ar humoru raksta
pats Marieris Zariod (1975: 12). Fokstrots trapigi ataino inteliienta
bezdarbnieka Kurmja kunga ironisko dzives uztveri. Japiezimg, ka o1 deja
jau savos pirmsakumos bijusi ar sl¢ptu protesta garu — vienu no tas
paveidiem, Igno fokstrotu, pgtniece Paulina Nortone raksturo kasacel-
danos pret.. augstakasabiedribas dejamNorton 2001: 135). Filma gan
izmantots atrais fokstrots — kviksteps, kas attistijies tieda dpeza mizikas
ietekmg.

Fokstrota solo uzticgts saksofonam — instrumentam, kura brivi pladais
un smeldzigais skancjums savukart labi raksturo 20.—30. gadu laikmeta
atmosfcru. Tiedi daja perioda tas iemantojis Tpadu popularitati saikng ar
dpezu. Komentgjot dpeza ienakdanu Latvija, Indriiis Veitners norada, ka
pirmo nozimigo uzplaukumu tas guvis tiedi skadu kino laikmeta: lielai
sabiedribas daiai, kas materialu apsv¢rumu dgi nav atiavusies apmeklict
teatra un operas izrades, kino bijusi vieniga saskarsme dwltOru. Ta
bijusi populara un pladai sabiedribas daiai pieejama izklaide, kas noteikusi
valdodo modi (Veitners 2009: 37).

148



Z. Saulite. Mariera Zarioa spglfilmu mdzika: dapi radoda rokraksta aspekti

Spclfilma Pie bagatas kundzesékas un noslgdzas ar smeldzigu tango.
K& jau zinams, &1 deja savu popularitates kulminaciju Eiropa piedzivoja
tiedi 20. gadsimta 20.—30. gados, t. i., laikmeta, kura risinas filmas darbiba.
Leiendara tango komponista un interpreta Karlosa Gardela Gardel,
1887-1935) darbi skangja visa pasaulg, un tango no vienkardas dejas
partapa par socialkulturélu fenomenu, kas sasniedza ari Latviju (atcerg-
simies Oskara Strok& fenomenu).

Filma pretstatits augstakéas sabiedribas dzives spopums un nabadzibas
posts. Lidzas Emmas necilajam majoklim atrodas restorans, pa kura
atvcrtajiem logiem dzirdama izklaides mazika (fokstrots, tango), kas ir
kliedzoda pretruna ar galveno varoou dzives realitati. Tango raksturiga
smeldze tadgjadi simbolizgmaza cilvckailgas pcc laimes, brinuma, daja
gadijum& — Emmas Karkls sapni par izraudanos no nabadzibas.

Galvenas varones péardzivojumus komponists atklaj, varicjot instru-
mentéaciju vienas t¢cmas ietvaros. Divu veidu tango — majestatiski skarbs
oriestra snieguma un liriski sapoains kamerversija, fantazgjot par iespg-
jamo laimi (galvenokart saikn¢ ar materialam vcgrtibam) — vgsta par
Emmas Karkls personibu, vidas skatijumu uz pasauli un padas vietu taja.

Pirmaja tango modelt (oriestra versija) priekdplana izvirzas liela-
koties instrumenti, kas saistiti ar ta laika sadzives muzic¢cdanas tradicijam.
V¢rojot bagatnieku dzivi un apsverot iespgjamo zadzibu, Emma cinas
pretrunigas jdtas, un do cidu savdabigi ataino vijoiu un saksofonu saspgle
minora. Abu instrumentu grupu minoriga kantilgcna sava zioa iemieso
sapoojumu par laimi, bet vijoiu tembri paup to vairak introverta, intimi
liriska rakursa, kamgr saksofoni — ekstraverta,uzstajigakaversija. lau-
joties mirkia kardinajumiem (desu zadzibai), tango piedziedajuma priekd-
plana izvirzas vienvarda mapors un akordeons — acimredzot ta tembrs
komponistam &iitis visatbilstodakais dadam sipeta pavgrsienam.

Otrs tango modelis skan kamerversija: Emmai likojoties spoguli,
vidai uzsmaida kradoi tcrpti faudis no purnala izgriezumiem (tie
piestiprinati pie spoguia ietvara). Vijoiu spcle klavieru pavadijuma atkal
paup smeldzigas ilgas p¢c dis vidai nepieejamas pasaules.

Ari valda pamata daja spelfilma ir tango tgma. Poreiz ta raksturo
galvenas varones laimes izjtu, priecajoties par jauniegdtajam mantam —
vioda pastaigajas jaunajas kurpgs un kleita, apmeklic juvelierveikalu.

8 Oskars Stroks (1893 Daugavpili — 1975 Riga) ir 20.—30. gadu Latvijas mQ-
zikas dzivg nozimiga personiba, pasaulslavena tanddelnas acisautors. Pladak
par viou sk., piemgram, gramataEaaédeion 86inéiat oaial (Asaaee a2008).
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Ceturtais spclfiimé Pie bagatas kundzeparstavctais panrs ir epizo-
disks mards, kas raksturo studentu bravaru un priekdv¢lgdanu kampaou.

Tomgr tiedi tango tcmas izteiksmigas parvertibas dapados veidolos
daudzi skatitaji un kritiii uztvgrudi ka vienu no spclfiimas interesan-
tédkajam iezim¢m. Piemgram, Silvija Geikina 1969. gada rakstaVaricjot
vienu melodiju, panékta liela noskaou bagéatiba, kas vienmgr iedarbo-
jas ioti trapigi. Turklat mizika atbilst att¢lotajam laikmetam (Geikina
1969).

* kK

Sevidii spilgti Zarioa raksturotajtalants izpaudas 1971. gada pcc
ROdolfa Blaumaoda noveles motiviem tapudaja spclfiimdNaves ¢na
(repisors Gunars Piesis, scenarija autori Janis Kalnidod un Gunars Piesis).
MdQzikai deit ir liela dramaturiiska slodze. Repisors Zaridoa ieguldijumu
filmas kopveidola novgrtgjis ioti augstu: Viou uzskatu par vienu no inte-
resantakajam personibam dodienas komponistu vidd. Vioa izteiksmiga
mazika palidzgja kaldinat filmas panakumus, ta lieliski papildina drama-
tisko atmosfcru, bagatina tas noskaou niansefitcts pcc: Daitere 1972)

Laikraksta Rigas Balssatsauksm¢ Zarida mQzika slavc¢ta kamaksli-
nieciska v¢rtiba,kasnenomac darbibuun organiski iekiaujas film4, tomgr
vienlaikus uzdots jautajums: [..]Jvai repisors, filmu ieskadojot, nav mazliet
par daudz aizravies ar komponista piedavéato smalkjatigo muzikalo tgmu
atkartodanu, ir lentg vietas, kur ilgéks klusuma bridis, diiet, batu vcl
iedarbigaks(Piesis1971). Vismaz daicju atbildi uz do jautajumu vargtu
sniegt filmas mizikas sanalize, kas ir viens no nékotnes pctniecibas
uzdevumiem.

* k% %

Viena no panriski un stilistiski sarepiitakajam Zarioa kino partitGram
ir mOzika spglfilmai Ceplis (1972, repisors Rolands Kalniod, scenérija
autors Viktors Lorencs). Tas pamaté ir 1928. gada izdota Pavila Rozida
roména Ceplis motivi.

Interesanti, ka filma sékas un beidzas ar sv¢tku parades tclojumu,
veidojot apia kompoziciju. Savukart mQzika taja tapusi k& ironisks un
psiholoiisks komentérs. Filma nav iedoméajama bez Mariera Zarida mQ-
zikas, kas atbilstodi ekraniz¢juma koncepcijai palidz trapigi raksturot
laikmeta atmosfcru, [..] atsevidias personas, darbojag..] ka psiholoiisks

150



Z. Saulite. Mariera Zarioa spglfilmu mdzika: dapi radoda rokraksta aspekti

vai ironisks komentars, piediir situacijai vglamo emocionalo noskadu un
pocziju, atzimg Silvija Lice (1972).

Atminoties filmas tapdanas procesu, komponists stast8akuma, kad
mans uzdevums bija arhiva samekict ta laika dlagerus skaou platcs, izteicu
priekdlikumu, lai repisors (ta reize man likas pienakusi) visu filmu balsta
uz dokumentélas skaou pasaules, kas tik lieliski raksturo visu. Repisors
tam nepiekrita, tomgcr bija jaraksta oriiinalmdzika (Zariod 1976: 108).

DBoreiz komponists film& meistarigi istenojis caurvijattistibu, kas savu
kulmin&ciju sasniedz Margaritas Vilcanes atskaootaja restorana dziesma
Es sirdi izrauju un aizmetu to sudiem(Pavila Rozida vardi no ciklaSarunas
1936). Ta reiz¢ ir arl padas filmas dramatiska virsotne, kura atklajas
Cepia patiesé daba. Dziesmas melodija filmas gaita izskancjusi dapados
veidolos — k& barokala k&zu epizode baznic, ari k& jaunéa para pirmais
valsis, kas pariet Edmunda Sauséa méates izmisuma pilnaja deja. Klausitaji
zemapzioa tiek gatavoti atrisindjumam — restorana dziesmai uz dis padas
tcmas pamata, kuré ar teksta palidzibu pausts viss lidz 6im vardos neiz-
teiktais’.

* k%

lepazidanas ar Mariera Zarioa filmu mizikas partitGram iauj formu-
Ict vairakas vioa radoda rokrasta iezimes. Vispirms — komponists nav
vairijies no saloniskuma un popularés mazikas dapadiem panriem, ta
tuvinot maziku varoou reélas dzives videf.

" Es sirdi izrauju un aizmetu to suodiem,/ Jo sirdl nemiers mit, kas milai allap
v¢ligs./ Es sirdiizrauju un aizmetu to sudiem,/ Lai krdtls méjotu vien ienaids asi
dzcligs./ Ko v¢l lai milg sirds, kas nievata un smieta? Té savas ciedanas jau top
k& akmens cieta./ Ja pienéks kadreiz laiks, kad sirds vairs neb(s lieka, Es
strauji vairidos tad projam tada prieka./ Bet tagad atiaujat bez sirds bt dzivg
brivam / Un ilgi kv¢lot v¢l k& naida sartam spivam, / Jo nist vislabak spgj tads,
kam nav krdtis sirds,/ Tam acu skatieni k& naida zobens mirdz/ Bij’ sird nedie-
nas un sakums visam postam, +Kadci man dzivot v¢l, dis negausibas joztam'?
Nu esmu brivs no t&, kas mani posta rava/ Kas mani plosija un naves glastiem
skava./ Es sirdi izravu un aizmetu to sudiem,/ Lai suoi plosa to, kas plosija reiz
mani. / Es brivi noskatos, kas prieku dara sudiem/ Lai dausmas gavilg ka baigi
posta zvani.

8Po ipatnibu neredzam, piem¢ram, Mariera Zarioa laikabiedra Jaoa lvanova
simfonizctaja partitGréd — mazika spclfilmai Salna pavasariari komponists Pauls
Dambis intervija raksta autorei atzinis, ka sava filmu mazika& vairas no tada
sadzives panra k& dziesma (Dambis 2011).
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Tpads Zaridameistarstiiis ir tcmas panriska transformécija (tango
filma Pie bagatas kundzepun arf stilistiska varicdana: piemgram, filma
Ceplistcma, kas barokali ietong laulibu ceremonijas fonu, velak partop
gan par romantisku valsi, gan 20. gadsimta pirmas puses restorana dzies-
mu. Radoda mipa gaitd komponists savu varicdanaseistarstiii izkopj
arvien virtuozak. Agrinajas filmas (K& gulbji balti padebedi iet Nauris)
izmantoto tcmu skaits ir lielaks, taéu vclinajas Ceplis, Purva bridgjs
Mcrnieku laiki ) biepi visas partitiras pamata ir tikai viena tcma, uz kuras
pamata virkngjas visdapadakéas metamorfozes. Tadgjadi komponists aplie-
cinatieci uz arvien izteiktaku lakonismu, kodoligumu tematiska materiala
izvclc.

Un vgl: apldkotie filmu mizikas paraugi dapa zidoa sasaucas ar Zarioa
akadg¢misko panru skaodarbiem, kuros stilistiski kontrasti tverti loti daudz-
veidigi; ne velti Tatjana Kurideva sava monogréfija par komponistu dai
tcmai veltijusi pat ipadu nodaiu —No stilizAcijas uz polistilistiku (E680-
24aa 1980: 89-130).

Marieris Zariod reiz rakstijis, ka vioa kredo bijis radit mdziku ka
kontekstu filmai, kas nav spclcjama koncertos; vidam neesot vglmes no
filmu mazikas veidot svitu® (Zariod 1976: 108). Kritiski atskatoties uz
savam 16 filmu mazikas partitGram, vidod norada: [..] dapu no tam negribas
ne atcercties, bet ar dapam lepojos. Ne jau k& komponists, bet k& filmas
lidzautors, k& mazikas repisors.[..] mani sajiosmina kinoskatitaji, kas
atzistas — brinidiiga filma, nemaz nejutu, bija mdzika vai nebija, tikai ta
viena dziesma, ta nu gan tur iedergjas, iesita k& ar bomi pa piefiZariod
1976: 108).

Varam secinat, ka komponists ioti veiksmigi ievgrojis pada formulctas
nostadnes. Vidoa mlzika vienmcr ir organiski saskaoota ar repisora ieceri,
tdpcc nekad nenonak pretruna ar filmas attistibas loiiku. Idejas, ko Mar-
ieris Zariod paudis gan ka filmu mdzikas teorctiiis, gan praktiiis, ir
aktuélas ari masdienas.

® Domata Jaoda Ivanova Svita no mazikas kinofilmaiSalna pavasari.
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Marieris Zariod’ Film Music:
Some Aspects of his Creative Individuality

Zane Saulite
Summary

Composer and writer Marieris Zariod (1910-1993) gained brilliant
success in both musical and literary fields and is considered a unique per-
sonality in Latvian culture history. His literary sense has been undoubtedly
useful in film music genre. Latvian film critics and directors consider
Zariod as one of the most interesting personalities in this field and describe
him as avery cinematographic composerMakarova 1969).

Marieris Zariod wrote 16 film scores, many of them are well acclaimed
by critics and viewers. The composer thought that film music should not
be self-sufficient (Zaridod 1976: 108). He mentioned four main functions
of film music: the creation of the historical context, emphasizing the key
lines, creating an atmosphere and highlighting contrasts/ery often purely
musical values are not helping films general impression, even worseit
directs the viewer’s attention only on the track, and then we say: the
composer X has written a very interesting track, he should create a suite
which could be played in concerts, but this movie would be better without
it though, so we could easier follow film director’s idea and actors play
(Zariod 1976: 108). It should be noted that Zariod’ highlighted film music
functions are similar to some modern film researchers thoughts. For
example, American film music scholar Claudia Gorbman writes that the
film’s music has to beunheard, and calls it an unheard melodies noting
that the music should not affect the on-screen action (Gorbman 198734).

In film music scores Marieris Zariod was using his experience as a
stage music writer, which he gained while working as a Director of the
Music Department in the Daile Theater (1940-1950) and composing
scores for 44 plays(Krasinska 1960: 29).

Marieris Zaridod once wrote that his motto was to create music as a
context for the film, he did not wish to create suite which would be
played in concerts (Zariod 1976: 108). Critically looking back at his 16
film music scores, he pointed out: [..]some of them | do not want to
remember, but some other | am proud of. Not as a composer, but as a
co-author of the film, as a music director.[..] | just love to hear viewers
admitting — great movie, | did not feel at all, if there was music or not,
but it’s just that song that belonged there, and hit like a pole on the head
(Zariod 1976: 108).
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We can conclude that the composer very successfully followed his
own formulated film music guidelines and his film music scores are always
organically coordinated with the director’s intentions, so they never come
in conflict with the logic of the film development. The ideas Marieris
Zariod expressed both as a film music theorist and practitioner, are still
very valuable today.
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On the Problem of the Interaction of Instrumental and
Vocal in the Genesis of the Musical Art: 3.
Musical Sound and Voice

Sergejus Okrudko

Summary

The human voice, despite the common anatomical structure of
people, is manifested through very different singing styles in most different
musical modes. This means that none of these singing styles and no one
of musical modes can be defined as a form of voice activity of human
species. So, we should seek the cause of the origin of singing in conformities
of social life. Outside of the creative social activity and outside of the
subject world, created by that activity, human voice cannot gain the
qualities, distinguishing it from biologically based voice signals of animal.
Therefore, the main issue of our topic is: how the social content is brought
in the intonation of the human voice.
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The process ofsocial coding of various forms of human activity,
including forms of intonation voice activity, occurs as a result of inter-
action with objects and phenomena which come into existence because
of the social activities of man. In the public mind, the manipulations of
intonations of voice were given a set of special semantic meanings that
were recoghized by members of the human community. Singing arises
when the intonations of voice acquire specific human meaning and change
into phenomenon of significant social status with obvious features of the
object that was transformed by human activity. Intonations of voice are
acquiring the specific human meaning when are influenced by objects
made by man.

The sound of certain objects is assuming a special importance and
status — the status of themusical sound. Such objects are created
specially to further the perception of their properties of sound formation.
These objects are being called musical instruments. In contrast to the
voice, the structure of the musical instrument, thanks to presence of
concrete manufacturing technology, produces defined sound with concrete
fixed characteristics.

Auditory centers of the cerebral cortex are connected through the
hearing with the outside world. They are exposed to influence of the
outside world, and largely are influencing the formation of sounding
voice a certain quality. Properties and characteristics inherent for singing
and distinguishing it from non-singing, are imposed the outside world
with means of the objects that have the special sound — musical sound —
with means of the musical instruments. Musical instruments by their
nature are man-made objects. They affect human hearing, and through
hearing — they affect voice. So intonations of voice acquire meanings
that are not inherent them by nature. These meanings were taken from
man-made object —i.e. from the sound of musical instrument. Thus, vocal
intonations are dependent upon the musical instrument, but it is not
always obvious, and in most cases, man does not realize it.

The influence of hearing upon the sound of voice and the presence
of constant exposure to a sound of object — musical instrument — by ear
allows explain the origin of phenomenon of singing.

Musical instrument is an integral part of the man-made object world.
It's sounding influences upon organizing the forms of auditory perception
and affects the characteristics of intonations of voice.
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Par formu un tas funkcionalo aspektu mizika

Dr. art. Jeiena lebedeva
Jazepa Vitola Latvijas Mizikas akad¢mijas profesore

Mazikas formas funkcionalai izpratnei ir senas vgsturiskas tradicijas,
kas attistijudas pakapeniski — vispirms kompozicijas méacibas ietvaros,
skaddarba radidanas procesa (te vieta atgadinat kaut vai retorikas teorijas
spgcigo ietekmi uz baroka laika mdziku), bet vglak, skot ar 19. gadsimtu,
jau padad mizikas formas maciba. Neiedziiinoties visas procesa vgsturis-
kajas detaias, daja raksta uzmaniba versta uz divam galvenajam attistibas
ievirzcm: viena no tam saistita ar krievu (padomju) skolas tradicijam,
otra — ar Rietumu mQzikas formas teorctiskajam nostadngm.

Vispirms par krievu skolu, kuré formas méacibas pamati lidz ar tul-
kotajam gramatam sékotngcji patapinati no vacu skolas. Pirmas krievu
valoda tulkotas formas mécibu gramatas ir vacu muzikologa Ludviga
Buslera Bussle) Musikalische Formenlehre(1878; tulkota 1883—-1884)
un 1901. gadéa Krievija publicctas angiu zinatnieka Ebenizera Prauta
(Prout) méacibu gramatasMusical Form (1891) un Applied Forms (1895),
kas savukart balstas uz Adolfa Bernharda Marksa darbienfMarx 1837—
1847, 1868). Adaptcjot jau zindmo, formas méaciba Krievijas teorctiiu
vid¢ séka ioti intensivi attistities, tostarp formas funkcionalitates joma.
Pirmkart, to apliecina daudzu dai problgmai veltitu darbu radanasotrkart,
specifiska p¢tnieciska rakursa izstrade, kuré funkcionalitates izpausmes
mazikas forma izceltas jo Tpadi.

Krievijas autoru darbiem ir kopiga sakotncja platforma — Borisa
Asafjeva formas teorija, kuré ietverta triddeimt (initio — motus — terminus)
attiecinama uz jebkuru kompozicionalo procesu (6¢liéagiiay oidia
828 8164 Anadidal971Y). Pajas tris funkcijas koncentrgjas ne tikai
ikviena procesa, t. sk. mlizikas procesa, b(tiba, bet arf savveida priekdstats
par skaddarba formu k& méksliniecisku veselumu, kurd organizcts saskaoa
ar noteiktu loiiku un kuram ir pabeigts, noslcgts veidols. Pat t. s. skolas
mazikas formas kursog stabili iesakdojusies jcdzienakompozicionala
funkcija izpratne un pats priekdstats par mazikas formas funkciju sistgcmu.

1 Abu daiu pirmizdevumi, attiecigi, 1930. un 1947. gada. _
2 Te jamin tadi darbi ka lvana Sposobinaldchéagiiay OTQ‘la (NiTATaéi
1947), Sergeja Skrebkovaiaéec i6¢08aEnIN0 idlecadadieé (Neddasia 1958),
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darba Ooiéseéliagniod 1fitan ibghéagnié 61oia (1978). Bobrovskis
mazikas formu pcta k& daudzlimeou sistcmu, kuras elementiem piemit
divas ciedi saistitas padibas — funkcionala (funkcija Baiknes visparcjais
princips) un strukturala (struktara ir konkrgts veids, k& istenot vispargjo
principu) (Atadianéeé 1968: 13). Raksturojot skaddarba funkcionalo
loiiku, tiek nodalitas dapada veida funkcijas un izceltas piecas funkciju
grupas, starp kuram galvenas ir tris — vispargjas loiiskas funkcijas, vispa-
r¢jas kompozicionalas funkcijas un specialas kompozicionalas funkcijas.
Protams, vispladaka no 8im grupam ir pcdgja. Taja defingta katras formas
funkcionala btiba, tadci Bobrovska darba tai veltita galvena uzmanibé
Svarigi atzimgt, ka iztirzatas ne tikaiklasiskaspamatformas, bet ari brivas
un jauktas formas. Ari daja gadijuma analizes rakurss ir funkcionals, tas
Tauj autoram izvirzit mainigo funkciju koncepciju un noteikt mainigo fun-
kciju veidus. Tadgjadi mazikas formas funkcionalas izpratnes zioa pat ioti
virspuscjs Rietumeiropas un Krievijas autoru darbu salidzinjums Tauj
saskatit ievgrojamas atdiiribas — Krievijas muzikoloiiskas skolas ietvaros
mazikas formas teorija piedzivojusi v¢rienigu evol(ciju un daudzveidigas
parmaioas. Bis attistibas sakumpunkts, k& jau mingts, ir Asafjeva noteikta
izejas pozicija: skaddarba analizes pamata ir mdzikas formas procesuéla
uztvere un katras attistibas fazes loiikas pamatojumsAfiadiaal971).
Ne tik pladi pazistama, méacibu procesa reti iztirzata ir Krievijas ma-
zikas zinatnieka Anatolija Milkas izstradatd mizikas formas kompo-
zicionalo funkciju teorija, kas nedaudz atdiiras no iepriekdaplikotas.
Nenoliedzot formas funkcionala traktcjuma nozimibu un katra formas

vclak ieva Mazeia Nodiaied i6¢ctiéasiits idiecadaaieé (lacdei 1979, pirmiz-
devums 1960), ledingradas autoru macibu gramata Jurija Tjuiina Obé&éi ) redak-
cija l6coéadiiay oidia  (1965), leva Mazeia un Viktora Cukermada macibu
gramataAiagec 16¢0easiins idiecadaaieé(lacdéu, O6ééddiai 1967), Valen-

AnQ

KjuregjanasO18ia 4 16¢0&4 XVII-XX aaéia (Epd&ayi 2003), Vsevoloda Zade-
racka l6gOéagliay o1dia (Caadoaseeél995, 2008).

Sposobina gramata Qiifitaéi  1947) pirmoreiz izklastita mizikas formas
funkciju sistgcma, kura ir pladaka par to skaidrojumu, kads piedavats Rietumu
autoru gramatas; ta saglabajusi savu nozimi ari masdienas.

3 Gramaté pirmam kartam aplikotas klasiski romantiskas tradicijas formas,

t. i., tonali homofonas formas, tomgr hronoloiisko ierobepojumu nav — autora
uzmanibas loké iekiauti gan Johana Sebastiana Baha, gan Kloda Debisi un
Dmitrija Dostakoviea skaodarbi.
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posma bltisko lomu skaddarba kopgja attistib&, Milka darba Q&id&oe-
+anéea iiiat 66ieéoetiaguiinoe a 16¢léd izgaismo citu dis problgmas
izpratnes rakursu: vida pctijuma funkcija interpretgta kaattie ciba starp
daiu un veselumu, t. i., Iidzigi atsevidio pakapju tieksmgm skaokartiskas
sistcmas ietvaros Igééa 1982). Lidz ar to analizes pamatuzdevums,
pcc autora doméam, ir noteikt un izcelt funkcionalitates galveno koor-
dinéti, kuru veido formas funkcion&lo elementu tieksmes. Elementi var
bat jebkéadi, lidz ar to var veidoties ritma funkcionalitate vai motivu
funkcionalitate, stila parametru funkcionalo grupu (skaokartas, metra,
formas) funkcionalitate vai komponista individuala stila konkrgtu aspektu
funkcionalitate (piemcram, kanoniska attistiba Palestrinas mazika, har-
monijas un metra funkciju attieciba B¢thovena skaodarbos, funkciona-
litates izpausme Eaikovska radodaja proces&)Analizgjot skaodarbus
pcc Milkas ieteiktajiem principiem, nepieciedams izmantot vismaz elemen-
taras matematiskas analizes metodes jeb, k& tas formulg autors, varbitibas
statistiskas pctniecibas metodedéééa 1982:9). lespgjams, ka tiedi tadci
a1 koncepcija nav kiuvusi Tpadi populara un Krievijas mdzikas zinatng
praktiski nav guvusi talakattistibu. Taéu jaatzist, ka ta sasaucas ar dau-
dza&m 20. gadsimta Rietumu komponistu formas matematiskas analizes
koncepcijam — piemc¢ram, ar Jana Ksenaka izstradato (Xenakis 1971).

Visos apllkotajos gadijumos par bdtiskiem, savstarpgji saistitiem
un nosacitiem uzskatami formas abi aspekti+oiiskai s (funkcionalais)
un strukturélais (pati struktdra). Klasiski romantiskas tradicijas
mazika tie izpaupas pietiekami parliecinodi, un do aspektu izpratne btiski
veicina skaodarba uztveri.

Rietumu mdzikas teorija formas funkcionalas izpratnes pamati, ka
zinams, veidojudies jau izsenis, tomg¢r koncepcijas [imeni tie formulgti
tikai 19. gadsimta vacu zinatnieka Adolfa Bernharda Marksa darbos
(Marx 1837-1847, 1868). No vienas puses, viod izveidojis skaidru siste-
matiku funkcionalitates joméa — defingjis galvenas funkcijas un attiecindjis
tas uz formveides procesa konkrgtam situacijam. No otras puses, Marksa
piedavajums pieiauj ari augstaku abstrakcijas pakéapi, jo skar ne tikai
vienu, konkrctu formas [Tmeni, bet apliko problgcmu formas vispargja

4 Tiedi ta formas funkcionalitate traktcta iepriekdmingtajos krievu muzikologu
darbos.

5 Autors raksta, ka funkcionalitate tiek aplikota ké& visparmuzikéala paradiba,
tas darbiba demonstrgta saikng ar tas dapadiem veidiemesp., funkciju Milka
traktc nevis 01 varda ierastaja pladakaja izpratng — k& lomu, nozimi vispar, bet
gan ka specifisku mizikas formas dinamisko faktoru {¢ééa 1982: 9).
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[fmeni. Tiedi Markss ieviesis aprit¢ slaveno, mizikas pg¢tijumos neskai-
tdmas reizes piemincto formulu HS—-Gang—SS-Sc8Hauptsatz—Gang—
SeitensatzSchlussatzMarx 1837-1847, 1868). Ta norada uz éetru pa-
matfunkciju secibu: idejas/tcmas izklasts — pareja/attistiba — jauna ideja/
tcma — pc¢dcjais posms/tgma. Mincta formula ir attiecindma uz visam
iespcjamam struktram un atgadina nedaudz papladinatimt (t. s. Asafje-
vatriades) versiju: i —m—i—t (Aia6uaa1971)°. Tomgr jaatzist, ka nakamo
paaudpu Rietumu teorctiiu intereses vairak verstas uz dis funkcionalas
sistcmas strukturalo fstenojumu, nevis uz pada funkcionala aspekta attis-
tibu vai pilnveidi. TAd¢i daudzos Rietumu autoru p¢tijumos lidz pat mas-
dienam Marksa funkciju sistgma izmantota vien sava sakotngja veidola
Interese par mdzikas formas funkcionalo organizéaciju pieaug 20gad-
simt&, un tam ir vairaki iemesli. Viens no tiem saistits ar mdzikas teorijas
imanento attistibu, tApc¢c virziba uz funkcionalitati ir likumsakariga. Cits
rodams pada laikmetigaja mdzika — taja lietotas jaunas kompozicijas teh-
nikas likudas daudziem pctniekiem pievgrst pastiprinatu uzmanibu tiedi
dim skaodarba aspektam. Viens no muzikéalas doméadanas ierasto tradiciju
pirmajiem iznicinatajiem bija Arnolds B¢nbergs, bet — un to nedrikstam
aizmirst — viod ari Kiuva par vienu no pirmajiem, kurd teorctiski m¢iingja
izvertct un parvertct klasiskas mazikas formas funkcionélo loiiku, lai to
pielagotu jaunajiem apstakiiem (Schoenberg 1954, 1967). Interesanti,
ka arf padus j¢dzienusniizikas formas funkcionalitate un formas funkci-
onala analizeRietumos (Bent 2001) interpret¢ nedaudz savadak neka
Krievijas muzikoloiija. Piemgram, par vienu no galvenajiem vacu/britu
muzikologa Hansa Kellera Keller) ieguldijumiem mazikas zinatng tiek
uzskatita vida izstradatabezvardu funkcionalas analizes metod@Nordless
Functional Analysis) — t. i., skaodarba ipatnibu skaidrojums ar padas
kompozicijas palidzibu. Bis metodes bltiba, p¢c tas autora vardiem, ir
centieni analizes gaita izprast, k& skadodarba ietvertas kontrastgjodas tcmas
un tematiskie komponenti veido organisku vienotibu, veselumu. Savukart
universala atbilde uz mincto jautajumu ir dada: dziidkaja limenft pat kon-
trastcjooam viena skaddarba tgmam ir kopigs pamats, tadci ir iespgjams
radit mQzikas tekstu, kurd &1 vienotiba tiktu uzskatdmi demonstrcta.
Kellers ir veicis vairékas dai teorijai atbilstodas skaodarbu analizes — tas
veltitas Baha, Mocarta, Haidna, B¢thovena un Britena kompozicijam.

5 Interesanti, ka Marksa atklajums veikts 19. gadsimta 30.—40. gados, un
Asafijeva koncepcija faktiski paradijas pcc 100 gadiem (20. gadsimta 30.—4@ados).

" Atkal veidojas paralgles: grQti pat iedomaties kadu formai un tas funkciona-
litatei veltitu krievu teorctiia darbu bez atsauces uz Asafjeva koncepciju.
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Dapi no diemanalitiski atvasinatajiem tekstiemir atskaooti; tos translgjusi
BBC raidstacija, kura Kellers stradajis(Wintle 2001).

Pcdcja laika, t. i., 20. gadsimta beidzamaja ceturksni un vclak, formas
funkcionéalais aspekts atkal nonécis vairdku Rietumu muzikologu uzma-
nibas loka, turklat dapkart tas tiek traktcts ka inovativs, pat revolucionari
jauns skatijums. Teiktais pilnd mg¢ra attiecas uz diviem Viljama Kaplina
(Caplin)® darbiem —Classical Form: A Theory of Formal Functions for
the Instrumental Music of Haydn, Mozart, and Beethoven (1998) un
What are Formal Functions?(2009).

Pirmais darbs ir monogréfija, kas veltita ioti konkrgtam vgstures

periodam (1780-1810); taja analizcti triju Vines klasiiu instrumental-
opusi. Tie ir Haidna darbi, t. sk. 62. simfonija D dur (1781), stigu kvarteti
op. 33 un 35.-39. klaviersonate (Hob. XVI, 1780), Mocarta sacergjumi,
t. sk. 34. simfonija C dur (K 338), klavierkoncerti F dur un C dur (K413,
415), Haidna kvarteti (K 387) un klaviersonéates (K 330C dur, K331 A
dur, 1781-1783), k& ari B¢thovena opusi, t. sk. Sesta simfonija& dur
(1808), visi klavierkoncerti, stigu kvarteti op. 16, 59, 74, 95, klaviersonate
op. 81 Es dur (Caplin 1998).

Kaplina koncepcija, no vienas puses, attista Arnolda B¢nberg&(n-
damentals ofMusical Composition, 1967), ka arf vioa skolnieka un pgc-
teéa Ervina RacdRatz 1951) paustas idejas. Abu mingto autoru pctijumos
forma aplUkota tas procesuélaja attistiba, vgsturiské aspekta raugoties —
no Baha lidz B¢thovenam (Bgnbergs skar arf iepriekdcjo polifonas daudz-
balsibas perioduj.

No otras puses, Kaplins cendas papladinat padu funkcionalo attiecibu
sistcmu, tiecas noskaidrot funkciju darbibu dapados limedos — gan visa
skaodarba formas, gan kompozicijas posmu iekdgjas attistibas [imeni.
Funkcija Kaplina pc¢tijumé defincta k& noteikta posma (autors to sauc
par mdzikas teksta grupu vai fragmentu) specifiska loma skaddarba ko-
pcja organizacija(Caplin 1998: 9). bada aspektéa viod aplliko gan atsevid-
jas tipveida formas, gan v¢rd uzmanibu uz formas atdiirigu interpretaciju
Mocarta un B¢thovena mazika, t. i., skar stila jautdjumus, tiesa, tikai
viena stila — Vines klasicisma — ietvaros.

8 Villams E. Kaplins ir Makgila Universitates (Kanada) docgtajs un mizikas
teorijas problgmu pgtnieks.

9 Starp citu, atcergsimies, ka B¢nberga mizika formas zioa ir samgra tradici-
onala; nav nejaudiba, ka vidd sacergjis tikai panros, kas vgstures gaita jau aplieci-
najudi savu stabilitati (opera, oratorija, koncerts, simfoniska pogma, simfonija,
kvartets u. c.).
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Tomgr, k& pats autors atzist v¢lak tapudaja rakstaVhat are Formal
Functions? 1998. gada monogréafija vibam v¢l nebija izdevies pietiekodi
parliecinodi raksturot savu formas izpratnes koncepciju. Strad4jot pie
gramatas glosarija, vidd secindjis, ka koncepcijas pamatjcdzieni teksta
nav pilniba atklati. Turpretim jaunaja publikacija, p¢c vioa domam, tie
ir defingti precizak, tadci jaunas idejas iezimgtas skaidrak (Caplin 2009).

Teorctiski aprakstot formu, autors piedava vairdkas sh¢mas un
tabulas, kuru mcriis ir koncentrcta veida atspoguiot formas bdtibas
izpratni. Pievgrsisimies dapam no tam.

Viena no d8im tabulam piedava terminu sistcmu (sava zioa vienlaikus
ari mdzikas analizes loiikas sistcmu), kas aptver skaodarbu kopuma un
raksturo to no dapadam pozicijam. baja sakarad Kaplins atgadina, ka
formas raksturojuma iekiaujas gan daudzi visparcji jcdzieni — piemgram,
organizacija, struktlra, segmentacija (sk. jcdzienu 1. grupu), gan ari —
mazéaka skaitd — abstrakti jcdzieni, piem¢ram, dziesmu forma, sonates,
rondo forma un koncerts (sk. jcdzienu 4. grupu)(Caplin 2009: 22).

Piedavataja sh¢ma izceltas éetru limeou jcdzienu grupas. Pirmaja
[fmeni ietverti padi visparinatékie termini, kas korel¢ ar kompozicijas
visparigakajam likumsakaribam. Nakamajos limeoos jcdzieni pakapeniski
sadaurinas lidz tiem formu pamatveidiem, kuri praksc pazistami jau kopd
seniem laikiem. Bis grupas terminus Kaplins apzim¢ kiniversalus(Caplin
2009: 21-22).

1.
organization | structure | pattern shape temporality
organizécija | struktira | modelis, | forma, veids, | temporalitate
paraugs tcls
2.
process function hierarchy narrativity rhetoric
process funkcija hierarhija izklasts retorika
3.
forms genre style
forma kopuma panrs stils

4.
e R == TS9O~~~
1 song sonata . rondo . concert
I dziesmaI sonate | rondo . koncerts !
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Kaplina sh¢gmas pirmajos divos limeoos ietverti jcdzieni, kuriem,
masuprat, nepieciedami komentari. K& redzams, pirmaja limenf sarindoti
apzimcjumi, kuri akcentc skaddarba formas vispargjo raksturu un
uztverami k& savveida sinonimi. Bo virkni varctu papildinat v¢l ar dapiem
jcdzieniem, piemcram,organizacija — struktlira — modelisZ skaddarba
kompozicija — uzbaOve...Un, |0k, to visu nosl¢dz termins temporalitate.
Pcc Kaplina skaidrojuma, temporalitates izjata rodas, pamatojoties uz
skaodarba shematisko aprakstu — ta analizes sh¢gmu (Caplin 2009: 23).
Ta ka tematiski, harmoniski vai cita zidoa lidzigi procesi shgma tiek apzi-
mcti identiski, tad shgma sniedz priekdstatu ari par pada procesa temporalo
raksturu (nedaudz vglak autors piedava ari 6ada veida shemu: Caplin
2009: 26). Turpretim mdsu ierastaja izpratng temporalitates jcdziens nav
lidzvertigs citiem daja virkng mingtajiem terminiem; drizak tas norada uz
konkrctu lidzekli, kas palidz klausitdjam uztvert skaddarba struktdru.
Proti, tempa maida —tas ir viens no elementarakajiem pao¢cmieniem, kas
Tauj skaidri paradit formas sastavdaias, tas dalijumu posmos (tiesa, raksta
ir runa tikai par klasisko formu).

Otra limeoda termini jau vairak versti uz formas procesualitates skaid-
rojumu, un daja grupa uzmanibu piesaista jcdziensetorika . Uzsverot, ka
skaodarba atrises procesam jabat parliecinodam un loiiskam, jcdziens
retorika te uztverams ka sinonims vardantoiika . Dada skatijuma, jaatzist,
minctais apzimgjums pilniba attaisno savu atradanos daja liment.

Nelielu komentéru rosina ari tabulas ceturtaja limeni nosauktas eetras
konkrctas formas (dziesma, sonéate, rondo, koncerts). Tris pirmas pilniba
sasaucas ar Marksa klasifikacija (Marx 1837-1847, 1868) nodiirtajam
piecam pamatformam: dziesma atbilst 1. un 2. formai, rondo — 3. formai,
bet sonate — 4., 5. formai. Turpretl koncerts daja sistcma neiederas. Tas
parstav vai nu sonates formas variantu (ar divkarou ekspoziciju, ka
klasiiiem), un lidz ar to ir radniecigs 4.-5. formai, vai arf rondo variantu
(t. s. ritornelformu, k& baroka koncertformu piedemts dgvct Rietumu
mazikas teorijd) un lidz ar to piederas 3. formai. Ari kopuma Kaplina
raksta nosauktas formas madsu izpratng vairék gan asocicjas nevis ar for-
mam, bet ar panriem. Taéu interesanti atzimg¢t v¢l kadu Tpatnibu: kaut
ari panru grupu autors sava sh¢ma nav ietveris un atsevidii neapldko,
teksta atzimgts, ka vioa mingtajam formam dapados vgstures periodos
bijis raksturigs atdiirigs panriskais saturs un nozime (Caplin 2009).

AplOkojamas koncepcijas terminu otraja bloké ir ietverti formas daiu
jeb elementu parts of form) apzimcjumi. B1 terminu grupa nav tik daudz-
veidiga ka iepriekdcja, bet ari neprasa specialus komentarus. Skaodarba
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formas sakara Kaplins norada: rungjot par formas sastavdaiam, mgs biepi
lietojam tadus terminus k& fraze, ideja, izklasts, atkartojums u. c. (Caplin
2009: 22). Tiesa gan, ari daja gadijuma jaatzimg, ka piedavataja virkng
ir sarindoti nozimes zioa dapadi apzimcjumi (piemcramfraze, sekcija
attiecas uz struktiram, betatkartojums, sekvence- uz attistibas paog-
mieniem):

phrase| idea | statement| repetition | sequence section
fraze | doma | izklasts | atkartojums | sekvence| sekcija, posms

Visbeidzot, treda terminu grupa (Caplin 2009: 22), kas, salidzinot
ar pirmo, skaita zioa arf ir pieticiga, raksturo formas pakiautos parametrus
(ancillary parameters. Taja autors ietvcris dadus jedzienus:

motive | melody | cadence| harmony | rhythm texture
motivs | melodija | kadence| harmonija | ritms | tekstOra/faktira

Arfl deit uzmanibu pievcrd virknes sastavs: no vienas puses, taja
iekiauti mQzikas valodas lidzekii (melodija, harmonija, ritms, faktdra),
bet, no otras — struktlras elementi (motivs, kadence). badam apvienoju-
mam varctu bt savs pamatojums: motivs un kadence tiedi veic strukturc-
danas funkciju, turpretim mizikas valodas lidzekiiem (melodijai, harmoni-
jai, ritmam un faktdrai) strukturcdanas funkcija ir tikai viena no vairakam,
kas turklat ne vienmcr atklajas pietiekami skaidri, ne vienmgr ir primara.

Interesanti, ka Kaplins piedava arf binaru opoziciju grupu, kuré ko-
relcti dapadi ar formu saistiti termini, un piebilst, ka &is terminoloiiskas
svarstibasatspoguio problgmas, kas rodas analizes procesa, cendoties
teorctiski precizi aprakstit konkrctas skaddarba noverotas paradibas. LUK,
opoziciju paru virkne:

forma 1 saturs stabilitate 1 nestabilitate/mobilitate
veselums1 daia grupcdanal sadalidana/segmentcdana
iekdcja forma 1 argja forma kontrasts 1 lidziba

noslcgtiba 1 atvertiba divdaiiba 1 trijdaiiba

tradicionalitate/parastums 1 individualitate °.

10 Arf 0aja gadijuma veidojas tiedas paralcles ar vairaku krievu mizikas pgtnieku
koncepcijam. Piemc¢ram, attiectbdorma 1 satursvispar uzskatama par mazikas
teorijas un formas méacibas stirakmenikontrasts 1 lidziba—ta ir Borisa Asafjeva
ideja (Afad18a1930, 1947, parpublicgjums 1971). lespgjami arf citi lidzigi pret-
statu pari.
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Visi die jcdzieni, p¢c autora domam, asocigjas amizikas formas
vispargjo izpratni (Caplin 2009: 22).

Tomgr, analizgjot klasicisma stila maziku, Kaplins sava monogréfija
lieto arf daudzus citus, jaunus terminus, lidz ar to papladinot strukturali
funkcionalo jeb strukturali loiisko formas izpctes spektru. Turklat, tapat
k& Viktors Bobrovskis, ari Kaplins formas attistibu un funkcionalo saturu
raksturo k& divu Iimeou paradibas. Katram no diem limeoiem pgtijuma
ir veltita sava izvgrsta daia, kuras aplikotasntertematiskas(t. i., iekdgjas,
iekdtematiskas) formas unintratematiskas formas, t. i., kopgjas formas,
likumsakaribas (Caplin 1998).

Par formveides pirma limeoa struktlram tiek uzskatits teikums (sa-
kumfraze, turpinoda fraze), periods (galvena fraze, sekojoda fraze, atkapes
no normas), saliktas vai sastattcmas, vienkardas divdaiu un trijdaiformas.
Tas apllkotas gramatas Il daiarlight-Knit Themes. Savukart monografijas
Il daia ir veltita formas brivako zonu izpgctei (daias virsraksts -Looser
Formal Regiong. Tam autors pieskaita dadus formas posmus: blakuspar-
tijas tcma, saite jeb péareja, izstrddajums, reprize, koda. Otraja limeni
piedavata situaciju diferenc¢dana saikng ar attiecigo formas posmu fun-
kcijam (Caplin 1998)1.

Pc¢c Kaplina domam, formas posmu funkcionéalas diferenciécijas
pamaté ir harmonijas funkcionalitate, tadci harmoniskas, tonalas attis-
tibas loiika kiGst par kompozicionali diferencgta procesa c¢loni. Tiedi
tapcc autors visd monogréfija tik lielu uzmanibu — gan teorctiskos apgalvo-
jumos, gan analitiskos fragmentos — ir pievcrsis harmonijas aspektiem.
Pcc vioa parliecibas, skaokartas pakéapju funkcionéalas tieksmes uzska-
tamas par skaodarba mikro- un makropasaules formas posmu attiecibu
prototipu (Caplin 1998).

Lai uzskatami paraditu, k& saskaoa ar piedavato teoriju skaddarba
formé izpaupas temporélas un kompozicionalas funkcijas un ka tas sav-
starpgji mijiedarbojas, raksta autors detaliz¢ti apliko B¢thovena Pirmas
simfonijas pirmo daiu. Kaplins piedava divas sh¢mas, kuru struktdra ir
vienada. Taeu, ka viod uzsver, 8is shgmas atklaj formas dapadus aspektus
(Caplin 2009).

Pirméa sh¢ma (skat. 188. Ipp.) reprezentg formas temporélo aspektu.
Ta atspoguio formas dalijuma sistcmu dapada limeoda posmos un apako-
posmos, kuri apzimgti ar burtiem vai, precizék, vardu saisinajumiem.
Partulkojot dos apzimgjumus ierastajamt funkciju sistcma, situacija,

11 Monogréfijas IV daia ir aplikotas daudzdaiu formas (Caplin 1998).
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diiet, bltu vgl skaidraka. Sh¢gma uzskatami ir redzama gan limeou hierar-
hija, gan arf starplimeodu sakari, resp., lidzigu principu darbiba dapados
formas limeodos. Tomcrtemporalitate izpaupas tikai k& princips: ir gan
noradita nozimes zida dapadu posmu mija, to sistgma atainota sh¢cma,
bet nav atklata shgcmas saikne ar partitdru. Proti, noradde uz konkrgtam
taktim (77.-80. t.) sastopama tikai vienu reizi. Autors acimredzot paiaujas
uz dzirdes pieredzi, uz savu un lasitaja uztveres priekdstatu lidzibu. Tomgr
jaatzist, ka dapviet nav isti skaidrs, kur iesdkas un kur nosl¢dzas shgma
attclotie formas posmi (Caplin 2009: 26).

Kadas funkcijas autors uzskata par temporalam? Téas parstav dadi
apzimgjumi: veselums Whole), pirmsikts, pirmsakums (before-the-
beginningZ il shgma), sakumskeginningz i vail), vidusposms (niddle 7
m vai M), beigas, kadencednd Z t vai T), pcckadences posms/papil-
dindjums (after-the-end Z tt) (sk. 1. shgmu). No ta izriet, ka shgma no-
sauktas formas loiiskas funkcijas, kas atspoguio izmaidas attistibas
procesa, iezim¢ pada o procesa stadijas. Tapcc tas labi saskan ar Asafjeva
triadi (ARaduda1930, 1947, parpublicgjums 1971) un daigji arl ar
Bobrovska defingtajam loiiskajam funkcijam (Atasiafiéeé 1978).

Otraja shema (skat. 189. Ipp.), saglabdjot do padu hierarhisko sistcmu,
ir mainiti apzimgjumi — tie tagad norada uz skaodarba formas posmu
kompozicionalajam funkcijam. Ari ts veido visai sazarotu sistcmu un
apzimctas sekojodi: sakumizklasts/teikumsafitecedeny, turpinoda uzblve
(continuation), nobeigums/kadenced¢adential), (jauns) izklasts present-
ation), apstaja uz D/pirmsikts (stand on V), blakus materiala izklasts
(consequeny, pirmskodols (pre-core), kodols (core), transpon¢gdana T/
transposition), atkartots izklasts/papildinjums (retranslate) (Caplin 2009:
28). Ka izriet no dis otras shemas, Kaplina traktgjuméa sonéates formas
ekspozicijas uzblOve saglaba savu funkcionali loiisko veidojumu, posmu
secibu. Svarigakais jaunais akcents saistams ar pamatpartiju iekdgjo fun-
kcionalo dalijumu. Un atkal daja funkcionalaja diferencgdana priekdplana
izvirzas procesualais (galvenokart!) un jcdzieniskais princips.

Tiesa gan, jautajumu par funkcion&lo procesu un skaddarba struk-
tOras korel&ciju autors ir iztirzajis tikai pamatvilcienos — kopgjas formas,

t. i., sonates formas, limeni, demot v¢ra tas dalijumu posmos (ievads,
ekspozicija, izstradajums, reprize, koda) un ekspozicijas dalijumu divas
pamatpartijas. Detaliz¢taki atsevidio partiju vai tgmu uzbOves jautajumi

ir skarti tikai analizes gaita, vai ari izraudzitaja analizes rakursd nav
diitudi autoram principiéli svarigi.
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Tadcjadi, lai gan Kaplins ne vienmgr detaiés izskaidro un argumentc
savu poziciju (tas gan attiecas galvenokart uz monografijas tekstu), svarigi
uzsvert: kopuma vida koncepcija piedava pctniekam interesantu klasiski
romantiska stila skaodarbu formas funkcionélas analizes variantu. Bi
pieeja kardinali nemaina priekdstatu par mums zinamo formas funkci-
onalo izpratni, bet vienlaikus iauj iedziiinaties atsevidiu skaddarbu proce-
suélas attistibas zimigas un savdabigas nianscs. Tas savukart liecina par
formas funkcionalas izpratnes talékattistibu un, iespgjams, par jaunu
stadiju 01 mlzikas formas aspekta pgtnieciba.

On the Form and Its Functional Aspect in Music
Elena Lebedeva

Summary

Functional notion of the musical form has a long historical tradition
but took shape gradually — at first within the bounds of teaching compos-
ition, namely composing musical works (for instance, theory of rhetorical
disposition), then later on beginning from the 19" century already within
the limits of teaching musical forms.

In this abstract two main directions of functional analysis of the
form in a musical composition are considered — one is connected with
traditions of Russian (Soviet) school and the other — with tendencies of
Western theory of the musical form.

Adapting already known (due to translation of textbooks about the
form by Ludwig Bussler (1878), Ebenezer Prout (1893, 1895) based on
the form conception by Adolf/Adolph Bernhard Marx) in the Russian
environment, teaching of the form started very intensively to be developed
including the attitude to the problems of functionality in the form. First
of all this was connected to appearance of a sufficiently great quantity of
works devoted to the given problem (these were investigations by Boris
Asafyev, Lev Mazel, Viktor Cukkerman (Zukkerman), Viktor Bobrovsky,
Valentina Holopova, etc., besides, original textbooks on the form were
developed) and secondly — to forming specific aspect of its consideration,
choosing definite characteristics of functionality in the musical form. As
the principal characteristics basic theses of theories by AsafieAfiadiiaa
1971), Bobrovsky (Atadiafiééé 1968) and Anatoly Milka ( 1éééa 1982)
were considered.
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Interest in proper functional organization of the form, so strikingly
displayed in theory of the musical form by A. B. Marx (1837-1847, 1868),
in the Western musicology was also stirred up in the 20 century due to
several reasons. One is in the immanent development of theory that is
why gradual appeal to functionality is quite natural. The other is in the
development of musical art itself since new compositional techniques
make many musicologists think about this aspect of a musical work.

In some works of Western authors of the last time (i. e. the last
quarter of the 20" century and later) functional aspect of the musical
form once again appears in the centre of attention, and what is more, in
criticism it is taken for rather innovatory. This refers first of all, to works
by William E. Caplin Classical Form: A Theory of Formal Functions for
the Instrumental Music of Haydn, Mozart, and Beethoven (1998) and
What are formal functions? (Caplin 2009).

In his monograph Classical Form: A Theory of Formal Functions
for the Instrumental Music of Haydn, Mozart, and Beethoven (1998)
Caplin aspires to expand the system of functional relations itself, retracing
it both in separate forms and in different levels — an integral form and its
internal structure and development. And what is more, the function is
defined as a specific role of a certain musical section in organization of
the form of a composition. The author pays attention both to separate
typical forms and to peculiarities of Wolfgang Amadeus Mozart’s or
Ludwig van Beethoven'’s interpretation of the form, that is he concerns
problems of a style though within the limits of only one formation — the
Vienna Classics. Besides, a special place is taken by explanation and
systematization of terms, used in the forms analysis and this is basically
what the Caplin’s article is devoted to.

In spite of the fact (this refers in the first instance, to the monograph)
that Caplin does not always explain or argue his position, it is important
that on the whole, his conception proposes one of variants of a form
functional analysis for compositions in a classical-romantic style, on the
one hand, without changing essentially conception about it, but, on the
other hand, allowing to extend in interesting and distinctive details of
processional development of separate compositions. And this is an
evidence of development in a functional comprehension of the form and
a sort of revival of this aspect in investigation of the form of a musical
composition.
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é
é
i0ilpdied ivdepace & 60ae (Niiaoa Es-dur Z 803):
Adagio — Canzona /Allegro/ — Adagio — Largo — Allegriiii D-dur Z
811: Adagio — Canzona /Allegro/ — Grave — Largo — AllegrdB 466aed
fié6+ayo aicieéado iaddgaied iidyaéa e iadeiae~inoe ~adaaiaaiey

144841106 & 40008 +afio&é (Nifadca a-moll Z 804:Grave — Largo —
Adagio — Canzona /Allegro/ — GrayeNiiaoa F-dur Z 810: Allegro —
Adagio— Canzona /Allegro/ — Grave — AllegroNiiada d-moll Z 805:
Adagio- Allegro — Adagio — Vivace — Largo Aadeaseliing 6eéé ia

Niiaca g-mollZ 807
iM-ae-

N

Aanni-iNoeiaot (44 aadeasdee) idaanoaaeyao il

facaaiedl xaéiia , éoaeéuyinéeie idiiadacai
aeino |, ieeil N+éoaol Nifadd Romanescaliélitia bififié € Niiado
2 1) cée.

N
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e

>
ox
™
5\
3
. Qo C:
o:
['ﬂ))
ox
Qo
:

2 A janolyuée 6aaioa efileuco aony ecaaiedThe Works of Henry Pursell
— Vol. 5: Twelve Sonatas of Three Part$1883). London & New York: Novello,
Ewer & Co
— Vol. 7: Ten Sonatas of Four Parts(1896). London & New York: Novello,
Ewer & Co
3 [oiadacey fliad aadony it Aiageoe+aneiio odiace+anéno eacagao
Odaiéeeia A. ceidaiyia (Zimmerman, Franklin B. Henry Purcell, 1659—
1695: An Analytical Catalogue of His Music (1963). London: Macmillan; New
York: St. Martin’s Press).
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The Sonata da chiesaTradition
in Henry Purcell’'s Instrumental Chamber Music

Olga Savitskaya

Summary

The article is dedicated to the trio-sonatas by Henry Purcell, whose
genre and composition peculiarities are considered through the prism of
an individual author’s style and traditions of the Baroque Sonata da chiesa

The author notes characteristic of Purcell's Sonatas variety of
compositional structures (cyclic, contrasting compound structureshasso
ostinato variations). Considers the system of diverse contrasts (textural,
tonal, genre), acting as a major factor in cycle formation. Identifies
patterns of compositional and dramatic functionality of the Purcell’s cycle.

Much attention is paid to the polyphonic writing problems, is signed
out a tendency to polyphonization of both fast and slow movements of
the sonata. The role of the mixed homophonic-polyphonic texture as the
focus of the ensemble music-making specifics is also singled out.

The article analyzes various polyphonic forms, i.e. a fugue with a
non-polyphonized reprise in ternary form, a compound ternary form, a
fugue in old binary form, a canonical form.

It considers a wide range of genre sources of the thematic material,
demonstrating its close and inner relationships with the old English
tradition of instrumentalism, vocal forms of the Renaissance and the
new musical-theater stylistics. In this regard, there are examined the
original samples of instrumental implementation of the poetic and musical
bar form, the polyphonic ricercar and the operaticlamento. The diversity
of dancing rhythm elements (hornpipe, jig, galliard, sarabande, siciliane,
minuet, and others) makes the music theme particular and expressive.

In conclusion the author emphasizes that the trio-sonatas by Purcell
are a bright and impressive event of British instrumental chamber music
of 17™ century, which is inextricably linked with national tradition and
marked with individual stylistic innovation. Purcell’s sonatas reflect the
process of active formation of national and regional schools of com-
position, represented in thesonata da chiesagenre through the works of
great masters of the Baroque epoch — Arcangelo Corelli, Fragois
Couperin, Dietrich Buxtehude, Heinrich Biber, Johann Sebastian Bach,
George Frideric Handel and others.
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Ee08a068a
Ursprung, O. (1931). Die Katolishe Kirchenmusik (Handbuch der Musikwissen-
schaft Band 9). Potsdam: Akademische Verlagsgesellschaft Athenaion
Zimmerman, Franklin B. (1963). Henry Purcell, 1659-1695: An Analytical
Catalogue of His Music. London: Macmillan; New York: St. Martin's Press
Eeaaitaa, O. (1948).16c0éaguiay adaiaosdaey E. N. Aada & 4 enoide+anéed
fiaycex. 1: Neioiieci . liféaa-Eaieiadaa: i6caec
Eeaaiiaa, 0. (1983).Efioiaey caiaaiiaasiiaénéié iogiée a1 1789 aiaa . 2-4 eca.,
i4d40a4. & &fi. O. 1. lifiéaa: iogléa
Efoiai, b. (2000). Naieinoasa. Naieo-idodsacda: Eféonfoal-NiA
iatofifita, A. (1985). Caiaaitdasiiaénéay i6ctiéa XVII — 1adaié ~aoaasoe
XIX adéa(Enoioey ieeoliee & 3 a0ionéeas; adi. 3). lineaa: 16¢oéa
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8 o )

201



= 3; Qo
O g gy
o:
: (0% OJé
o o
c =
= Q> Qo

O
x
n
D~
|
ox
> o
o:

>
)]

Qo
D/
Ce)
a»
: 7 Qo
=]
o
=
ox
(?;

Qx
oY)
»
Q-
D:
=t
c:
- =
=
-t
(=)

- (D/
-
=13
=13
@

o
(@}
=5
Qx a»

e
- D = C: o

= Qo "(;)i =t (‘D; o QJ?
D =5 @,
Qx : O:
22 @
Do @ R
=N =)
=
o
S
e =
o & 5
@ & S &
6\ O o
Do
ox

— O

v Q-
088

’ =)



1ioifi0 seaida, Noééy, 6aéo6od

ey anoinia, i 1 ATa0e0&Ee1é aedaioa, Noeey & 6aéoooa.
Efdiay ec oidiaié niaoedeée seaida, a i6ivanna efiféaaiaaiey

iai 13e&ifit a0yaeol iiadiiinoe adénoaey 6ieaddnacuitd 1ioad-

cila a6 el aléaeuii-oioiaie ioca ' C

2)

)
,

Layoi fii., iaiaeidsd, & 080446 Aiolia 1641adaaeaingial (1924), iéid
Roaneinaié-iadneanéné (1983), Aagdioeia Eeieia (1985) & 4d.

210 aifiledcd  &ify ecadnoidie oadieiaie, a +anoiinoe, idaaéieediia-
i@ 1862861 O  a5aéaitadi (1988), & iailéiei &6 Ataddeeaiedl, Tioeiaeu-
i0i aey gisiatai elivasoa

203



Mazikas zinatne dodien: pastavigais un mainigais — IV

Q-
o
Qo
ox
(4
Q-
[0}

p»
Q-

o
Y
=13
=)
D
o
0%
@
:
(04
a»
(4
Q.
O
-
:
c
=

.

o
F:
o

2) a

Q_))
D:
('ID;
: D
o
==
™ —
(D
(o]}
1!
x
Qo

oy
=4

: Q)
(0]
D:
o



=
&
=13
[<=)
8

aida, fioeey, 6aéoodd

ecéleediey cori spezzatfArnold 1977). Tia faycaia il Alaoeaguiié
4e0040aioeaseaé 6ida i 0aiadial-6aaenodialo ideioeid — a
f06é+ea 10 0ddieée divisi, idaaiiéadapudé épaia aal dacadéaiea.
E11aiai0i0i 400840011 é1i6adoiinoe yaeyaony oiotaay
aedodicitio - nfalésiiinou Ndaanoa ibctéacnilal ychéa, 1aan-
id+eaapued élivasoiné aidiaié fnoeel. Aedoo igiiiou a distaié
16¢c0éa Toee+adony 10 eifoddidioaguiié, ineieuéd da  eifodoiai-
ofl  yaeyaony +~aéiad+anéeé aiéin, aiciieeiin
i0. lyolio aéd806  ficiiiol & Gidial élivadoa anou e nfaiéaiii
fidoeoe+anéed élivadois ideaita aiéaguii-6isiaal enieie-
0&80M0aa (&1i6adoiie didtaié enieieodéinéié oasieee). OioTal-
10 811628006 16efdl iitaté, aedodicité oéi 61d7aié oaeé-
00630, éioid0é Tiilataadony ia élicddoiié niaceceéa didiaial
@céieediey 16cOEaclinal i1aoddeaca. Agy aédoo iciié 6isialé oaeé-
0080 naiénoaaiii
1) eifoddiaioacuiay odaéoiaéa 6ida éaé ainaiaey aiéaéenoia-aes-
odcia i dléugel eniéiecasunéel ioaioeasi;
2) eifiiléliciaaiea anaal aéaiagiia éasedié ec 6161aié 1ad0eé;
3) gediéliangoaaiia eniielciaaiéa aidaceoaenind alciieelin-
0aé finoaaa enieieoaéaé;
4) aéoeaecadey eceizediey failal 0600e;

faifal aieina (aooiid) a asodie;
6) 1foiyii0& 04iadia0a iadaiail, 0aéed eaé idéidiaied dacee~-
{06 fiffoaaia 6ida, idodaaedeliina odiadiata ii+-aoaiey e éfi-

ETi6800i0a +4300 i6¢0ée & faycaiiay i ieie elivadoiifiou
AAAA fioioiediaageni a ias jad é

O
Q.
(9%
o
(@)
o
o



Mazikas zinatne dodien: pastavigais un mainigais — IV

€44 &ieliia, é101o0a,
colla parte ad libitun

é 4l6iigie) 46y aaa-

i 80104 1adoeeé,

—  &islgié GioTa
846 102A8ET, 464636PONY
S5a0

o
Qx
9\
Qo
o
0%

ATéad aieinia; aéep+ado ei



aiiieaanoaee ivefoduead 1daoioeas
s a

—_ =

D O q
o
ot
<
D

|.
=
=13
o
&
-
ot D

oi+éad 61di0, +of 4 Tidadaaeaiiié foaiaie faimeiado éfiiigeoe-
Tiiop f086€06806 Tdaoidee, & ad. Oidiaié  adaia-eiioddo (iaideias,

— 0ééée+iinoé 61oid;
— fil+aoaiéé +anoaé 11 16eioeid éliodanoa ece daideciiioe;
— Talauapudé doieoee oefaglifal dacaaea;



\%

avigais un mainigais —

iecigé

A

y 1983). 128

110

Mazikas zinatne dodien: past

—
@ O-:

N

agéa

.oa

uTa

Aol

208



an
Qx
Qo
&)\
Do
=

= =
oS
D
o
o W
®: AN
MD:
S Qo
> O D
D N
™ >

Pd
13
13

J—

o

Qe
o 0

=

S

Q

Q:

&)o
(2
< (0%

O

=

o

5 2
> M Qo
< @

@: %

2
I':I'!> Qe o
o Qo .,
Qo
ox
o

D\
x
=>

>
=

. Ox O
Do
an

- (D
=t
o
Qx
-_—

>
o O:

209



Mazikas zinatne dodien: pastavigais un mainigais — IV

o
ox
=
an
ox
)
=)
~
@
o
ox
o

|
a0ay lagaaie 1a0ie® . Ni+ei

06ad0ié éfiil
i1 04i4d1a1-04a
oy é

B
M/
(@]
(4
=13
Qx
Q.

0
Q.
Qo
(0]

= Do @

> (D’

3 <<

8}(
& o
g) d
S S
=y
»» /5, &
EE
> = o
< o oS (D

N
—d






Mazikas zinatne dodien: pastavigais un mainigais — IV

The European Choral Concerto:
Matters of Style, Genre, Texture

Galina Tsmyg
Summary

In the article genre and stylistic peculiarities of European choral
concerto are revealed, phenomenology of vocal-choral concertivity is
examined, Venetian choral concerto is described, the way aidvancement
of the choral concerto of the 16" century is disclosed, genre-stylistic charac-
teristic of the contemporary choral concerto, including the Belarusian
one, is given.

The specificity of the choral concerto style is determined by the
phenomenon of concertivity (synthesis of the inherent choral principles
and the universal concert principles), namely: principles of Contest,
Dialogue, Play and concerto type of musical and verbal lines coordination.
At the heart of the inherent vocal-choral type of interaction between
concert principles lays the contrast of comparison realized ashoral
concerto antithesis

The formbuilding principles of the choral concerto are: concerto
type of the development, polycontrast, determination of the musical logic
by the text, frequency of texture changes, structural variability, contrast
comparison of the parts, functional interpretation of the form sections,
organizing role of the second plan form. The essence of concertivity in
the choral concerto shows itself in strengthening of the role of theatrical
factor. Concertivity of choral vocalization of the text and vocal-choral
virtuosity are the determining features of music of coral concerto. Con-
certivity of choral texture is expressed in: polychorality as a principle of
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A Oina . Aastidéneeé oiotaié eivaso: alisinn seaida, foesy, 6aéo6dd

its structure (cori spezzati techniqu¢; antithetic cooperation of specific
vocal-choral types of choral texture structure @ntiphony, responsoriality)
and kinds of polichorality ( hidden and mobile); as well as techniques of
choral voice grouping; a concert way of choral instrumentation intended
for creation of spacing effect.

All these features are to be found in Venetian choral concerto of the
second half of the 16" century. A historically new type of musical creative
work was formed in Venice, which determined the further development
of the choral concerto genre (Andrea and Giovanni Gabrieli). Three genre
types had also set in (the small choral concerto, the big choral concerto
and the choral grand-concerto), which later on became the basis for choral
concerto compositions in western (West-European choral concerto) and
eastern (East-European choral concerto) Europe.

Creative mastery development of choral concerto by representatives
of different national composers’ schools is characterized by their national
specification. So, demand for the choral concerto in Eastern Europe was
the reason for its advancdrom West to East. A choral concerto a cappella,
Eastslavonic (Russian) choral concerto was formed.

The contemporary choral concerto (Belarusian as well) was formed
at the heart of East-Slavonic type in the Soviet choral musical culture
context (Andrey Mdivani, Andrey Bondarenko, Ludmilla Schleg). Having
inherited the typical attributes of the genre it shows itself in a new way
under the influence of the complex modern ideas. It is expressed in:
revaluation of the historical heritage in the area of stylistics; formation
of genre types and as a special one — folklore; individual composer’s inter-
pretation of the historically set genealogical genre bases (genre idioms);
specification of the ancient technique of voice groupingcori spezzati
(personification of timbre-register complexes leading to dramatic art of
timbre); concertivity of cyclization way (choral concerto cycle).

E€0da006a

Arnold, D. (1977). Giovanni Gabrieli. London, New York, Toronto: Oxford
University Press

Kenton, E. (1967). Life and Works of Giovanni Gabrieli . American Institute of
Musicology

Malinowski, W. (1981). Polifonia Mikolaja Zielefiskiego . Krakow: Polskie Wy-
dawnictwo Muzyczne
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Style Idioms of a Musical Modern Style
on the Example of Igor Stravinsky’s Music

Nelly Matsaberidze

Summary

In the beginning of the 21 century a steady interest to modern style
is observed. The reason roots in its original art-aesthetic concept and its
double function — the result in relation to the previous historical styles
and discernments in the future art of the 20" century. This duality has
generated an essence of the aesthetic concept of the modern style which
is based on the dialectics of the old and new, romantic and rational,
decorative and functional.

Comparing the modern style in visual arts and in music, it is possible
to find direct analogies in aesthetic positions and adapted for a matter of
musical art expressive means, such as a decorative effect, ornament,
emancipation of a melodic line, a special parity of relief and background,
a cult of details, multi stylishness and stylization, etc.

These positions have made immutable rules of the modern style in
music which has defined the type of the organization and the character
of selection of the musical language means, comprising the modern style.
The musical-sound text of compositions is represented by the concrete
style idioms on which the belonging of the composition to a particular
style is defined.

The modern style idioms concern a special character of a melodic
line which is shown in ornament lines; articulation features of construc-
tions (the exact reality of the form of the composition and the convention
of traditional expressive means of the musical language); the specific
features of the rhythmic organization (the interaction of ostinato and
variations); the principles of the parity of relief and background; the
aspiration to the novelty of a harmonious language and the easing of
functionality; the emancipation of rhythm, timbre and invoice.

The modern style idioms are revealed from Igor Stravinsky’s compos-
itions of Russian period. The general tendency to the interaction of
thematic and impressive elements between themselves for creation of the
original graphic integrity of decorative-ornamental stylistics is observed
in them.

On the basis of this the modern style idioms will be considered the
following:
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— the equality of functions of background and foreground (relief) which
lead to the close connection of thematic and impressive elements,
and melodic and timbre themes are defined by thédhomogeneity of
the subject and environment

— the change of the attention to the main and minor, constantly sub-
stituting each other, weaving and crossing of lines, their laying, that
leads to introduction of thematic elements in the invoice and the
creation of diverse contrapuntal lines. Weaving together they create
the effect of the plurality of the concepts of the decorative ornamental

musical cloth.
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Musical Postmodernism: The Problem Definition

Tatsiana Mdivani
Summary

Musical postmodernism (1951-1990) has most fully manifested itself
in the music of the Second avant-garde as opposed to the European musical
radicalism, which is based on the concepts of rigid rationalism. Appealing
to the mosaic world view, to eclecticism and polystylistics, that is, to the
paradigm of fullness and breadth. Themusical contentis dominated by
the concept of folded meaning, with the phenomenon of change and
interpretation being the necessargondition of existence the image system
is dominated by methaphorics, images of the old times, by mythologism,
and by a particular interest in non-European cultures; the field ofform
generation— by nonlinearity which has became the basis for several new
forms: the open endless form and the open aleatoric form connected
with the principle of randomness and improvisation; the stylistics— by a
universal musical language expressing the multi-meaningful world view
and the subtle shades of the human soul; and thgenres- by the ideas of
intertextuality embodied in fundamentally new genres which are repre-
sented by such compositions as happenings, performances, acts and
installations. Taken as a whole, the logical cultural dominant of the avant-
garde branch of musical postmodernism is the idea of amew synthesis
based upon a fanciful combination or continuation, prolongation (by
Konstantin Zenkin — Caiééi 2003: 96) of music in verbal expressions
(Sam, dolce tacereLuigi Nono), theatrical play ( AventuresGyorgy Ligeti),
paintings (lannis Xenakis'spainted sound and Silence-musig¢John Cage’s
4’33"). Thus, music has been put into words, gestures and play con-
certizing which has resulted in strengthening and wide-spreading of new
syncretic (but not synthetic) genres.

In the Modern music (the beginning of the 20" century) the basis for
composer’s concept disclosure wasinear logic creating the dynamic

240



0. 14¢aaie. 16 ¢Oeaguiné iMnoitaddiec: @ ilfoaiass islasaia

structure with its inherent orientation towards the climax at the golden
section point. In the Contemporary music the priority is given to non-
linear logic originating from non-European principles of musical material
structuring (from Indian raga, in particular): circle, spiral, monotone static
division (Ligeti, Karlheinz Stockhausen), where the body of a musical
composition is self-aligned and self-organized producing the effect of
orientation towards the emergernt integrity (Eiyc&aa, Eo6dapiia
2002: 37).
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Refraction of East Traditions in Architectonics of
Musical Compositions in the Second Half of the 20" Century

Alla Subbotniaya

Summary

European musical art of the second half of the 20 century has
undergone substantial changes in the level of the architectonics, as reflected
in the new principles of forming and types of forms: open, static, rhythm,
and the moment-forms. Appeal of Western composers to the philosophical
and ideological ideas of the BuddhisEastwas the enrichment and renewal
of compositional techniques of individual styles, creating new designs
and shapes, variety of styles. Most pronounced of these processes have
shown themselves in the art of postmodernism (the second musical avant-
garde) or Kunstwollen.

The interaction between Eastern and Western musical traditions in
the architectonic level, formed a new evolutionary stage morphology.
Jurij Holopov defines two ways of forming:

— change of traditional forms with the new language &tatic form),
— transformation, a new form based on traditional principles (open,
rhythmic, the moment-forms).

Static form — a form of stay in time, stretchedin time musical
structure, where the structural nodes arénere, now, moments It doesn’t
contain any action and dynamics.Open form based on the principle
of improvisation, in its treatment of time is also approaching Indian raga.
Rhythmicform based on a certain number. Themoment-for mbased
on the principle of infinite melodic variation on the basis of a formula.

In the field of architectonic created new form: o p en (Third Sonata
of Pierre Boulez, Zyklus and Momente of Karlheinz Stockhausen),
rhythmic (Lecture on Nothing of John Cage), static (Apparition s,
Atmospheresof Gyorgy Ligeti, symphonic meditation Shadow Windows
of Vjaéeslav Kuznecov), themoment-form s(Mantra of Stockhausen)
associated with the principle of randomness, improvisational music
making, meditation and concentration on one thing, with the idea of
infinity, mediated with Indian raga. Interest in the musical avant-garde
to the eastern traditions at the level of formation was associated with a
desire to get rid of certain types of design diagrams, characteristic of
European music.
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The Contemplating Origins
in Lithuanian Contemporary Music:
The Book of Jerusalem of the North
by Mindaugas Urbaitis

Mag. art. Violeta Tumasoniené

The Junior Research Fellow of the Lithuanian Academy of
Music and Theatre, Musicological institute,
Department of Science and Publishing

Mindaugas Urbaitis (1952) at the end of 20" century was the most
radical minimalist in Lithuanian contemporary music, scandalizing the
local audience with prolonged compositions built from endless repetitions
of seemingly unchanging material, such as hour-longrrio for three
melodic instruments (1982). The works by Urbaitis of this period are
characterized by particular rationalism, integrity and purity.

Johann Sebastian Bach, Anton Bruckner, Johannes Brahms, Wolf-
gang Amadeus Mozart,Astor Piazzolla, Richard Wagner, were composers
from the past whose fragments of music opuses Mindaugas Urbaitis
recreated in his own compositions. These were as the signs i&-composi-
tion or recycling by composer.

Minimalism emerged in Lithuania not as a result of the hippies and
their manifestos, as happened in the USA and the Netherlands in 1960s.
It wasn’t a manifestation of clubs or garages, and even more recording
studios, with musicians, often nonprofessionals, who liked jazz or rock,
or were fascinated by Indian or African music, partaking (Nakas 2004).

At the end of the 1970s Lithuanian minimalism was being created
by academic composers, who had chosen it as to degree legitimized (not
in Lithuania), refined aesthetic and technology, which allowed the incor-
poration and fusion of components of a highly diversified nature — from
elementary diatonics to complex structures. According to the composer
and musical writer Barlinas Nakas, fast came eclectically structured pre-
minimalist music: instrumental theatre, church, avant-garde and popular
music (Nakas 2004).

Lithuanian minimalism took advantage of an interesting historical
parallel: an archaic folk music tradition — protominimalist music — the
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sutartinésas if it is a powerful load of minimalist inspiration sutartinés

carry (Urbaitis, Nakas 2006). More than one composition accreted a

dense layer of historical, cultural, religious, and resistential semantics.

Different sorts of minimalism took part in works by Bronius Ku-
taviéius in Lithuania, Veljo Tormis and Arvo Part in Estonia. Original
visions in works by composers where created with jearn for forgotten
rites and a time longpast. In every case, the composers were striving for
a contemplative and meditative effect.

Another type of minimalism, much closer to its American variety,
was chosen by Mindaugas Urbaitis. Certain of his compositions overly
emulate the style of Philip Glass and Steve Reich.

Let’s return to the composer’s opuses on religious texts. Among all
his about 60s works (Mindaugas Urbaitis. Works), it took a very little
part, only eight ones:

— Behold, My Love: text from Song of Songs and Robert Herrick for
soprano, flute, cello and harpsichord, 2010, 8'30";

— Three Liturgical Choirs: liturgical text for choir, 2005, 10’;

— The Book of Jerusalem of the North: text from the Old Testament
in Hebrew for tenor and violino solo, men’s choir, piano, celesta,
percussion, 2001, 18’

— Celebrabo te, Domine texts from Psalms in Latin for two sopranos,
choir (ssaa), flute, oboe, harpsichord, organ, cello, 2000, 15’ (the
first version without choir, 1996, 15%);

— AChild is Born in Bethlehem: text by Martynas Mapvydas for voice,
oboe, bells, organ, cello, 1997;

— Mary the Virgin : text by Martynas Mapvydas for voice andkankIés,
1997,

— Hymn About the Holy Sacrament for voice, cello andkanklés, 1997;

— Lacrimosa: liturgical text for choir (satb), 1994, 5.

From about eight ones,Celebrabo te, Domineis an example of the
expression of the Word and Music based on Psalm texts. The statics of a
fourth, marcato and delays by two notes characterized by successive steps
of melody and unexpected leaps by a seventh, ninth and delays by two or
more notes. Itis the result of the clash between the ancient culture of the
Bible world times and the present days. In subsequent work by Urbaitis
we can look for the mature piece where the Scriptural Word and Tone
are united in close proximity.

We have a special look for the opuses contemplating origins in
Mindaugas Urbaitis’ composition The Book of the Jerusalem of the North

256



V. Tumasoniené. The Contemplating Origins in Lithuanian Contemporary Music..

— texts from the first book of Chronicles, chapter 1: verses 1-9, 17—
18, 20-34, 35-42; chapter 2: 1-2, 5-6, 8-9, 16; chapter 4: 24-27;
chapter 16: 8, 23, 28, 31, 34, 36;

— the Book of Tobit, chapter 13: 1, 10-11, 19-20.

Some words about the name of the composition by Urbaitis. It may
be traced to the most ancient times, when Vilnius Yilne — yiddish) was
the city that brought to Lithuanian Jews exceptional fame. The first
document mentioning Jews in Vilnius dates back to 1567. In 18 century
the great genius Gaon of Vilna emerged. Since then Vilnius became a
recognized spiritual center. It was called Jerusalem of Lithuania. There
are several versions of the story why Vilnius was so exceptional, but this
is only legend Why Jerusalem of Lithuania?. Really Jerusalem of Vilnius
is in the North from Jerusalem in Israel, Holy Land.

The biblical descendants of Israel starting from Adam, Abraham,
the kings and twelve tribes are recited in the part of choir.

We can see the text in Hebrew prepared by Lara Lempertiené. Because
the Book of Tobitisn’t in Hebrew Scripture as a canonical text, she works
with the text translated from Greek.

Men'’s choir
The First Book of Chronicles, chapter 1, verses 1-9

1. A-dam set e-r0d. 2. Kei-nan ma-ha-lal’dl ja-red. 3. Cha-noch me-
tu-de-lach la-mech. 4. No’ach dem cham vag-fet. 5. Be-rel je-fet// go-
mer u-ma-gog// u-ma-di ve-ja-van// ve-tu-val u-me-dech ve-ti-as. 6. Uv-
nel go-mer// ad-ke-raz ve-di-fat ve-to-gar-ma. 7. Uv-nei ja-van// e-li-éa
ve-tar-d-da// kit-tim ve-ro-da-nim. 8. Be-rei cham// kud u-mic-ra-jim//
put uch-na’an. 9. Uv-nei kud// se-\a va-cha-vi-la// ve-sav-a ve-ra-ma ve-
sav-te-cta// uv-nei ra-ma// dea u-de-dan.

Lower we can see the text in English translated from website Bible
(quoted after: The First Book of the Chronicles 1901).

1 Adam, Seth, Enosh, 2 Kenan, Mahalalel, Jared, 3 Enoch,
Methuselah, Lamech, 4 Noah, Shem, Ham, and Japheth. 5 The sons of
Japheth: Gomer, and Magog, and Madai, and Javan, and Tubal, and
Meshech, and Tiras. 6 And the sons of Gomer: Ashkenaz, and Diphath,
and Togarmah. 7 And the sons of Javan: Elishah, and Tarshish, Kittim,
and Rodanim. 8 The sons of Ham: Cush, and Mizraim, Put, and Canaan.
9 And the sons of Cush: Seba, and Havilah, and Sabta, and Raama, and
Sabteca. And the sons of Raamah: Sheba, and Dedan.
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The musical realisation of these words is very simple: rithmical
recitation, intonations of seconds, echo effect, clear rhythm and emotional
differences, specially sourced from the words semantic meanings.

Example 1 Rithmical recitation and Example 2 Intonations of
secondssee on p. 259,Example 3 Echo effectsee on p. 260.

On the text of the Book of Tobit the musical realisation are soft (in
melody) and in Hebrew intonational segments: especially fourth, tercias,
sixths and larger seconds.

Example 4 Tenor. The Book of Tobit, chapter 13: verse 1 see on
p. 260.

2. [..] Ha-6em e-lo-him ma’ad-dir// de-me-cka mal-chu-te-cha mal-
chut kol'o-la-m im.

(Then Tobit composed this joyful prayer: Blessed be God who lives
forever, because his kingdom lasts for all aggs

The fifth, larger tercias we can see also in the musical realisation of
the words of the Book of Tobit, verses 10-11.

Example 5 Tenor. The Book of Tobit, chapter 13: verse 10-11 see
onp. 261.

11. Ha-le-lu-hu be-chi-rei ha-d&m// ho-du ve-ra-ne-ru li-dmo.
12. Ve'et je-ru-da-la-jim kir-j at el// hu pa-kad be-&-vet pid'ech [..]

(Praise the LORD for his goodness, and bless the King of the ages,
so that his tent may be rebuilt in you with joy. May he gladden within
you all who were captives; all who were ravaged may he cherish within
you for all generations to comé

On the table we can see the dinamics scale dhe Book of Jerusalem
of the North .
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In The Book of the Jerusalem of the Northwe can see intersections
of several cultures: the sources of the Holy Scripture word and their
historical transformations, which are deeply etched in the memory of
cultural identifications that have melted in the profusion of knowledge
and information. Minimalistic stylistics and recitation are tuned up in
the composition. The instrumental episodes show the principle ofaising
minimalistic stylistics.

Example 6 The principle of raising minimalistic stylistics see on
p. 263.

Conclusions

1. The biblical descendants of Israel starting from Adam, Abraham,
the kings and twelve tribes are recited in the part of choir as the
male origin of the word — the name carrier and the dominating
diatonical slides in the structure of composition.

2. The instrumental episodes are like attributes of modernism, like
modern signs which are showing our period. As Stewe Reich 1968
explained in Music as aGradual Process [..] this emotional layer
lies outside of the work, since processes such as phasing liberate
sound fromany intention s, allowing sonic phenomenatooccur
for their own acoustic reasons(quoted after: Reich 2002:
35). Mindaugas Urbaitis in his composition shows more thanacoustic
positivism (as Stewe Reich articulates as minimalistic music form),
a term developed by Jeremy Grimshaw to describe minimalism'‘s
focus on sonic materiality rather than semantic meaning or musical
context (Grimshaw 2005: 180). Texts of the Bible are in special
biblical semantic meanings and carry its only biblical meanings.
Musical context to the biblical text are having a lot of different
meanings of the Bible from different ages: from the Old Testament
since the Book of Beginnings till the New Testament Revelation of
St. John — more than five thousand. From this point, minimalism of
Urbaitis is in the strong area of traditional Bible music: without
polyphony, women's voices and dances.

3. Thetexts of the Old Testament are identified according to the elected
nation. The biblical interpretation remains in the frames of the verbal
(biblical) tradition. The idioms chosen by composer open various
possible semantic interpretations. The composer’s allusion into Philip
Glass’ and Stewe Reich’ (Puca 1997: 537) music as into one of the

262



€9¢

Example 6. The principle of raising minimalistic stylistics

Example 7. Instrumental insertion



Mazikas zinatne dodien: pastavigais un mainigais — IV

well-known images of Jewish music is especially interesting. The
melody and all compositional matter don’t function separately,
independently but remain in the space of the Holy Word. The musical
structure doesn’t drown the meaning of biblical text. Maybe due to
that the composer needed the instrumental insertions as the signs of
the musical identification.

Example 7 Instrumental insertion see on p.263.

4. Urbaitis doesn't use the sacralising elements of musical work, such
as attributes of choral, archaism, avant-garde. Minimalistic stylistics
becomes the contemplating origin of the composition.

Kontempl&cijas izcelsme lietuviedu laikmetigaja mazika:
par Mindauga Urbaida kompoziciju
Ziemeiu Jeruzalemes gramata

Violeta Tumasoniene
Kopsavilkums

Mindauga UrbaidaZiemeiu Jeruzalemes gramata@001) tekstualie
avoti:

— Pirmé& Laiku gramata: 1. nodaia, 1.-9., 17.-18., 20.-34., 35.-42.
varsma; 2. nodaia, 1.-2., 5.-6., 8.-9., 16. varsma; 4. nodaia: 24.—
27.varsma; 16. nodaia, 8., 23., 28., 31., 34., 36. varsma;

— Tobita gramata: 13. nodaia, 1., 10.-11., 19.-20. varsma
Mindaugs Urbaitis (1952) 20. gadsimta 90. gados bija visradikalakais

minimalisma parstavis lietuviedu mizika. Vioa stundu garoTrio trim

melodiskajiem instrumentiem (1982) vietgja publika uztvcra k& skan-
dalozu darbu — visa apjomiga kompozicija veidota k& diietami nemainiga
mizikas materiala bezgaligu atkartojumu virkne. Paja perioda tapudie

Urbaida skaodarbi iezimigi ar fpadu racionalismu, viengabalainibu un

stila tirfbu. Komponists arvien sliecies uz kontemplativam un meditativam

noskaoam. Bada minimalisma izpratne doming art amerikdou mazika,
jo ipadi jitama sasaukdanas ar Filipa Glasa stilu.
Raksta citcts teksts senebreju valoda Laras Lempertienes versija. Ta

k& Tobita gramata nepieder pie ebreju Bibeles kanoniskajiem tekstiem,

Lempertiene izmantojusi tekstus, kas tulkoti no grieiu valodas; v¢l viens

tekstualais avots ir angiu teksti no Bibeles méjaslapas (The First Book of

the Chronicles 1901). Bo tekstu tvgrums UrbaidZiemeiu Jeruzalemas
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gramatair ioti vienkards: doming reeitacija, sekundu intonacijas, atbalss

efekts, skaidri uztverams ritms un emocionalas nianses, kas izriet no

atsevidiu vardu semantikas. Tobita gramatas teksta interpretacijai rakstu-
rigs klusinats melodijas skancjums un intonativa saikne ar ebreju maziky

jo Tpadi kvartu, tercu, sekstu un lielo sekundu intervalika.

Raksta ietverta ari tabula, kuré atveidotaZiemeiu Jeruzalemes gra-
matas dinamikas skala. Sevidii jaatzim¢ skaddarba vgrojama vairaku
kultOrslaou ietekme: deit pirmam kartam minami Svctie Raksti un to vgs-
turiskas transformacijas; neraugoties uz dapadu zinddanu un informacijas
parpilnibu, die pirmavoti dziii iespiedudies ar kultlridentitati saistitaja
vesturiskaja atmida. Minimalisma gars izpaupas ne vien reeitacija, bet
arf instrumentélajas epizodgs, kur vgrojamminimalisma stilistikas kapi-
najuma principu.

Galvenie secinajumi ir dadi.

1. Izraglas cilmes bibeles personapi (Adams, Abrams, icnioi un divpad-
smit cilou parstavji), kas atveidoti ar reeitaciju kora partija, uztverami
ka pasaules viridia elementa pirmsakums, un viou partija, kura do-
ming diatonisks izklasts, glst galveno lomu kompozicija.

2. Instrumentélas epizodes savukart ir k& moderna (masdienu) laikmeta
Zimes. Te vieta Stiva Reiha citats no darb®lusic as aGradual Process
(M0zika k& paképenisks process): [..]Jdis emocionalais [imenis par-
sniedz jau pada skaodarba ietvarus, skada pakapeniski atbrivojas
no jebkadas “ieceres” un atklajas ka padvcrtiba, akustisks fenomens
(citcts pge: Reich 2002: 35). Mindaugs Urbaitis sava kompozicija
atklaj ne tik daudz dapadu skadu un saskaou semantisko nozimi vai
muzikalo kontekstu, bet gan akustisko pozitivismu — do paradibu
Stivs Reihs attiecina uz minimalistu mizikas formu, savukart padu
akustiska pozitivismaj¢dzienu izstradéjis Dperemijs Grimshovs, lai
raksturotu minimalistu koncentrgdanos uz skanisko matgriju (Grim-
shaw 2005: 189). Bibeles tekstiem ir Tpadas, tikai tiem raksturigas
semantisk&s nozimes. Savukart Bibeles vardu muzikalais konteksts
glst dapadas (vairék nekéa 5000) nozimes, kas saistitas ar Bibeli atdii-
rigos laikmetos: no Vecés Deribas ar Radidanas gramatu lidz Jaunajai
Deribai ar Sv. Jaoa v¢stulgm. Urbaida miminalisms veidots, stingri
ievcrojot Bibeles mizikas tradicijas: bez polifonijas, sieviedu balsim
un dejam.

3. Vecés Deribas teksti atspoguio izredzctas tautas ideju. Komponista
izraudzitas idiomas atklaj Toti dapadas iespgjamas semantiskas
interpretacijas. Sevidiu uzmanibu saista Urbaida veidotas alGzijas

265



Mazikas zinatne dodien: pastavigais un mainigais — IV

ar Filipa Glasa maziku — vienu no labi pazistamiem ebreju mazikas
paraugiem. Melodija un viss tematiskais materidls nav separats,
autonoms, tas organiski saistits ar Sv¢to Rakstu tekstu. Tome¢r ma-
zikas struktira neseko Bibeles tekstu uzblvei. Tas acimredzot skaid-
rojams tadgjadi, ka komponistam bijudi nepieciedami instrumentali
iespraudumi k& vida muzikalas identitates zimes.

4. Urbaitis nelieto parastos sakralas mazikas atribOtus, k& koraliskums,
dapédas arhaikas izpausmes u. tml.; daja mdzikd nesaskatam ari
avangarda ietekmi. Minimalisma stilistika nosaka skaodarba kon-
templativo ievirzi.
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Mazikas panrsPctera Plakida un
Jura Karlsona instrumentaldarbos

Mag. art. llona Bldeniece
Jazepa Vitola Latvijas Mizikas akad¢mijas doktorante

Ikviens laikmets mdzikas v¢sturg iezimgjas ar zindmiem meklgjuma
procesiem, parmaidoam, nestabilitati. Tpadi spilgti 87 paradiba atklajas
20. gadsimta, kurd licis parvertct gadsimtu gaita nostiprindjudas tradicijas,
tostarp ari panra sf¢ra. Kopuma panra situaciju pagajuda gadsimta mazikéa
raksturo divas galvenas tendences. Pirma atspoguio centienus attistit un
pilnveidot jau iepriekdcjos gadsimtos nostabiliz¢judos panrus. Savukart
otra tendence rosina atteikties no tipiz¢tiem modeiiem, mekigjot jaunus
panru variantus. Tadgjadi izveidojusies skaitliski iespaidiga kompoziciju
grupa, kuru nosaukumos neparadas tik pazistami un ierasti panru apzime-
jumi k& simfonija, sonate, prelQdija u. tml. Do tradicionélo apzim¢jumu
vieta arvien biepak lasami jauni, oriiinali vai agrékajos laikmetos daudz
retak lietoti nosaukumi, piem¢ram, gramata, ainava, zimgjums, veltijums,
retrospekcija, in memoriam un daudzi citi.

Viens no panriem, kam sevidii biepi pievgrsudies gan laikmetigie
arzemiju, gan latviedu komponisti, irmdzika. Raksta mgriis ir aplikot 61
panra ipatnibas divu autoru — P¢tera Plakida un Jura Karlsona — daiiradg,
Tpadu uzmanibu veltot instrumentalkompozicijam.

Skaodarbu, kuru nosaukumos ietverts vardsmadzika, vgsturiskas
saknes un impulsi sniedzas visai tala pagatng. Pirmos paraugus varam
attiecinat jau uz 18. gadsimtu; to vidQ ir, piemg¢ram, Georga Fridriha
Hendeia oriestra svitasUdensmizika (Water Music, 1717), Karaliskas
uguododanas mazika(Music for the Royal Fireworks, 1749), k& ari
Volfganga Amadeja Mocarta Maza naktsmizika (Eine kleine Nacht-
musik, 1787). Interesanti, ka dadu nosaukumu lietojums tomgr turpmak
nekilst par tradiciju un 19. gadsimtamizikas panra attistiba praktiski
apsikst.

Batisku pavcrsienu iezimg 20. gadsimta pirma puse. banra aktuali-
z¢dana nozimigu ieguldijumu devis vacu komponists Pauls Hindemits.
Vida spalvai pieder turpat divdesmit partitiru dapadiem instrumentu
sastaviem, kuru nosaukumos figur¢ vardandzika (to sacer¢dana aptver
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laikposmu no 20. gadsimta otras desmitgade/didz pat 30. gadu vidum),
piemc¢ram, Koncertmd@zika klaviergm, metéla pidaminstrumentiem un
arfai (Konzertmusik fur Klavier, Blechblaser und Harfe op. 49, 1930),
Scru mizikaaltam un stigu oriestrim ( Trauermusik fur Streichorchester
mit Solobratsche,1936) un daudzi citi. Spilgtasmzikas radijudi ari tadi
komponisti k& Bcla Bartoks (MOzika stigam, sitaminstrumentiem un
éelestaiMusic for String, Percussion and Celestal 936), Vitolds iutoslav-
skis (S¢ru mOzikaMusique funebrestigu oriestrim Bclas Bartoka piemi-
0ai, 1958), Sofija Gubaiduiina (Mlzika flautai, stigdm un sitaminstru-
mentiemMusik fir Flote, Streicher und Schlagzeug,1994), Kdidtofs
Pendereckis M0zika alta flautai, marimbai un stigdm/Music for Alto
Flute, Marimba and Strings,2000).

Latviedu komponistu instrumentélaja daiiradg skaddarbi ar nosau-
kuma ietvertu vardu mQzika visdapadakajos variantos paradas pagajuda
gadsimta 60. gados. Pirmo dada veida kompoziciju radijis Janis Kalniod
(M0zika stigu oriestrim, 1965). Starp citiem agrino mdziku autoriem
jamin Artdrs Grinups (Mdzika simfoniskajam oriestrim, 1966), Pauls
Dambis (Svctku mizikasimfoniskajam oriestrim, 1967), lederts Ramans
(Kraces apiet nav laika, mdzika simfoniskajam oriestrim, 1967) u. c.
Sakuma skaorapi vl visai piesardzigi izturas pret iespgju rakstit panriska
zioa tik nekonkrgtaskompozicijas, turpreti sekojodas desmitgades latviedu
mazik& iezimgcjas ar izteikti progresgjodu tendenci: atklajas parsteidzodi
intensivs dada veida opusu skaita pieaugums, augstako virsotni sasniedzot
pagajuda gadsimta 90. gadds Jaatzist, ka ne tikai latviedu, bet ari visas
Eiropas skadoumaksla tiedi kopd 70. gadiem un jo ipadi 80.—90. gados
ievgrojami palielinds skaodarbu skaits, kuru nosaukumos ta vai citadi
figurc vards mazika, un dis panrs kiQst par raksturigu un stabilu paradibu
mazikas kultdra lidz pat mOsdienam.

Badu skaodarbu popularitates pckdoaiszliesmojumslatviedu instru-
mentalmazika rosinaja ielGkoties ari misu tuvgjo kaimiou — Lietuvas un
Igaunijas — komponistu daiirad¢. Jasecina, ka kompozicijas ar nosaukuma

! Hindemita pirm& kompozicija ar nosaukuma ietvertu vardu mazika tapusi
1917. gada —Musik firr 6 Instrumenten und einen Umwender. Diemp¢l mingta
skaddarba partitGra nav saglabajusies.

2 Latviedu skadumaksla ir pavisam 89 kompozicijas, kuru nosaukumos figurg
vards mdzika: 60. gadi — sedas kompozicijas, 70. gadi — 16 opusi, 80. gadi — 19,
90. gadi — 25, mlsu gadsimta pirma desmitgade — 20 skaddarbi. Trim kompo-
Zicijam precizs radanas gads nav zindms.
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ietvertu vardu mizika taja parstavctas visai pladi, tomgr, spriepot pgc
pieejamas informacijas, latviedu skadumaksla éadu darbu klasts ir vl
bagatigaks:

Lietuviedu muzikoloie Grapina Daunoravieiene Daunoraviéiené
uz 20. gadsimta mdzikas bazes izstradajusi savu panra teoriju. Skaodarbi,
kuru nosaukumos iekiauts vardsmQzika, tas ietvaros mingti k& viens no
libropanra paveidiem. Ar jcdzienulibropanrs autore apzim¢ pladu skao-
darbu grupu, kuru nosaukumos nav fiksctas tradicionalu panru zimes;
proti, libropanrs ir panrs bez tradicijageb brivais panrs(Aagiidaae+aia
1990: 13).

Pievgrooties libropanra sistgcmiskai izpgtei, jasecina, ka ioti batiska
nozime ir skaddarbunosaukuma aspektam Tiedi netradicionalie nosau-
kumi un to daudzkartgja atkartodanas ir pirmais un galvenais impulss,
kas norada uz dapadu jaunu panru grupu veidodanos 20. gadsimta. To
apstiprina ne tikai Daunoraviéiene, bet arf citi mdzikas pctnieki. Piemc-
ram, Aleksandrs Sokolovs raksta: [..]Jskaodarbu ar nosaukumiemMa-
zika..., Kompozicija nr.... paradidanas 20. gadsimta atklaj kadu fpatncju
tendenci un Tauj secinat, ka 8T uzsvcrta, demonstrativa atteikdanas no tipi-
zgtiem panriem, atpazistamo panra zimju neesamiba pakapeniski kiuvusi
par jaunu, noturigu, stabilu panra zimi(izcglums mans-. B.)

3 Autore balstas uz Latvijas, Igaunijas un Lietuvas M(zikas informacijas centru
méajas lapas apkopotajam zidam par 6o zemju komponistu skaddarbiem.
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Nosaukuma aspekts arf kilist par galveno parametru libropanra tipo-
loiijas veidodana. Raugoties dada rakursa, iespgjams diferencct éetras
dapéadas libropanru grupas:

— skaodarbi, kuru koncepcijas pamaté ir kads konkrcts skadaugstums-
Terija Railija (Riley) In C nenoteiktam instrumentu sastavam (1964),
Lepo Sumeradn Es divam klavier¢cm (1978);

— skaodarbi, kuru nosaukumos akcentcts kads attistibas padgmiens —
Luééno Berio Berio) Sekvence$l3 sekvences dapadiem instrumen-
tiem, kompongtas perioda no 1958 lidz 1996);

— skaodarbi ar neatkartotiem jeb vienreizgjiem (neoprogrammatiskiem)
poetiz¢tiem nosaukumiem — Jura KarlsonaDilstoda m¢ness zimes
simfoniskajam oriestrim (1993), Rolanda Kronlaka Ledus laikmets
klarnetei (2007), Solveigas Selgas-Timperelienapu takastigu kvar-
tetam, flautai, klarnetei, obojai, sitaminstrumentiem un klaviergm
(2005) u. c.;

— skaodarbi, kuru nosaukumos fiksctas k&das atkartotas satura idejas.
Te iespgjams dalijums vgl vairakas apakdgrupas, kuras samcra pladi
un daudzveidigi atklajas ari latviedu mazika: piemgramyeltijums
(Pctera PlakidaVeltljums Bramsamklarnetei, éellam un klaviergm,
1999), ainava (Pc¢tera VaskaAinava ar putniem flautai solo, 1980,
Crika Edenvaldallras ainavaklaviercm, 2000), meditacija (Pctera
Plakida Meditacija arfai, 1990, Agra EngelmaoaMeditacija eellam,
2002), gramata(Pctera VaskaGramata eellam, 1978),in memoriam
(Imanta Meparaupaln memoriam saksofonam, vijolei un klaviergm,
1997); un, protams, mQzika, kas ir visbagéatak parstavctais libropanra
veids latviedu skadumaksla.

Aprakstito libropanru iedalijumu var shematiski atainot dadi (skat.
1. attclu).

Skaodarbi ar nosaukumumazika iedem batisku vietu vairéku latviedu
komponistu — piemc¢ram, Pctera Vaska, Pctera Plakida, Jura Karlsona,
Andra Vecumnieka, Georga Pelcéa — daiiradc. Boreiz pladak pakavgsimies
pie Plakida un Karlsona mdzikam, kas atspoguio visai interesantu un
daudzveidigu panra traktgjumu.

Pctera Plakida pladaja skaddarbu klasta rodami éetri &1 libropanra
piemcri — M0zika klaviergcm, stigAm un timpaniem (1969), Romantiska
mazika vijolei, éellam un klaviergm (1980), Brivdabas mdzikavijolei un
simfoniskajam oriestrim (2003), k& ari Musica Jubilata vijolei un stigu
oriestrim (2007).
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1. attcls

Jau daiirades sakumposma — pagajuda gadsimta 60. gadu otraja pusc
un 70. gadu sakuma — skaodradis Toti parliecinodi ienak latviedu mizikas
apritc un 1969. gada ieglst diplomu tolaik prestipaja Vissavienibas jauno
komponistu skatg tiedi par vienu no libropanru grupas skaddarbiem, proti,
Maziku klaviergcm, stigdm un timpaniem; tadcjadi viod piesaka sevi ka
spilgts un laikmetigi domajods autors. Turklat dis ir ari viens no pirmajiem
dada veida skaodarbiem latviedu instrumentalmdzika kopuma. B{tiski
akcentct, ka nosaukuma aspekta tas atspoguio kopcjo tendenci, kas rak-
sturo libropanra mizika attistibas sakumposmu latviedu skaoumaksla:
proti, izraudzits absol(ti neitrals nosaukumsmazika. Tadcjadi Plakidis
sava zioa turpina Paula Hindemita un Bglas Bartoka tradiciju, ko, starp
citu, saruné apstiprina ari pats komponists:Es biju uzticigs Bartoka seko-
tajs, vida tradiciju ievgrotajs un turpinatajs latvieou mazika. Acimredzot
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tas ir pa daiai ietekmgjis ari nosaukumu(Plakidis 2010). Tas gan nav

vienigais skadrapa paustais arguments, atbildot uz jautajumu par iespg-

jamajiem iemesliem un impulsiem, kas iespaidojudi dada nosaukuma izvgli.

Komponists saruna neiztiek ari bez sev tik raksturigds humora dzirksts

un atklgj, ka nosaukt par maziku savus skaodarbus varbit ir zinama

mcra katra autora uzp(tiba. Komponisti iedomajudies, ka ta ir “mdzika”

ko vioi raksta, nevis kaut kads tur savarstijums(Plakidis 2010).
Néakamajos opusos komponists vardanmazika nosaukuméapievieno

vcl kadu paskaidrojodu apzimgjumu. Tadgjadi rodasRomantiska mizika,

Brivdabas mizikaun Musica Jubilata. Badi nosaukumi fauj klausitajam

jau pirms klausidanas zinama mgra emocionali noskaooties. Piemcgram,

Brivdabas mizikasnosaukuma ietverto domu pats komponists skaidro

dadi: Tas man asocigjas ar dabu, ar plencru, ar mdziku, kas skan atklata,

svaiga gaisa un kas reéli nemaz brivdabé nav spclgjama, jo tur vajadzctu
mikrofonus un labu pastiprinodo aparat(ru. Un man personigi tas nepatik.

Es vienmgr, visu mapu, esmu devis un dodu priekdroku akustiskai telpai

ar dzivo skangjumu(Plakidis 2010). Savukart opussMusica Jubilatavijolei

un stigu oriestrim ir veltits Plakida domubiedram, pasaules atzinibu guvu-
dajam vijolniekam Gidonam Kr¢gmeram ka sveiciens dzimdanas diena

(2007. gada viod svingja apaiu 60 gadu jubileju), kas arf izskaidro nosau-

kuma izvcli.

Jura Karlsona daiiradi bagétina pieci libropanra mdzika darbi —
Musica pensierosaeellam un klaviergm (1976), Vasaras mizikasimfo-
niskajam oriestrim (1978), m{zika simfoniskajam oriestrim 1945 (1985),
mdzika simfoniskajam oriestrim Dilstoda mg¢ness zime§1993), mizika
divam vijolgm, altam un eellam Nakts gaistodas vizijaq1996). Autors
visiem 91s grupas opusiem devis pogtiski t¢lainus nosaukumus, tadcjadi
ievirzot klausitaju vairak vai mazéak konkrcta emocionéla gultng. Turklat
Karlsona daiiradg izgaismojas divas raksturigas tendences:

— vards mazika ietverts jau pada nosaukuma kopa ar k&du paskaid-
rojodu apzimgjumu —Musica pensierosaun Vasarasm(zika;

— vards mlzika funkciong k& panru konkretizgjods apzimgjums, kurd
seko p¢c poctiska nosaukuma. Bada tendence raksturiga hronoloiiski
jaunékajiem sacergjumiem.

TAadcjadi var secinat, ka libropanrumdzika nosaukuma aspekta rak-
sturo poctiski un t¢laini apzimcjumi, kas atklaj k&du ioti batisku tendenci —
proti, komponistu v¢imi kaut nedaudz, tomgr precizct tclaini saturisko
ievirzi, sniegt zindmu emocionélo impulsu. Pcteris Plakidis skaidro, ka
tasuzvedina klausitaju domat kaut kAda noteiktaka virziena. Simfonija,
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sonate — tie ir tik pamatigi iegajudi pasaules mazikas praksg un tik iofi
visparigi (Plakidis 2010). Turklat dada ievirze raksturiga ne tikai dapada
veida libropanru grupas skaodarbiem, bet ari tadiem klasiskiem panriem
ka koncerts vai simfonija; piemgru vid( ir Riharda Dubras koncerts ories-
trim un klaviergm lzgaistodo apvardou atkladang1991) vai art Pctera
Vaska Pirma simfonija Balsis(1991).

Cits bltisks aspekts libropanram(zika attistiba ir atskaootajsastavs.
bada rakursa latviedu komponistu sacergjumus var raksturot ka ioti variab-
lus un daudzveidigus. Gandriz vienada skaita sastopami skaddarbi dapada
veida oriestriem un kameransambiiem. Tomgr k& vienu no pamattenden-
cecm var izcelt virzibu uz kamerstilu, jo arf oriestra mGzika komponisti
visbiepak pievcrsudies stigu vai kamersastavam. Turklat oriestri nereti
tiek papildinati ar kAdu soloinstrumentu vai pat vairdku instrumentu
grupu. Savukart kamerm(zik& doming individuala pieeja, radot galveno-
kart vienreizgjus, netipiz¢jamus sastavus. Kopgjo tendenendzikas atska-
ootajsastava izv¢lg latviedu komponistu daiirad¢ uzskatami atspoguio
dada shgma:

T AL

V¢l k&ds interesants vgrojums — soloinstrumentiem dadi skaodarbi
top samgra reti. Priekdstatam var mingt, ka no visdm latviedu komponistu
mazik&m (turpat 90!) tikai astooas ir sacerctas soloinstrumentiem.

4Interesanti, ka skaodarbi ar nosaukumumazika lielakoties ir tiedi instrumen-
talopusi. Latviedu komponistu vokalaja daiiradg rodami tikai dapi mdzikaspanra
paraugi (kopskaita septioas kompozicijas, galvenokart vokali instrumentalajam
sastavam; piemcru vid( ir Agra Engelmadaviizika simfoniskajam oriestrim un
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Plakida darbos doming oriestra sastavs (gan simfoniskais, gan stigu)
apvienojuma ar vienu vai vairakiem soloinstrumentiem. Tikai viena kom-
pozicija rakstita kamersastavam. Savukart Karlsonan(Ozikasbiepak sasto-
pams simfoniskais oriestris, un nav raksturigs kada soloinstrumenta
izcclums. Divi no vida skaodarbiem parstav kamerm(ziku, turklat visai
tradicionala veidola.

Kopuma var secinat, ka sastava aspekts kénOizikas panru rakstu-
rojods parametrs ir nestabils un nenoteikts ne tikai Plakida un Karlsona,
bet arf citu latviedu komponistu skaddarbos.

Kompozicionala aspektéka domingjodo tendenci un lidz ar to ari k&
iespcjamo kritcriju, kas vieno dapadus skaddarbus, var izcelt uzblves vien-
daiibu. Ta vgrojama, piemgram, visas Plakidan(zikas. Tomgr jaatzimeg,
ka vairaku skaodarbu formas sl¢pta veida integrcts ari cikliskuma princips,
kas savukart cieda mijiedarbg ar sastava aspektu kilst par btisku noradi
uz vecadradicijas panru klatbatni. Viendaias uzbav¢ integrgts cikliskums
izpaupas trijas no eetram Plakidam(zikam; demot v¢réa ari atskaootaj-
sastavu, visas eetras viomdzikasveidojas saikne ar kadu novecasradi-
cijas panriem, resp., atklajas kdda genotipa (Daunaravieienes jcdziens;
Ad0iidaae+a&id 1992: 100) iezimes:

— Mdzika klavier¢gm, stigdm un timpaniem — koncertpanra genotips,

— Romantiska mizikavijolei, éellam un klaviergm — klavieru trio geno-
tips,

— Brivdabas mdzikavijolei un simfoniskajam oriestrim — koncertpanra
genotips,

— Musica Jubilatavijolei un stigu oriestrim — koncertpanra genotips.

Interesanti, ka tiedi koncertpanra genotipa klatbtne doming Plakida
libropanra mizika kompozicijas. Piem¢ram, parRomantisko maziku
vijolei, éellam un klaviergcm pats komponists sakaTas ir normals klavieru
trio, tikai ar to iezimi, ka ir ioti iss un viendaiigs. [..] Vargja nosaukt ari
par “Mazu trio” vai “Trio piccolo”, bet “piccolo” tas isti nav, jo ta
saturs ir diezgan pamatigs. “Piccolo” druscio velk uz tadu k& satura
atvieglojumu, ko es daja gabala ta k& negribctu atzi(Plakidis 2010).

jauktajam korim, 1974, Riharda Dubras M{zika ziemas vakara fonamecosop-
ranam, flautai, klarnetei, vijolei, eellam, trijstGrim un klaviergm, 1990, u. c.).
badatendence parada, ka ar jcdzienmdzika tiek ipadi uzsverta mizikas ka tiras
skadumakslas bdtiba: galvenais daja gadijuma ir pati mizikas valoda un tas
lidzekii, bez verbala teksta konkretiz¢jodas klatbltnes.
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Ari Karlsona m0ziku uzblOvg doming viendaiiba. Tiesa, ir viens
opuss— Vasaras mQzikasimfoniskajam oriestrim — kas argji atbilst
cikliskuma kritcrijam (partitQra nodalitas tris atsevidias daias). Tomgr
0o daiu Tpatngjais lakonisms, ka ari komponista dota noradettaccapcc
katras daias iened/asaras mizikaviendaiibas iezimes. Jaatzist, ka form-
veides zida katrs opuss ir spilgti individualizcts, vienreizgjs. Tadcjadi
Karlsona skaddarbos atdiiriba no Plakida opusiem neatklajas tik nepér-
protama un skaidra saikne ar kddu novecéastradicijas panru genotipiem.

Katra skaddarba formveides loiika ir ciedi, batiba pat nesaraujami
saistita ar t& dramaturiijas risindjumu. Lidz ar to katrs gadijums ir netra-
dicionals, pat situacijas, kad veidojas tik klasiskas formas k& sonétes
forma. Tadgjadi ari dis panru raksturojodais parametrs, lidzigi ka atska-
ootéjsastava aspekts, ir nestabils un brivs.

Rezumcjot analizes gaita gltas atzioas, var secinanizikas panru
vienojodais faktors mekicjams nevis strukturélas lidzibas, bet gan kon-
ceptuala limeni.Tas apstiprina Daunoravieienes pausto viedokli, ka saikne
veidojas ¢tisko vertibu izzinddanas, apjcgdanas un ideala mekligjumu kate-
gorijas. Nosaukumsmuzika vairék saistas ar nelielam viendaias kompo-
Zicijam, kuras domingjoda izteiksme virzita liriski dramatiska gultng.
Izpctes gaité ir izkristalizgjies k&ds interesants vgrojums. Proti, mizika
tiek izcelta ka liriska, romantiska, emocionala méksla ioti plada, funda-
mentala nozimg; te vgrojama sasauce ar franéu komponista Pola Dika
(Dukas) atziou, ka mQzika galvenais princips ir lirisms, neatkarigi no ta,
kada mcra un forma tas sevi reprezentgcitcts p¢c: Kudiod 2007: 50).
Lidz ar to vienojodais faktors izpaupas satura koncepcija (dabas tematika,
abstrakti filozofiska ievirze, dziii iekdcji un personiski pardzivojumi...).

lezimgjas nedaudz paradoksala situacija. No vienas puses, komponisti
atzist, ka vclas attalinaties no tradicijas, no ierastiem, stabiliem, apro-
bctiem principiem. No otras puses, liela daia aplikotomdziku vairak vai
mazak spilgti vgrojama k&davecastradicijas panra genotipa klatbdtne.
Tadgjadi tiedi skaddarbu brivie nosaukumi — sékot ar visdapadakajam
mazikam, veltijumiem un citiem daudzkart sastopamiem apzimc¢jumiem
un beidzot ar neiedoméajami plado un kradoo vienreizgjo, neatkartojamo
nosaukumubuieti —ir tie, kas neparprotami demonstr¢ velmi distanccties
un atbrivoties no tradicijas. Galu gala, tiedi skaddarba nosaukums ir k&
komponista pirm& uzrunaklausitdjam, un ta ir ioti batiska. Varam secinét,
ka, dodot dada veida nosaukumus, komponisti apzinati mgiina distancgt
klausitajus no tradicijas.
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Lai gan patiesiba nekur talu jau aizvirzities nav iespgjams, jo pilniba
izvairities no tradicijas ir grQti, varb(t pat neiespgjami. Viens no iemesliem
(un tas ir interesanti) — komponisti, kas pievgrsudiesnOzikas panram,
lielakoties runa tradicionala mazikas valoda, ja 8o jcdzienu izprotam plada
nozim¢ (piemgram, te neparadas saikne ar 20. gadsimta uzplaukudo
elektroakustisko mdziku). Lidz ar to visnotai saprotams, ka tiek saglabati
fundamentali mizikas pamati, k& ari kompozicionala un formveides
loiika, kas gadsimtu gaita sevi ir pieradijusi un attaisnojusi. Tiedi tapcc
praktiski jebkurd skadodarbs — neatkarigi no t& nosaukuma —tomgr atspo-
guio vairak vai mazak spilgti un konkrcti uztveramu saikni ar tradiciju.

Music in Instrumental Music of
Pcteris Plakidis and Juris Karlsons

llona Bldeniece

Summary

Every period of music is marked by certain artistic seekings, changes
and instability. Particularly brightly this phenomenon becomes evident
in the 20™ century, making us to revalue long-established and crystallized
traditions in the long run of centuries, among them in the field of musical
genre as well. On the whole, the situation of the music of the last century
is characterized by two principal trends. The first of them reflects tendency
to continue to develop and improve traditional musical genres formed
and stabilized in previous centuries. The latter trend in its turn lights up
the tendency to abandon typical models of musical genre, searching new
and unconventional variants of genre.

As aresult of these processes, group of musical compositions manifold
and impressive in terms of quantity is being established, in titles of which
we cannot find such common, habitual and well-known labels assym-
phony or sonata. Instead of these usual labels of musical genres, novel,
non-traditional and previously seldom used titles can be met increasingly,
e.g.,Book, Landscape, Drawing, Dedication, etc.

Musical compositions of both foreign and Latvian composers are
rich in pieces, entitledMusic. According to the concept of musical genre,
worked out by Lithuanian musicologist Grapina Daunoraviéiené, such
compositions, in titles of which the word music is reflected, are one of
the kinds of so-calledlibrogenre. As the concept of genre mentioned above
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is based exactly on the music of the 20 century, a large-scale group of

compositions the titles of which do not contain any signs of traditional

musical genres are designated by the terfibrogenre.

The aim of the paper is to look at and reflect the distinctions of such
compositions in the creative contribution of two Latvian composers —
Pcteris Plakidis and Juris Karlsons, focusing on instrumental compositions.

Compositions, entitled Music are considered and described from
different angles.

The historical asped is viewed — the first Music examples,
their development, reaching climax in the 20" century.

On the whole, evaluating the development of musical compositions
entitled Music in terms of chronological aspect in the previous century, it
is possible to conclude, that, starting with 1970s such musical works are
on the increase.

The title aspedisone of the most essential parameters towards
classification of these particular compositions. Exactly untraditional labels
of musical compositions and their frequent recurrence have become one
of the first and most essential impulses giving a reason to discourse about
such a phenomenon like the development of a new kind of musical genre
in the 20™-century music.

Basing on this parameter, it is possible to differentiate at least four
diverse groups oflibrogenre:

1) compositions, the conception of which is based on one particular
pitch, reflected in the titles;

2) compositions, in titles of which a certain method of development is
emphasized,;

3) agroup of compositions with unique, non recurrent and poeticized
titles. Such compositions are very typical for Latvian instrumental
contemporary music;

4) musical works, in titles of which some recurrent ideas are reflected.
It is possible to subdivide these compositions in yet more different
subgroups because of moment of typification, e.g.Music, Dedication,
In Memoriam, Landscape, Book, Composition etc.

The aspect of performing staff has also become one of the
describing parameters of such kind of compositions. In this respect creative
work of Plakidis and Karlsons is reflected within the context of both
Latvian and foreign composers, giving a general overview of performing
staff and the leading trends. On the whole, looking from this aspect the
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group of musical compositions entitled Music in Latvian instrumental
music can be characterized as very variable and manifold.

The compositional asped — from comparative angle both
common tendencies and individual features are underlined. From this
point of view there is one predominant tendency which proves to be a
conjunctive criterion of these particular kinds of librogenre. Itis a tendency
to write their Music opuses as single-part compositions.

Consequently it is possible to conclude that a conjunctive factor can
be prospected not in any similarities in terms of compositional structure,
but in terms of conceptual level. Common situation lights up that the
titte Music is particularly linked with small single-part instrumental
compositions in which lyrical dramatic mode of expression is prevailing.
In conclusion, it should be mentioned, that, starting with late 20" century
Latvian contemporary composers increasingly entitle their music pieces
Music. Thus, this tendency proves to be a stable and long-lasting phe-
nomenon.
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Saulius Sondeckis: On the Creative Interaction of
Composer and Performer as a Factor of Development of Music

Leonidas Melnikas

Summary

Saulius Sondeckis’ name is indivisible from the history of 20 century
music. He is not only an indefatigueable propagandist and diffuser of the
art of his contemporaries, an initiator of many new works, but, what is
more, he was lucky to work with and become close friends with several
composers who have entered into the ranks of classics among contem-
porary art.

The diffusion of music is, in essence, impossible outside of perform-
ance art, thanks to which the listener is introduced to the latest creations.
Public performance is a condition to the inclusion of a work of a composer
into the real and functioning culture of today. Unvoiced and unperformed
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music really does not exist for the listener, who never hears it and thus
never comes to know it.

On the other hand, the responsibility of the performer before history
is not limited only to the act of sounding out a musical piece. The form
and vision which the performer brings to the listener is no less important.
After all, in the memory and conscience of the listener, the piece is
imprinted in the form given to the piece by the performer. It is not what
the composer created, but rather that which the performer has reproduced
that becomes the object of the listener’s perception. In this sense, the
performer is a constant co-author of the composer, whereas interpretation
is a synthesized product of their joint art.

A performer’s responsibility is all the greater when he has the honor
of being the first to perform a work. In contrast to the usual practice,
when interpretation of a piece is based on existing traditions and derives
from settled models of understanding, in preparing for a premiere the
performer has to do without such assistance. In this situation, it is the
performer himself who invests new artistic traditions and draws the
pathways of future development, not to mention that all future performers,
having reference to his initial performance, will take into account his
experience. He does something that no one did before. Every new work
is always a step into the unknown, the obtainment of a new quality of
musical thinking (provided, of course, it is really art and not its imitation,
when a composer does not create anything new, but only repeats once
again something long ago found by him, or — worse — by others). There-
fore, following the composer, the performer in a different artistic pace
and in other creative forms becomes a discoverer of new musical horizons.
That, precisely, is Saulius Sondeckis.
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Sondeckis, SApie Aleksandra Livonta. Doéfiefiu, se+iné adsea N. Nijadoeena
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The Instrumental-Intonal Means of Performance of
Polyphony on the Accordion in the Context of
an Evolution of the Keyboard Instruments

Vladimir Babariko

Summary

The instrumental-intonal means of solo performance of
musicare a set of typical mechanical-acoustic properties
of a musical instrument and the potential of performer’s
actions on art-semantic association of tones taken from
a given instrument. Materially-historical development of instrum-
ental-intonal means of musical performance reflects aspiration of people
to realize an intonal essence of music and it is shown in organology and
the performer’s technique. In solo performance laws of such development
are defined by specificity of management of tone taken from the musical
instrument where the instrumental-intonal means form an objective
generality by possibilities of use. Instrumental-intonal means of solo
performance of polyphony are materially caused potential of actions of
the performer on maintenance of an intonal communication of tones at
the level of a texture layer and of a texture on the whole.
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Typical property of the keyboard instruments — the fixed pitch —
defines the process of an expressive performance of music as a set of
actions by rhythmic, dynamic and timbre organization of reproduced
sound. The absence of control facilities in pitch of taken tones objective
advantages of the performance on mentioned instruments are found out
in the potential of the performance of polyphony owing to quantitative
volume and quality properties of simultaneously taken tones (stable pitch).
The definition of a solo performance of polyphony as general function of
the performance on keyboard musical instruments finds the acknow-
ledgement in history of development of European musical instruments
and in prevalence of given type of texture in music for a specified group
of instruments.

In the history of a mechanical-acoustic improvement of keyboard
musical instruments, besides expansion of a range of reproduced sound,
the aspiration to realize resources of intonal expressiveness of a taken
tone, fixed pitch compensation comes to light. Material development of
instrumental-intonal means of performance of polyphony on keyboard
musical instruments passed in various directions. So, the instruments
having strings in basis of sound producing, led to monotimbre, a key-
percussive construction of a piano with a variable volume control of
taken tones — absolute mean of layering of performed polyphonic texture.
Evolution of key-wind instruments (the organ, the hand harmonica) was
marked by escalating of potential intonal volume of performed texture.

It means timbre layering and, on the whole, an acoustic power of repro-
duced sound. Instrumental-intonal means of performance of polyphony
for an accordion, in comparison with organ potential, are characterized
by the most degree of convention of dynamic timbre differentiation of
intonal layers of the reproduced texture that is compensated by underlining
possibilities of volume control of some of the texture’s lines by the bellows-
moving and insignificant dynamic volume layering by key-touch. Speci-
ficity of instrumental-intonal means of performance on the accordion is
shown at the base intonal level (performance of a monophony) and the
level of performance of polyphony in ample facilities of volume control
of taken tones. The performance of the polyphony on the accordion is
characterized by a symmetry of volume changes of intonal lines of re-
produced polyphony carried out by means of bellows-moving owing to
an actual summation of voices of performed texture (including a poly-
phony) into integrated intonal line.
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Mazikas zinatne dodien: pastavigais un mainigais — IV

Any musician deals with graphical signs which are to reflect a com-
poser’s idea. In different times of its development, musical notation varied
in terms of informativeness and, as a result, in providing freedom of
interpretation. Studying notation in its historical development allows to
define its evolutional stages. Let us have a look at piano music, e.g.

The notation of the clavier music of the XVI-XVII's is laconic: notes
there are only fixed regarding their pitch level and length. During the
period of Classicism, composers started including sucblarification signs
as tempo, dynamics and articulation ones. Romanticism led to further
detailing and clarification of notation which allowed a performer to come
as close to a composer’s idea as possible. Apart from agogics, tempo,
dynamics, articulation and pedalling signs, there appeared composers’
commentary concerning a preferred character of performance expressing
emotional impact of a piece of music as well.

The XX™ century with all its diversity of music styles saw further
development of notation. Thus, some composers still followed the notation
already formed by their predecessors whereas others pioneered new forms
of notation replacing traditional graphical images with new ones. A
contemporary pianist deals with music of different styles and ages, thus
dealing with different types of notation. The primary task in such an
environment is to perceive a composer’s idea. Here we think it necessary
to raise a question ofnotation characteristicsand their adequacy when
interpreting performing. Notation characteristics comprise graphical and
verbal elements which are closely associated and bear the sense.

Notation characteristics have not always been used by composers.
Nevertheless, contemporary performers demand them. Nowadays the
problem is solved by the work of editors. The emergence of music editing
roots in revaluation of esthetic values and needs of the previous ages. It
also reflects various changes that appeared in performing art and audience.

Noted music provides great opportunities for interpretation. It is a
subtle matter which determines angles and attitudes of its perception
depending on the age and form of its creation.

Key words: interpretation, musical notation, derforming art plays,
contemporary music
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Modala improvizécija:
vai tonalitates noliegums?

Dr. art. Cvalds Daugulis
Daugavpils Universitates profesors

Improvizacija (fr. improvisation, it. improvvisazione, lat. impro-
visus— neparedzct) ir mQzikas jaunrades forma, kas paredz skaodarba
tapdanu pada atskadodanas procesa. Ta pieder pie senakajiem makslinie-
ciskas darbibas veidiem un sastopama dapados laikmetos, dapadu stilu
ietvaros. Katram mdzikas vg¢stures posmam raksturiga sava, ipada impro-
vizacijas izteiksme. Dis atdiiribas nosaka laikmeta visparestctiskas nostad-
nes, tradicijas, panri utt. Improvizaciju' tas pirmveidola raksturo neno-
slcgta forma.

Improvizacija klasiskaja, populéraja un dpeza mizika atdiiras. Dpezéa
ta izpaupas ioti daudzveidigi un saistita ar visdapadékajiem mazikas
izteiksmes lidzekiiem. lenakot jauniem improvizacijas veidiem, jau esodie
atvirzas otraja plana, bet vajadzigaja bridT atkal atdzimst jauna kvalitatc.
Dpeza improvizacija top k& apdare vai k& oriiindlm0zikas materiala
izstrade. L1dz ar to improvizacijai piemit visdapadakas iespcjas — no vien-
kérdas tcmas izgreznodanas, nenozimigi to varicjot, [idz pilnigai tcmas

! Improvizéacija radas folklora un pladi izmantota Eiropas profesionalaja mizika
v¢l pirms nodu pieraksta izveidodanas (neimas, aiu zimes utt.). Mlzikas panru
sistcmas diferenciacija un likumu iekiavums praks¢ jau 11. gadsimta nodalija
improvizaciju no atskadotajmakslas. Neskatoties uz to, improvizacija joprojam
pastavgja k& atskadotdjméakslas pads veids, kura ietvaros nodu pieraksts lietots
minimali. Laikam ritot, arvien pieauga prasiba p¢c nodu pieraksta precizitates,
izskaupot neprognozgjamibu, improvizéacijas klatbatni. Lidz ar to paradijas t. s.
interpretacijas méaksla (komponists reiz¢ bija interprets). 17-18. gadsimta dzivas
improvizécijas tradicija spilgti izpaudas virtuoza rakstura skaddarbos (fantazijas
panré, instrumentalo koncertu solokadencgs, koraiapdargs ¢rielcm u. c.). Bez tam
18. gadsimta aristokratu salonos, koncertatskadojumos improvizacija bija izpla-
tita k& Tpads koncertprogrammas numurs, ko sniedza atskadotajmakslinieki virtuozi.
20. gadsimta sakuma improvizacija v¢l balstas klasiskajas tradicijas. Vienlaikus
arvien uzstajigak ienak improvizacija dpeza mizika (arf tapieru maksla m¢maja
kino). Savukart 20. gadsimta 50. gados improvizacijas principi iekiaujas arf avan-
garda mlzikas t. s.atvgrtajasformas. Dapi mQzikas panri pat saglabajudi nosauku-
mus, kuri norada piederibu improvizacijai (fantazija, prelQdija, improvizacija).
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ignor¢danai par labu brivam skaou secibam, kuras saista tikai harmoniska

baze, konkrgta skaokarta, varb(t pat hromatiska tonalitate. No ta izriet

dpeza improvizacijas daudzveidigas tehnikas un izpausmes veidi. Zindma

mg¢ra improvizécijas tipu nosaka dpeza mizikas stifsindividuéla muzicg-

danas maniere, formu un panru specifika. Dpeza improvizéacija var bat:

— sagatavota vai spontana,

— solo vai kolektiva (grupas),

— vokala vai instrumentéla,

— tonala vai netonala,

— briva vai ierobepota (balstita klidejas, proti, konkrgtas harmoniskéas
formulas, saistita ar citiem kompozicijas elementiem),

— dapkart ari pilniba fikscta notis.

Tapat iespgjama improvizacija parimprovizaciju, par pabeigtu skao-
darbu, aleatoriska improvizécija, citu improvizatoru imitécija, ari visu
iepriekd nosaukto veidu integracija. Katra zioa dpeza improvizaciju tipi
daudzcjada zioa atkarigi no konkrgta mizikas stila, funkcionalas piesais-
tes un citiem aspektiem. Improvizacijas tematiskais kodols var bdt ss
motivs, kadence vai izvgrsta melodija, k& arf citi mazikas izteiksmes [i-
dzekii, piemgram, funkcionali harmoniskie, skaokartiskie, metroritmiskie,
panra un stila shgmas u. tml. PBaja raksta tuvak aplikosim dpeza modalo
improvizéaciju — dapadas koncepcijas un to izpausmes praktiskaja muzi-
ccoana.

Angiu dpeza pianists, komponists un mizikas purnélists Leonards
Fczers (1914-1994) vel 1960. gada izdotaja enciklopc¢dijaThe New
Edition Encyclopedia of Jazzatzimc¢, ka dpezs sava attistiba koncentr¢ta
veida veicis to padu ceiu, ko Eiropas mizika vairakos tlkstodos gadu
(Feather 1960). 20. gadsimta pirmaja pus¢ akad¢miskéas mazikas kompo-
nisti atklaj atonalas mizikas pasauli, lidz ar to ari dpeza maziii improvi-
zatori mekl¢ jaunu, laikmetigu izteiksmes veidu.

Pcc svinga cras 20. gadsimta 40. gadu beigas mdzikas praksc iekiaujas
jauns jecdziensmodernais dpezgangiumodern jazz). Ar 8o terminu apzimg
tolaik un arf v¢lak pastavodos dpeza stilus un virzienus. Te minami bibops

2 Batiskakie dpeza mazikas stili ir regtaims, diksilends, svings, bibops, hard-
bops, postbops, kdldpezs, fridpezs, modalais dpezs, dpezroks, fjlpens.

3 Bibops (angl. bebop) —40. gadu pirmaja pusc Oujorka neliela jaunu dpeza
m0ziiu grupa radija neparastu mdzikas stilu un atskadojuma manieri. Ta bija
Toti sarepiita un virtuoza instrumentala mazika, ar kuru &f stila izgudrotéji tiecas
atjaunot agrina dpeza ideélus: improvizaciju, virtuozitati un tiedu mijiedarbi starp
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afrokubiedu dpez$ progresivs, kildpezs, Rietumkrasta dpez§ Austrum-
krasta dpez8, hardbobs’, treda straumé®, fridpezs?, bossa nova?, moda-

solistu un kombo (combo — neliela instrumentala grupa). Bibops vai vienkaroi
bops (bop) — k& nosauca o jauno stilu — kiuva par moderna (laikmetigd) dpeza
pirmo paveidu. Tipiskaja bibopa kombo ir trompete, saksofons, klavieres, kon-
trabass un sitaminstrumentu komplekts, kura ietilpst bungas un dapada veida
oilvji. Katrs no ansambia dalibniekiem bibopa sakumperioda noteikti bija izcils
solists. Ikviens improvizgjot centas ienest skaddarba attistiba ko jaunu un svaigu,
nevis tikai varigt kadu iepriekd labi pazistamu melodiju. Padu sacerctas vai izvglctas
improvizaciju tgmas bibopa parasti ir isas, ritmiski asas, stdrainas un pat sava
zida divainas Tas sniedz pladas iespgjas mlzikas materiala brivai attistibai. Pro-
tams, 6adu maziku vairs nav iespgjams izmantot deju pavadijumam. Harmonis-
kas, ritmiskas un arf intelektuélas sarepiitibas zioa bibopa mdzika tuvojas kompli-
cctai ta laika kamermazikai.

4 Afrokubiedu dpezs (anglAfro-Cuban jazz) — bibopa atzars, izveidojas 20gad-
simta 40. gados ASV, apvieno afrikdou un kubiedu tautas mdazikas elementus,
Latidamerikas deju (mambo, rumba, samba) ritmus. Raksturiga poliritmija, Tpadi
frazgjumi, savdabiga sitaminstrumentu spcles tehnika (Arts Bleikijs, Makss Rougs).

5 Progresivgangl. progressive jazz— masdienu dpeza eksperimentélais virziens,
radies 20. gadsimta 40. gados, sintez¢ dpezu ar Eiropas akad¢miskas mazikas
kompozicijas tehnikam.

5 Kaldpezs(angl. cool jazz), burtiski v¢sais dpezs misdienu dpeza stils, radies
20. gadsimta 40. gadu beigas. Tam raksturigs maigs skancjums bez vibrato,
samcra plads polifono elementu iekiavums.

" Rietumkrasta dpezs (anglWest Coast jazg — ASV Rietumu piekrastes (Kali-
fornija) dpeza virziens, radies 20. gadsimta 50. gados, integr¢ vairdkus dpeza stilus
(progresivu, bibopu, simfodpezu, svingu, kdldpezu) apvienojuméa ar masdienu
akad¢miskas mazikas kompozicijas tehnikAm. Rietumkrasta dpezamaksturigi
lieli oriestra sastavi, atsevidiu tembru individualizacija (oboja, angiu rags, fagots,
basklarnete, meprags, stigu grupa), soloimprovizacijas lomas palielinddana.
Uzskatams ari par koncertdpeza atzaru.

8 Austrumkrasta dpezs(angl. East Coast jazg — ASV Austrumu piekrastes
(Oujorka) masdienu dpeza virziens, izveidojies 20. gadsimta 50. gados, integrg
vairakus dpeza stilus (hardbopu, soulu). Atdzivina blGza un afroamerik&ou hot-
dpeza tradiciju, balstoties laikmetigé izteiksmg.

9 Hardbops (angl. hard bop) — smagais bops, bibopa renesanse; izveidojies
20. gadsimta 50. gadu vid( Oujorka.

10 Treda straume(angl. third stream) — misdienu dpeza eksperimentalais vir-
ziens, radies 20. gadsimta 50. gados; cendas apvienot dpezu ar akad¢misko, tostarp
arf masdienu akad¢misko maziku.

11 Fridpezqangl. free jaz2), burtiski brivais dpezs- mlsdienu dpeza stils, radies
20. gadsimta 50.—60. gados.

318



C. Daugulis. Modala improvizacija: vai tonalitates noliegums?

lais dpez&, dpezroks* un fjipens®. 50. gadu beigas dpeza attistiba bija
versta uz arvien sarepiitaku harmoniju, melodiju un ritmu. Dpezs tuvojas
atonalitatei. Tomgr daudzi izcili dpeza maziii aizvirzijas pa citu, nevis
atonalas mizikas ceiu. Amerikaou pianists Sesils Teilor§ @ylor, 1929),
saksofonists un komponists Dpons Koltreins Coltrane, 1926-1967) u. c.
makslinieki galveno uzmanibu improvizgjot veltija intonacijai, melodis-
kajai attistibai, ritmam un tembram. Viens no dada veida improvizacijas
piemcriem ir Dpona Koltreina Giant Steps (1960). Raksturojot jauno
pieeju, dpeza mazikas teorija pakapeniski ienaca termimnodalais dpezs,
modala tehnika, modala improvizacija. Savukart Krievija modalo dpezu
dcve par skaokartisko dpezu Vienota uzskata &7 jgdziena izpratng nav.

Bdtiski atdiiras art akadgmiskaja mazika lietota termina modalitate
(fr. modalité, lat. modus— mgrs, veids) izpratne. Vispirms pakavgsimies
pie amerikaou teorctiiu koncepcijam.

Par unikélu ieguldijumu modalas teorijas attistiba uzskatams ameri-
kaou komponista, diriienta un mdzikas izdevumu redaktora Dpona Vin-
senta (Vincent, 1902—-1977) darbsThe Diatonic Modes in Modern Music
(1951). Tas ir izcili ripigs un satura dziid pctijums, kas atklaj modalas
teorijas vgsturisko panoramu, izklasta diatonisko modu savstarpgjas
mijiedarbes teoriju 19.—20. gadsimta mdzika, sniedz dapéada stila mazikas
analitisku apskatu.

Savukart Harvarda Universitates profesora, komponista Voltera
Pistona (1894-1976) pctijumaHarmony (1941) uzmanibu saista Tpads
tonalitates un modalitates jcdzienu skaidrojums. Pistona skatijuméonali-
tate ir organizgta skaou sistcma mizika, kur katrai skaoai ir noteikta
attieksme pret toniku (citcts pcc: Piston 1962). Atdiiriba no daudziem
citiem pc¢tniekiem Pistons tonalitates jcdzienu neattiecina tikai uz mapora
un minora skaokartam. Viod uzskata, ka jebkuratonality var ieblvgt

12 Bossa nova(portugaiu bossa novg, burtiski kaut kas jauns — mdsdienu
dpeza stils, radies 20. gadsimta 60. gados. Tam raksturigs braziliedu tautas ma-
zikas un skaoveides elementu iekidvums. Paja zida verojama sasaukdanas ar kildpezu.

13 Modalais dpezs (anglmodal jazz) — misdienu dpeza atskadojuma un kom-
pozicijas tehnika, veidojusies 20. gadsimta 60. gados, balstas uz daudzveidigam
skaourindu struktaram.

14 Dpezroks(angl. jazz rock) — masdienu dpeza muzikas stils, kas izveidojies
20. gadsimta 70. gados un sintez¢ dpeza un roka elementus.

5 FjGpens(angl. fusion), burtiski sakauscjums —dpezroka atzars, kurd integrg
dpeza, roka, fanka, elektroniskas mizikas, etniskés mazikas un masdienu akadg-
miskas mlzikas kompozicijas tehniku elementus.
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dapadus modus — dorisko, friiisko, lidisko utt., ieskaitot ari maksligos
modus. Autors paup domu, kagravitacijas centra vai tonikas klatbatne
ir vienigais tonalitates atrib(ts, turklat tas skaourindas sastavs var bez-
galigi varicties (citgts pgc: Piston 1962).

Vardu skaokéarta mgs izmantojam ioti pladi — gan raksturojot mazikas
skaou organizacijas lolisku, noslc¢gtu sistcmu, gan rundjot par konkrcgtu
skaourindas pamatu, do skaou kopuma argjo struktlru. Ka novgrots,
amerikdou muzikologu lietotaja terminoloiij& eksist¢ noteikta diferen-
ciacija. Tas bltiba labi formulgta Vinsenta Persiketi (1915-1987) gramata
Twentieth-Century Harmony: Creative Aspects and Practice(1961):
Centrala skaoa, uz kuru tiecas citas skadas, nosaka tonalitati, bet parcjo
skaou kartojums ap centru rada modalitati; modalitatei savukart nav
centra, bet tikai balsti — galvenais un vietgjie(Persichetti 1961).

Ataiirigi uzskati modalitates skaidrojuma ir vispusigajam muaziiim
un pedagogam Rodperam Sednsam (1896-1985). Vioa gramatarmonic
Practice(1951) atklaj dddutonalitadtes koncepciju: Visu attiecibu
sistcmu starp skadam, kas ietvertas 12 mapora rindas un 12 minora rindas,
ké ar? mijattiecibas starp dapadam harmonijam un skaokartam sauc par
tonalo sistgmu vai “tonalitati” (Session 1951). Ari Sednss neierobepo tona-
litati ar tiriem modiem, bet piediir lielu nozimi jauktam formam. Viod
ievied jcdzienumodala alteracija, iekiaujot taja mapora un minora mij-
iedarbi (Sessions, 1951: 297). Papladinot tonalitates robepas, Sednss izvirza
arfitonikalizacijas ideju. Tas pamata ir doma, ka vietgjas tonikas
nozimi var iegQt jebkurd ta vai citadi izcelts akords. Visparinot izklastito,
Sednss secina, ka tonikalizct var jebkuru harmoniju, ja vien harmonijas
reljefs ir pietiekami skaidrs un ja tas nenoved muzikas valodu lidz tadai
parslodzei, ka sagrist tonalais balanss. Bis uzskats ir raksturigs masdienu
harmonijas kursiem un radis attistibu arf citu amerik&ou teorctiiu darbos,
tostarp dpeza p¢tnieciba.

lepriekd izklastitie viedoKii liecina, ka modalitates un tonalitates iz-
pratne ASV mizikas teorgtiiu vidg principiali atdiiras no Eiropas tradi-
cijas. Eiropas mdzikas teorija, k& zindms, valda uzskats, ka tonalitates
un modalitates atdiiribu nosaka nevis skaourindas pakapju skaits vai
sastavs, bet pakapju balssvirze.

Savukart mdsu reiiona, balstoties krievu skolas zinatnieku koncep-
cijas, teorctiii modalitati skaidro ka specifisku skaokartiskas doméadanas
veidu, kura pamata ir modalas skaourindas un ritma modi: [..] modu
nosaka skaokartas diatoniska skaourinda, diapazons, noturigas pakapes
un noslgcguma skaoda. Tatad m. ir veids, kada visas skaodas ir sakartotas
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ap balsta skaou(Karkliod 2006: 120). No iepriekd izklastita izriet, ka
termina modalitate izpratne dapados pasaules reiionos nav viennozimiga.

Turpindjuma pladéak pieversisimies modalajam dpezam. Krievu teorg-
tilis Oiegs Koroiovs ¢ piedava dadu skaidrojumu: [..Jmodalais dpezgangiu
modal jazz) ir misdienu dpeza virziens, kurd atdiiras no tradicionalas
tonalas dpeza organizécijas (maporminora harmoniski funkcionala sistc-
ma) un formveides (harmonisku kvadratu atkartojumu scrija). MOzikas
pamata ir jauns mizikas materiala kompozicijas organizacijas princips —
modi jeb skaokartas.lespgjami ari dapadi modi vertikalg vai horizontalg,
ja balsis vienlaikus skan dapadas skaokartas. Rodas politonalitate. Rezul-
tatd kompozicijas harmoniski melodiskéa organizéacija balstas skaokartas
transpozicijas, proti, ietver pareju (modulaciju) no vienas skaokartas uz
citu. Veidojas polimodalitate. K& izsakas Koroiovs,dapi modi var integ-
rcties ar maporu vai minoru un tamlidzigi (Eidié&a 2006: 82). Profesoram
var piekrist.

Savukart dpeza mzikas teorgtiiis un praktiiis Jurijs Kinuss'’ par
modalo dpezu uzskata misdienu dpeza atskadojuma un kompozicijas
tehniku (E€i6 i2008: 176). Modala vida izpratng ir tehnika, kura balstas
uz modu —maksligiizveidotu skaourindu. Lidzigs uzskats daja jautajuma
ir arf krievu dpeza teorctiiim un maziiim Jurijam Eugunovam ( x6a6iia
1980: 101). Viennozimigi skaidrs, ka modalais dpezs ir mdsdienu dpeza
eksperimentals virziens — Tpads funkcionalas harmonijas melodisko un
harmonisko lidzekiu parveidotajs.

Jaunu dpeza improvizécijas stilu — hardbopa (Arts Bleikijlakey,
Klifords Brauns/ Brown), fridpeza (Ornets KoulmensColeman, Sesils
Teilors), modéala dpeza (Mailss Deivis€davis, Dpons Koltreins), dpezroka
(Eiks Korea/Corea, Herbijs Henkoks/ Hancock) u. c. — radanas acimredzot
saistita ar akad¢cmiskas un dpeza mizikas sint¢zi (t. $reda straumse.
Dpeza pirmsakumos daudzi izteiksmes elementi tika aizgQti no Eiropas
klasiski romantiskés muizikas (piemc¢ram, kadences), savukart 2@ad-
simta vid( dpezmeodi ierosmi rod laikmetigaja akad¢miskaja mizika.

K& mingju iepriekd, savulaik dpezs tuvojas atonalitatei. MGziii mek-
Igja jaunas iespgjas, un atvirzidanas no tonalitates sarepiitibas virziena

16 Ojegs Koroiovs Eid1644) — komponists, diriients, teorctifis, dpeza maziiis,
Turkmgnijas nacionélas konservatorijas Estrades makslas katedras profesors.

7 Jurijs Kinuss E&16, 1949) — krievu muzikologs, makslas doktors, aranpctajs,
teorctiiis, pedagogs, Sergeja Rahmaodinova Rostovas konservatorijas docents,
Kima Nazareva varda nosaukta dpeza oriestra makslinieciskais vaditajs.
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notika pakapeniski. Tonalas improvizacijas balsts rodams akordu un skao-
kartu mijiedarbg; Mailss Deiviss, Sonijs Rolinss Rollins), Dpo PassPass,
Rejs Brauns Brown) u. c. papildingja to ar netonélo (pantonalo, ari atonalo)
improvizaciju — atteikdanos no akordu un skaokartu integrgta izmanto-
juma, kur skaoa ir svarigakais izteiksmes elements. Savukart, atvirzoties
vcl talak no tonalitates, ieskanas politonalaimprovizéacija, kur melodiskas
[inijas veidodana balstas uz poliakorda augdgjiem sladiem (nonakordi,
undecimakordi, tercdecimakordi). Tadgjadi veidojas politonalitates efekts,
kam raksturiga tercu vertikale (sk. nodu piemcru):

Tercu vertikale

20. gadsimta 50. gadu beigas dpeza improvizacijas beidzot ieskanas
divpadsmitskaou rinda. Atonalitate ir klat , tomcr divpadsmitskadu rinda
nav dodekafonijas scrija. K& zindms, terminuatonalais dpezseviesa un
pamatoja Amerika& dzivojodais vacu komponists un teorgtiiis Gunters
Dullers® (Gunther Schuller). Art atonala dpeza improvizacija iekiaujas
t. s. tredaja straumg avangarda dpeza. Btiski, ka izcilakie amerikaou
dpeza maziii vienlaikus bija art akad¢misko panru komponisti. Lidz ar
to akad¢cmiskaja miziké ieplida daudzas specifiskas dpeza mazikas
iezimes, un otradi. Piem¢ram, dpezu bagatindja pantonalitat® atona-

18 Gunters bullers (dz. 1925) ir Amerikas vacu komponists, diriients, dpeza
vgsturnieks, ierakstu producents, mazikas izdevgjs, Pulicera prgmijas laureats.
1957. gada viod ieviesa jcdzientreda straumeDbis termins parasti tiek attiecinats
uz dpezu, taéu ietver ari masdienu moderno maziku, kas neietilpst klasiskas,
dpeza, populérés vai t. s. pasaules mazikas kategorijas. Ta ir mOzika, kas tiecas
nojaukt visas iespgjamas robepas, pardzivojot visneiedoméjamakas stilistiskas
sintgzes un kombinacijas.

19 Pantonalitate (angl.pantonality) — terminu piedavajis austriedu komponists
un mizikas teorctiiis Radolfs Reti (Reti, 1885-1957) gramata Tonality in Mo-
dern Music (1962); ar to viod raksturo hromatisko tonalitati, kura aptver visda-
padékos stilos pastavodas hromatikas izpausmes, taja skaita ari atonalitati un
divpadsmitskadu harmoniju. Pantonalitates jcdzienu pirmais lietojis jau Arnolds

322



C. Daugulis. Modala improvizacija: vai tonalitates noliegums?

lithte?, dodekafonija®*, divpadsmitskaou rinda?, aleatorika, sonorika u. c.
kompozicijas tehnikas.

20. gadsimta vidd akad¢miskas mizikas komponisti pladi lietoja
atonalitati, savukart dpeza parstavji priekoroku deva modalitatei. MOsu-
prat, modalais jeb polimodalais dpezs izprotams k& ipads skaokartiskas
domadanas veids. Ta koncepciju izstradaja izcilais dpeza pianists Dpordps
Rasels Russell,1923-2009) 1953. gada. Modalais dpezs ir orilinala sistg-
ma, kuras pamata ir lidiskasskaokartas devioi hromatiskie varianti. Lidz
ar to rodam pareju no klasiskas tonalas organizacijas (maporminora skao-
kartas ar funkcionali harmonisko sistcmu) uz skaokartisko varigdanu.
Reljefa (melodija) un fona (pavadijuma) sastopamas dapadas skaokartas
jeb modi, kas dapkért noved pie polimodalitates. P¢dcja savukart var
izpausties vertikalg vai horizontalg. Dpeza harmonijai tas bija pilnigi
jaunas iezimes. Lidz ar to improvizatori Mailss Deiviss Dpons Koltreins,
Earlzs Minguss (Mingus) u. c. akcentgja melodisko attistibu, mazak har-
moniju izvcli. Kopuma viou spclei bija raksturigs ilgstods divu vai vairaku
akordu atkartojums pavadijuma, savukart melodija skangja izmekicta

Bgnbergs$chodnberg 1874—-1951) savaHarmonielehre (1911), skaidrojot tonali-
tates evol(cijas jautajumus. Termingantonalitate ir gandriz sinonims terminam
omnitonalitate (omnitonality ). Vieniga atdiiriba: pantonalitate ietver atonalu
melodisku secibu un brivu disonantu faktOru, bet omnitonalitates tendence ir
uzlabot tonala pamata izjQtu.

20 Atonalitate (gr. anolieguma partikula + fr. tonalit é—tonalitate) — muzikalas
domédanas veids, kam raksturiga atteikdanas no klasicisma skaokartiski tonalajam
likumsakaribam. Termins radas 20. gadsimta sdkuma4, kad vairdku komponistu
radoda domadana atvirzijas no tradicionalas tonali harmoniskas sistgmas (Earlzs
Aivss, Aleksandrs Skrjabins, Arnolds B¢nbergs, Albans Bergs, Antons V¢berns
u. c.).

2 Dodekafonija (gr. dodeka divpadsmit + phone skada) — kompozicijas me-
tode, kas balstas uz hromatiskads gammas visu divpadsmit skaou absol(tu lidztie-
sibu. Dodekafonija radusies atonalas mdzikas attistibas procesa. Uz &1 pamata
izveidota Arnolda B¢nberga divpadsmitskaou tehnika (1921). Par skaodarba pa-
matu kilst s¢rija.

2 Divpadsmitskaou rinda ir 12 skaou seciba bez atkartojumiem vai ar mini-
maliem atkartojumiem; 8o secibu izmanto nevis k& vienigo skadu materiéla avotu,
bet gan k& melodisku uzbdvi. Rinda vai nu vispar neatkartojas, vai ari atkartojas
tiedi vai transpozicija (iespcjama pat tas inversija vai vgpveida forma, kas to tuvina
scrijai, tikai ar atdiiribu, ka no tas neveido visu skaddarba audumu). Rindu
izmanto homofona vai polifona izklast&; viens no piemc¢riem ir Romualda Kalsona
Otra simfonija.
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un attistita improvizéacija ar pamatakorda skaou uzsv¢rumu, diatonisku

un hromatisku pargajskaou iekiavumu. Rodas jautajums — vai ta ir mo-
dalitate, vai tonalitate? Baja gadijumd, protams, vgrojama abu mingto
paradibu sintcze.

Tipiska modéala melodija dapkart var sastavct tikai no diviem vai
trim akordiem, no kuriem katrs var ilgt 8 vai pat 16 taktis. No &f skat-
punkta raugoties, modala improvizacija, pgc mdziiu domam, ir daudz
vienkéardaka, salidzinot ar cita veida improvizacijam, jo improvizatoram
nav tik biepi un strauji jamaina skaokartu skadurindas. No otras puses,
modala improvizacija tomgr ir izaicindjums muzikalitatei — ne tik daudz
loiikal, cik fantazijai. Nav iespgjams tikai sp¢l¢t blakusdominantes un
paiauties uz skadkartu un akordu mijiedarbes parzinadanu. Jabat Tpadai
prasmei melodiskid om &t un péarliecinodimuzicgt.

Dpeza maziku ari kopuma biepi d¢vg par modalu, lai gan ta ietver
tradicionalas akordu secibas; to vidd ir, piem¢ram, blGza seciba. Tomgr
modalitates konceptam te ir sava vieta. P¢cc dpeza pianista Marka Saba-
tellas (Sabatellg uzskata, no bibopa atvasinatos stilos solists var saasinat
interesi par harmoniju, ietverot sava spclc disonanses. Bibopa spclctji,
piemcram, labprat beidz frazes ar kapjodu intonaciju (Sabatella 199249).

Mailsa Deivisa albuma Kind of Blue balad¢ Blue in Geenvcgrojama
dinamiska harmoniska attistiba, piemg¢ram, akordi Bmaj7#11 vai A7alt.
Autors improvizgjot izcei atsevidiu frapu melodiskumu. Lidz ar to seci-
nam, ka bibopa improvizatori savos solo uzsver akordu fakturalu papladi-
najumu, sliecas aizpildit visastukdas vietas ar skadam, lai harmoniju
paraditu pilnib&, kam¢r modala dpezaimprovizatori tiecas uz pamatakordu
skaou izcglumu, izmantojot ritma telpu k& melodiski strukturgjodu
elementu. Abas pieejas ir lidzigas, bet ir svarigi izprast arf to atdiiribu.

Savukart Deivisa So What no albuma Kind of Blue ir modalas
melodijas klasisks piemcrs. Tas iekiaujas AABA pamatstruktara, turklat
A posma ir d doriskais mods, savukéart B posméa —esdoriskais mods.
M0aziiim atri varctu zust idejas, ja viod iegropotu improvizaciju tikai ar
doriska d septiodm skad&m. Taéu modalaja improvizacija mg¢s neesam
pilnigi ierobepoti ar skadkartas septiodm pakapem.

Lai piediirtu skangjumam zinamu spriedzi, jaatceras dapas bdtiskas
modalas improvizacijas iezimes. Proti, viens no vispopularékajiem lidzek-
iilem tas ietvaros ir novirze uz citu skaokartu Sideslipping. Pamciinasim
uz d doriska fona dapas taktis spclct melodiskas Iinijas, kuras bazcgjas uz
Db vai Eb skaourindam. Dapadu skaokartu attiecibas rada spriedzi, kas
atkal mazinas, atgriepoties sakotngja skaokarta. Melodija varam iekiaut
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ari hromatismus un pargajskaoas: piemcram, spg¢lgjot dorisko gammu
no d, iespgjams taja ietvert pargajskadag-g#-a.

Mailsa Deivisa un citu mziiu improvizacijas apliecina pamatskao-
kartas daudzveidigas varicdanas iespcgjas. Piemcram, uz dapam takdim
doriské vieta varam lietot d moll vai d pentatoniku. Lidz ar to konstatc-
jam — citas skaOkartas piedava jaunus akordus (A7, A7b9b5, A7alt vai
citus septakordus) un pladakas improvizacijas iespgjas. Mainas skancgjums,
rodas savveida spriedze, kura pazudis, ja atgriezisimies pie sakotngja
doriska. Ari Marks Sabatella iesaka censties panakt, lai modalas improvi-
zacijas gaita, bagatinot gammu ar pamatakordu skaoam, izklasts tiktu
veidots iespgjami melodiskaks. Viod uzskata, ka sevidii piemcrota izvgle
improvizacijai ir pentatonikas skadu apspclgdana (Sabatella 1992). Parasto
skaokartas septiou pakéapju vieta pentatonika lietojam tikai piecas, tatad
skaou skaita izvgle ir ierobepota. Vienlaikus, lai attistitu saturigu melodis-
ko liniju, ir papildus jadoma par melodijas izv¢réanu. Interesantu skangju-
mu var panakt arf, spglcjot Itnijas, kuru pamaté ir kvartu intervali — uz
t. s. kvartu harmoniju pamata. Bis pao¢miens ir sevidii efektivs, atskaoojot
modalas melodijas ar dapu akordu miju pavadijuma.

Lai gan modala tehnika dpeza pladi izmantota, sakot ar 20. gadsimta
50. gadiem, tas pirmie paraugi radas jau 30.—40. gados. To atrodam, pie-
mc¢ram, Huana Tizola (Tizol) skaddarbaCaravan (1937). Vc¢lak tapusi ari
Dizija Gilespija (Gillespie) improvizacija A Night in Tunisia (1957) un
pianista Deiva Brubeka Brubeck) Blue Rondo ala Turk (1959). Bie m{ziii
precizi ietver harmonisko vertikali horizontala improvizécijas projekcija.
Agrék dpezmeoi k& pamatu improvizacijai izmantoja to vai citu melodiju
vai harmonisko struktdru. Jaunas pieejas meklgjumos ipada vieta un nozi-
me bijusi izcilajam tenorsaksofonistam Lesteram Jangamy(oung, 1909—
1959). Vidd parstavgija lineéru pieeju improvizacijai. Dads paraugs rosingja
daudzus vioa laikabiedrus — dpeza mQziius — veltit ipadu uzmanibu melo-
dijas skaokartiskajam aspektam, vienlaikus samazinot pavadijuma akordu
daudzveidibu. MUsuprat, visprecizak modalas dpeza improvizacijas tradi-
ciju attistijudi jau pieminctie Mailss Deiviss, Dpons Koltreins, Sonijs Ro-
linss, altsaksofonists Dpons Hendijsklendy), pianists Bils EvanssEvans).

Masdienas vairums dpeza teorctiiu drodi apgalvo, ka hardbopa tieds
turpinajums 60.—70. gados bijis modalais dpezs. Spilgts piemcrs dada ap-
galvojuma pamatotibai ir Deivisa skaodarbsFlamenco Sketcheskas sa-
cercts 1959. gada un ietver izteiktu skadkartu maiou (anglmode change}
proti, polimodalitati horizontéalg. Klausoties skaddarbu, konstatgjam, ka
cita citu nomaina piecas skaokartasC joniskais, As joniskais, B joniskais,
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d friliskais un g eoliskais. Skaodarba turpindjuma skaokartu seciba un
izkartojums saglabdjas, savukart forma (perioda taktu skaits) varigjas:
vcrojam atteikdanos no standartekvadrata formveidg, un tiedi o ipatniba
irmodala dpeza raksturzime. Lidz ar to varam uzskatit, ka forma modalaja
improvizacija ir samgra briva, nosacita. Zimigi, ka skaddarba improvi-

zacijas gaita seksteta maziii lieto fpadusridindjuma signéalus, parejot

uz jaunu skaokartu. Dapkart pareja notiek ar melodiskas modulacijas
palidzibu. Savukart saksofonists Dpons Koltreins robepdiirtni iezimg ar
fpadu ritma formulu: negaiditi iekiaujot improvizacija sedpadsmitdaiu
fighras, viod veido sp¢cigu kapinajumu.

Balstoties modalas tehnikas principos, mQziii virzas vgl talak un
ietver improvizacijas ari Austrumu kultlras simbolus, piem¢ram, indiedu
ragu®. Katrai ragai, ka zinams, atbilst savs ritma modelis un kdda no 22
praksc lietotajam skaokartam. Tadcjadi Koltreins padziiina modalas
improvizacijas izteiksmes iespgjas. Lidzigi rikojas ari maziii Ornets
Koulmens (Coleman) un Dons Eerijs (Cherry), kuri savas improvizacijas
bagéatina ar afrikaou skaokartu lietojumu; lidz ar to vioi nonak pie t. s.
brivas improvizacijas, kuru atbalsta ari virtuozs Sesils Teilorsu. c. Ta
paredz pilnigu atteikdanos no akordiem, dapkart ari no konkrgtas formas.
Dada pieeja vesturiski noveda pie fridpezaviena no modernéa dpeza at-
zariem. Tam raksturiga atkape no tonalas organizacijas un orientgcdanas
uz misdienu akad¢miskas mizikas kompozicijas tehnik&dm un izteiksmes
iespcjam — atonalitati, aleatoriku, dodekafoniju, modalitati, politonalitati,
serialo tehniku, struktGrismu, ari to lietojumu integr¢ta veida.

* kK

Modalas improvizacijas vgstures apskats rosina vairdkus secina-

jumus:

— termina modalitate un art modalas improvizacijasizpratne dapadas
valstis atdiiras;

— modala improvizéacija ir dapadu dpeza improvizéacijas veidu evoldcijas
loiisks rezultats;

— ari pats modalais dpezs ir piedzivojis zindmu evol{ciju — no pianista
Dpordpa Rasela improvizacijam lidz Maila Deivisa, Dpona Koltreina
u. c. improvizatoru virtuozajam fantazijam;

# Raga ir indiedu profesionalas mizikas pamatmodelis; ts pamata ir noteikta
skaourinda 57 skadu apjoma.
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— modala improvizacija ienes brivibu formveidc;

— polimodalitate modalajas improvizacijas izpaupas gan vertikalg, gan
horizontalc;

— modal& improvizacija ir savveida tilts t. s. brivas improvizacijas
virziena.

Raksta nosl¢cguma citcdu vel kadu Rodpera Sednsa 1951. gada paustu
atziou: Tonalitates problgma— 10k, ass, ap kuru koncentrgjas visu rangu
mQziiu domstarpibas. Vieni uzskata, ka tonalitate dezintegrgjas, izjik,
izsmei savas iespcjas. Citi apgalvo, ka tonalitate atdzimst jauna kvalitatc.
Patiesitba tomcr, neskatoties uz visam veseltoou moda, bitonalitates,
atonalitates, divpadsmitskaou vai s¢rijsistcmu pdlcm, liela daia mizikas,
kuru dodien baudam, ir balstita uz tonalitates saklausidanu, un tiedi ta
veido vglamo kontaktu ar klausitaju uztveri (Session 1951).

Modal Improvisation or the Elementation of Tonality
Cvalds Daugulis

Summary

Improvisation is one of the oldest types of artistic activity. The article
considers the following aspects of improvisation:

— improvisation in different periods and styles of music (in classical,
popular and jazz music);

— improvisation studies and types of classification in jazz;

— tonal improvisation (Miles Davis, Clifford Braun, Sonny Rollins,

Harl Ellis, Jo Pass, Polo Chambers, Ray Brown, et al.);

— interaction of chords and modes;

— non-tonal improvisation ( pan-tonal, atonal);

— refusal of integrated use of chords and modes;

— sound as the most important element of expression;

— free improvisation (Cecil Tylor, Ornett Coleman, et al.);

— complete exclusion of chords and sometimes also of form.

Jazz draws to atonality. American piano player Cecil Taylor'sand
saxophonist John Coltrane’s manner of improvisation was named modal.
New terminology was gradually introduced into jazz music theory —modal
jazz, modal technique, modal improvisation But in Russianmodal jazz
was called mode (scalg jazz. Obviously there is no unified view and
definition of this kind of jazz. Different schools of jazz have their own
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understanding and evaluation. The meaning and understanding of the

term modality is essentially different in academic music: Walter Piston,

Harmony, 1941; John Vincent, The Diatonic Modes in Modern Music,

1951, Roger SessionsHarmonic Practice, 1951; Vincent Persichetti,

Twentieth-Century Harmony: Creative Aspects and Practice1961. The

views of these scholars are indicative of a special tradition in these issues

existing among the USA music theoreticians, which is different from the

European one on principle. It is well-known that in the European theory

of music there is a view that the difference betweetonality and modality

is determined not by the number and structure of the tone-row, but rather

the scale of voice-leading. But in our region (conceptions of scientists

belonging to Russian school) theoreticians explain modality as a specific
type of modal thinking, which is based on the modal tone-row and rhythm
modes. The mode is determined by the diatonic tone-row of the scale,

diapason, stable degrees of scale and the final not&hus the mode is a

way all the notes are arranged around the tonic (basic notefKarkliod

2006: 120).

Further in the article, the author dwells upon a separate kind of
improvisation — modal improvisation —and examines it from the following
aspects:

— modal improvisation (Miles Davis, John Coltrane, Charles Mingus);

— modality in jazz. George Russell's and other conceptions;

— the harmony complication possibilities in the context of mood.
Atonality in academic music. The modal jazz as a particular type of
modal thinking (around 1958);

— the transition from the classical tonal organization (major/minor
keys with functional harmonic system) to the modal variation (modes,
particular systems of modes);

— the emphasis on the melodic development, less on the selection of
harmonies. The accentuation of the sounds of basic cords. The
sustained use of two cords in accompaniment, exquisite melodic
improvisation;

— various modes in the background and relief. Melody contains also
diatonic and chromatic passing-notes. Pentatonic scales are partic-
ularly appropriate. Melodic line consisting of the fourths (harmony
of fourths);

— modality or tonality?

— tonality and modality.
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V. MUZIKAS PEDAGOIIJA

Uzmanibas procesu pc¢tnieciba:
problcmas nostadne un situacijas raksturojums

Mag. art. Valdis Bernhofs
Jazepa Vitola Latvijas Mlzikas akad¢mijas doktorants

Nepietiekamas koncentr¢danas spcjas, uzmanibas nenoturiba, nespcja
ieklaustties ir problgmjautajumu loks, ar kuru ikdiena saskaras gan vecaki,
gan skolotdji. Uzmanibas procesu pctniecibas pirmsakumi mekicjami
vairak neka 160 gadus tala vesturg — 1845. gada, kad Frankfurtes neiro-
logs Heinrihs Hofmanis (Hoffmann) dzejas forma raksturoja nemieriga
Filipa sindromu (Steinhausen 1982: 11). Neirologa aprakstitais Filips ir
z¢ns no cienfjamas iimenes, un tadci d¢la dididanos vecéki nekadi nevar
attaisnot. Z¢ns nespcj mierigi noscdct pie galda, neievgro mates izmisuma
pilno skatienu un neklausas tgva izteiktajos aizradijumos.

Nemieriga Filipa pazimes arf mdsdienas iemiesojas b¢rnos, par ku-
riem vecaki un skolotaji mg¢dz teikt — neuzmanigs, nesavaldigs, hiperaktivs.

2006. gada sadarbiba ar Heidelbergas (Vacija) Socialas rehabilitacijas
Universitates SRH Hochschule Heidelberg Mizikas terapijas katedru
un Vacijas M(zikas terapijas p¢tniecibas centruleutsches Zentrum fur
Musiktherapie) raksta autoram bija iespcja iesaistities pctijuma par
uzmanibas problgcmu aktualitati dapada tipa skolas, proti, skolas ar atéii-
rigu mazikas nodarbibu skaitu. P¢tijuma ietvaros centamies noskaidrot,
cik liela m¢ra mizikas apmaciba spgj ietekmget uzmanibas traucgjumus.
Atbildes mekicjam Dilheimas Qielheim, Vacija) pamatskola un Rigas
Doma kora skola (RDKS). Tika izstradata aptaujas anketa abu skolu
skolotajiem. Apkopojot iegltos datus, nacas konstatct, ka vioi, nerau-
goties uz atdiirigam nodarbibu formam (grupu nodarbibas un individuélas
nodarbtbas mazika), atzim¢ uzmanibas traucgjumus klasg. Abu valstu
skolotaji anketcdanas gaita nosauca arf iespgjamo problgcmloku darba ar
bcrniem klasg. Secingjam, ka pedagogi lidzigi izprot uzmanibas traucg-
jumu ccloous, lidzigi vertg uzmanibas traucgjumu gradacijas un lidziga
veida izjOt mingtas situécijas ikdienas darba. Abu valstu skolotdji izteica
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talitcju gatavibu sadarboties ar speciélistiem, lai mazinatu uzmanibas
traucgjumus klasg. Pctijuma ietvaros noskaidrojam, ka pat augsta muzi-
kala apdavinatiba v¢l negarant¢ augstu uzmanibas limeni: ari muzikali
apdavinatam bgrnam, kurd ar miziku saskaras vairakas nodarbibas ne-
dcia, iespgjams konstatct uzmanibas traucgjumus. lepriekdmingtais norada
uz problgmas aktualitati starpkultdru rakursa, k& ari atspoguio nepie-
ciedamibu mekict risindjumus uzmanibas spgju veicinadanai dapada tipa
skolas.

Sniedzot atdiirigus raditajus par problgmas izplatibu, arvalstu zinat-
nieki nonakudi pie lidzigiem secinajumiem: uzmanibas un koncentr¢cdanas
jautdjums masdienés ir viens no galvenajiem skolas dzivg, turklat uz-
manibas problgmam skolas ir tendence pieaugt. Par to liecina dis ievirzes
problgmsituaciju aktualizgdana preses publikacijas, seminaros un konfe-
renccs (Bernhofs, Gro2011: 11-49).

Kaut gan 6adi seminari un konferences notiek ari Latvija, literatiras
studiju gaité tika konstatcts: uzmanibas pctijumi, kas raksturotu situaciju
Latvijas skolas, tomgr nav pieejami. Lidz ar to nav iespgjams iegdt ne
problgcmas izplatibas statistiskos datus, ne problgmsituéaciju aprakstus.

Lai rastu priekdstatu par situaciju uzmanibas problematika dapadas
Latvijas skolas, 2009. gada veikta test¢cdana trijas Rigas macibu iestadcs.
Pctijuma rezultati sniedza statistiskos datus par uzmanibas problgmam
dapéada tipa sdkumskolas: skold, kura lidzas visparcjai izglitibai piedava
nedcia vairakas individualas un grupu nodarbibas mazika, k& ari méacibu
iestadgs ar vienu lidz divdm mazikas grupu nodarbibam nedgcia.

Uzmanibas pctijuma piedalijas 166 pirmo kladu audzg¢koi no trim
skolam un astooam klas¢m. 19 respondenti parstavcja sakumskolu, kura
paralgli visparizglitojodajiem macibu priekdmetiem ikdiena tiek apgati
vairéki mdzikas priekdmeti. Respondentu dalijums pa dzimumiem bija
dads: 84 zcni (50,6%) un 82 meitenes (49,4%). Vidgjais vecums testa
izpildes bridi bija 7,5 gadi (s=0,49}. Visam grupam (k=8) tika konstatcts
normalsadalijums, tadgjadi m¢rijumos un analiz¢ neatkarigi no méacibu
iestades bija iespgjams veikt grupu salidzinadanu.

Uzmanibas pc¢tijuma tika izmantots instrumentérijs Diferencialais
darba efektivitates testdDL-KE, DL-KG), kas paredzcts b¢rniem vecuma
no 51idz 10 gadiem (Kleber 1974). Tests DL-KG ir testa DL-KE atvasinata
versija, un tas piemc¢rojams skolas vecuma bg¢rniem no 7 lidz 10 gadiem.
Uzb(ves zida tests lidzinas uzmanibas testam. Ar ta palidzibu iespgjams

! Standartnovirze raksturo punktu izkliedi ap vidgjo aritmgtisko vertibu.
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noteikt uzmanibas noturiguma pakapi un analiz¢t darba efektivitati klases
apstakios. Uzmanibas spgjas &1 projekta ietvaros nebija paredzgts pctit
kliniska aspekta, to nozime aplikota ikdienas situaciju, daja gadijuma,
macibu situacijas rakursa. Testa koncepcija balstita uz ikdienidiam situ-
acijam skola un darbibam, kuru izpildei nepieciedamas selektivas un foku-
sctds uzmanibas spgjas. Tests ir adaptcts multilingvistiskai videi; tas ir
no valodam neatkarigs mcrinstruments, lidz ar to piemgrojams ari Latvija.
Vacija to izmanto me¢rijumiem ari starpkultiru vidg. DL-KG testaizvclei
noteicoda bija piemcrotiba konkrgtajam vecumposmam, t. i., 1. klases
audzckoa vecumam.

Par pietiekamu vai nepietiekamu uzmanibas noturiguma limeni lie-
cina testa kvantitativie un kvalitativie raditaji. Saskaoa ar testa norad¢m
bcrniiepazist divu veidu attclu grupas. Pirmaja ietvertas relevantas zimes,
kuras nepieciedams iegaumct un atzimgt ar svitrojumu. Otro grupu veido
irelevantas zimes, kuras nepieciedams pamanit un atzimgct ar punktcjumu.
Relevanto zimju parsvars ir ievgrojami lielaks. Kairindjuma slodzi veido
abas grupas esodo zimju vizuala un jcdzieniska lidziba. Priekdstatu par
testa lapas dizainu sniedz dis attcls:

Testa DL-KG lapas dizains

No lapas fragmenta redzamajam figram relevantas zimes ir kr¢sls
un koks, bet irelevantas — galds un puie.

Testcdana skolas notika 2009. gada februari un marta. Katra klase
tika testcta atsevidii. Frontali tika dotas norades par testa izpildes gaitu.
Tas noritgja vienas macibstundas ietvaros. Izpildes laiks — 21 minQte —
bija sadalits 14 vienados intervalos (katrs 1,5 min(du garuma).

Uzmanibas testa kvantitativajos raditajos 91% respondents aplieci-
naja viduvgjus lidz Toti labus rezultatus. 9% bg¢rnu tika konstatcti traucc-
jumi kvantitativo nosacijumu izpildg. Proti, darbs tika veikts gausi —izpil-
dito zimju skaits neatbilda normativiem. Veicot kontroles lapu analizi,
secinajam, ka sakotngji die b¢rni uzdevumu izpildija precizi. Testa izpildes
gaita, atkartoti neatgadinot par uzdevuma izpildes nosacijumiem, bc¢rni
pieiava vairak kitidu. Novgrojumos fikscti gadijumi, kad atsevidius res-
pondentus vajadzgja pamudinat uz darba turpinddanu vai lapas pardiir-
danu.
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Uzmanibas testa kvalitativie raditaji virsnormas robepéas konstatcti
15% bernu. Viduvgja uzmanibas pakape ir 63% bgrnu. Tas noréda uz
darba kvalitates viduvgjibu kopuma. Berni medz stradat atri, nepieveroot
lielu uzmanibu kvalitatei, pieiaujot daudzas neuzmanibas kildas. Darba
kvalitdtes zemnormas rezultati fikscti 22% jeb piektdaiai testa iesaistito
respondentu. Darba lapas tipiska ir rindu izlaidana, kas uzskatama par
vienu no nepietiekamas uzmanibas izraisitam kiddam.

Tredais raditajs saistits ar koncentrgcdanas parametru un atspoguio
individa koncentrcdanas spgjas darba izpildes gaita. 36% respondentu
konstatctas dapada rakstura koncentrgdanas problgmas. Testa zemnormas
rezultati liecina par t. s. izdegdanas sindromu. B¢rns uzsak darbu atri,
bet ne kvalitativi — darba vidd motivacijas limenis krit, un b¢rns nespg;j
turpinat iesékto. Darba beigas v¢rojama atkartota spcja atkal stradat
atri. Tikai 22% respondentu uzradija virsnormas vertibas, un viou koncen-
trcdanas limenis atzimgjams k& augsts vai ioti augsts. 42% respondentu
koncentr¢gdanas spgjas vertgcjamas ka viduvgjas.

Atsevidiiem respondentiem vgrojama tendence stradat Igni un rlpigi.
Viou izpilditais darbs neiekiaujas vecumgrupai atbilstodajos normativos,
tatad signaliz¢ par iespgjamam gratibam klases darba. Badiem bgrniem,
iespgjams, nepieciedama individuéla pieeja (darba nosacijumu atkartota
izskaidrodana) un regulari uzmundrin&jumi.

Bdtiskas atdiiribas visos kvalitativajos un kvantitativajos raditajos
starp astoodm klas¢m netika konstatcgtas. Tas noréda uz problgcmas eksis-
tenci kopuma; mazéka nozime ir citiem faktoriem, piemcram, audzckou
skaitam, telpas platibai, iekartojumam u. tml., kas labvcligi vai nelabvcligi
varctu ietekmgct klases darbu.

No testa rezultatiem izriet, ka lidzigas uzmanibas problgcmas eksist¢
gan z¢niem, gan meitengm. Kvalitativajos un kvantitativajos raditajos
netika konstatctas bitiskas atdiiribas dapadas vecumgrupas. Analizgjot
darba izpildes kvantitativo gaitu (cik daudz paspgja izdarit), tika novcrotas
atsevidias bltiskas tendences klases darba. Septiogadigi z¢ni darba vid(
uzradija kritumu, tatad samazindjas darba intensitate. Ta pieauga testa
noslcguma daia. Lidziga situacija v¢rojama astoogadigam meitengm: atse-
vidios laika intervalos (5. un 6. no 14) raksturigs kritums, kas v¢lak tiek
kompenscts ar pieaugodu izpildito vienibu skaitu. Badu iezimi vargtu rak-
sturot k& Ignu uzsildanas laiku Mingtie kritumi kopgjo vertcjumu atstaj
vidgja [fment.

Veiktie novgrojumi liecina, ka atdiirigas nianses klases darba dina-
mika iezimcjas lielakoties dapadéas vecumgrupas.
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Kopsavelkot uzmanibas testa analiz¢ gltas atzidas, secinajumiir dadi:
1) testcdanas rezultati norada, ka uzmanibas problgmas ir aktualas visas

macibu iestadcs, kuras tika veikts pctijums;

2) nav bdtisku atdiiribu starp dapada tipa macibu iestdd¢m — ar uzma-
nibu saistitas problgmas novcrotas jebkura no tam. Pc¢tijuma ietvaros
netika konstatctas izteiktas atdiiribas ne starp z¢nu un meitedu darba
rezultatiem, ne starp dapadam vecumgrupam;

3) klases un grupas ir homogcnas, kas Tauj mekict risindjumus klasei
vai grupai kopuma;

4) atsevidii novgrojumi testcdanas fazg, piemcgram, tendences septio-
gadigu un astoogadigu z¢nu un meitedu rezultativajos raditjos, ka
ari laika intervali, kas norada koncentr¢danas [imeni intensiva darba
rezultatd, liecina par individualam atdiirifbam vienas grupas ietvaros.
Labas uzmanibas spgjas ir batiskas skolas darba. Gan vizual, gan

audialad uzmaniba ir selektivas uzmanibas veidi un kopgjas uzmanibas

sistcmas komponenti. Uzmanibas sistcma ir svarigs cilvcka funkciongdanas
aspekts — aktiviz¢ta uzmanibas sistgma ir jebkura kognitiva procesa priekd-
noteikums. Pedagogi praktiii novcrojudi, ka biepi vien labas uzmanibas
spgjas ir priekdnoteikums sekmigas mizikas izglitibas uzsakdanai. Un
otradi — jaunakie pctijumi mizikas psiholoiija liecina par mQzikas pozitivu
iedarbi uz cilvcka psihi.

K& zindms, uzmanibas procesu raksturo kompleksa darbiba, kuru
iespaido smadzeou dapadu centru funkcionala mijiedarbe un savstarpcja
koopercdanas. Uzmanibas process ietekm¢ smadzeou darbibu kopuma,
atbild par patstavigu planodanu, cilvcka vispargju aktivizgdanos, par infor-
macijas uztveri un izvertcdanu. Mdsdienu neirozinatng ir vgrojama arvien
pieaugoda tendence izmantot funkcionalo izmeklgjumu metodes, kas auj
labak pctit smadzeou darbibu un tas izmaidas dapadu faktoru ietekmg.
Dadi izmeklgjumi noréda, ka uzmaniba ar tas dapadajiem komponentiem
ir viena no smadzeou darbibas pamatfunkcijam — augstékas pakéapes sma-
dzeou darbibas ir iespgjamas tikai tad, ja uzmanibas procesi smadzengs
atrodas intakta (pilnvgrtigas darbibas) un aktiviz¢ta stavokli. Taéu die
augstakie procesi konceptuali un funkcionali ir grati atdalami no citam
kognitivajam funkcijam. Tas liecina par uzmanibu k& centralo instanci,
kas organiz¢ citu informativo procesu apstradi organisma, tostarp stimu-
Igjot b¢rnam tik svarigo sekmigas macidanas procesu.

Lai smadzeou darbiba tiktu organiz¢ta uzmanibas spcju ienercdana,
aktivizgtam jab(t smadzeou stumbram. Uzmanibas procesus nodrodina
eetras pakiautibas sistcmas: holineriiska sistcma (parnesgjviela: acetil-
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holins), noradreneriiska sistcma (parnescjviela: noradrenalins), dofamin-
eriisk sistcma (parnesgjviela: dofamins) un serotonineriisk& sistcma
(pérnescjviela: serotonins). Visas eetras apakdsistcmas iezimigas ar to,
ka tas aksonu projekciju rezultata sasniedz priméaros un sekundaros sma-
dzeou laukus, tada veida viens smadzeou stumbra neirons spgj apgadat
ar informéciju veselu lauku smadzeou garoza. Liela loma uzmanibas
procesa ir tiklaina veidojuma formatio reticularis ) sistcmai, kas smadzeou
daié savienojas ar iegarenajam smadzen¢médulla oblongata) un starp-
smadzenc¢m ¢liencephalon) Ar t. s. Brgmera griezumu izdevies pieradit,
ka tiedi 0 daia atbildiga par aktivizgdanas procesu.

Lidz&s pedagogiem un psihologiem uzmanibas jautdjumu risinddana
tiedi pcdgja laika jo aktivi iesaistijudies ari pctnieki — neirozinatnieki.
Apllkojot uzmanibas traucgjumus bgrna vecuma, autori vgrd uzmanibu
uz vairakiem svarigiem neirofizioloiiskiem aspektiem, tostarp uz neiralo
procesu norisi un 8o procesu trenioa iespgjam. Salidzinot uzmanibas spcjas
b¢rna un pieauguda vecuma, ir secinats, ka uzmanibu veido vairékas apakd-
sistcmas (funkcijas), un atsevidias no tam — aktivizgdanas un izpildoda
funkcija — ar gadiem kiGst izteiktdkas un noturigékas. Pozicion¢danas
apakdsistcma dadu tendenci neapliecin€6gnitive Neuroscience of Atten-
tion 2004).

Vairéki zinatnieki norada, ka uzmanibas traucgjumus var mazinat,
piedavajot dapadas trenioprogrammas (Krowatschel 2007; Stiehler 2007;
Stiff, Tlpker 2007). Efektivitates nosacijumi dadam trenidprogrammam
visbiepak ir piedavata materiala saturs, apjoms un trenioa regularitate.
Tas nozimg, ka trenidam jabat mcritiecigam, intensivam un regularam.
To apliecina pg¢tijuma rezultati: bltiskas izmaidas smadzeou darbiba
(motorika un Tslaiciga atmida) novcrotas jau p¢c intensiva piecu dienu
akustiska trenioa (Cognitive Neuroscience of Attention 2004).

Pctnieki izstradajudi dapadas trenioa metodes, lai sekmctu uzmanibas
attistibu, taéu tas lielakoties balstitas uz vizualas uzmanibas sistgmas
pilnveidi (Cognitive Neuroscience of Attention 2004).

Lidziga situécija ir ar uzmanibas testgdanas instrumentariju —uzma-
nibas testi parsvara izstradati vizualas uzmanibas attistibas limeoa noteik-
danai. Turpretim audialas uzmanibas diagnostikai lidz dim radits neliels
skaits testu — pctijumu praksc sastopami tikai dapi standartizcti audialas
uzmanibas test¢cdanas instrumenti. Testcdanas procesu apgrQtina fakts,
ka testi paredzcti individualai izpildei. Turklat lielaké daia audialo testu
balstas uz vardskaou saklausidanu un reproducgdanu. Atsevidii testi, pie-
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mc¢ram, AUDIVA vai CAPT, iekiauj skaou stimulatorus vai skaou struk-
thras, kas verstas uz audialas uzmanibas reakciju izpcti. Viens no jauna-
kajiem testiem, kas pc¢ta gan audialas, gan vizualas uzmanibas spgjas, ir
Continuous Attention Performance Test(CAPT, Nepéartrauktas uzmani-
bas test3. Tas paredzcts uzmanibas spcju noteikdanai b¢rniem, sékot no
pirmsskolas Ilidz skolas vecumam. Tests ir datorversija, un ta izpildes
process nav sarepiits. B¢rniem tiek piedavati pieci savstarpgji viegli atdii-
rami dzivnieku attcli reiz¢ ar to balsim atbilstodu skaou, kas noteikta
laika intervala jaatpazist, nospiepot datora klaviatQras taustiou. Tadgjadi
tiek mcrits kilildu veids, skaits un to izkliede laika posmos, k& ari b¢rna
reakcijas spgjas. Katrs testa posms ir atdalits ar vienas minQtes atpQtas
pauzi, bet testa kopcjais izpildes laiks nepéarsniedz 9 minates (Starzacher,
Nubel, Grohmann 2007). P¢c lidZiga principa veidots AUDIVA tests, kura
akustiskie stimulatori ir klavieru skadas (Minning). Tomgcr jaatzist, ka
lidz dim pladék ir pgtitas vizualas, nevis audialas uzmanibas trenidoa
iespgjas.

Mdasdienu pgtniecibas praks¢ eksistc atsevidias sistematizgtas me-
todes, kas vegrstas uz audialas uzmanibas treniou. lzstradatas metodes
lielakoties paredzgtas bgrniem ar uzmanibas deficita (hiperaktivitates)
sindromu (UD(H)S).

ASV psihologu vid( pazistama ir treniometode ar apzimgjumu
SoundSmarf (SoundSmar). BT metode paredz uzmanibas aktivizaciju
un kognitivo spgju treniou. Visas norades tiek dotas angiu valoda, uzde-
vumi ir saistiti ar angiu valodas fongmam, sadzives situacijam, ka art
angloamerikaou bgrnu dziesmam. Lidz ar to metode neatspoguio sistc-
misku pieeju noteiktas struktlras sasaistei ar audialas uzmanibas procesu
un nav piemgrota lietodanai starpkultQru vidg.

Neiromotorikas trenidam izragliedu p¢tnieks Adi Zulkins izveidojis
FITS metodi — Functional Interactive Timing System jeb funkcionélo
interaktivo metroritma sinhronizacijas sistcmu (Sulkin 2009). b1 datoriz¢ta
metode paredzcta berniem, kuriem konstatcti macioanas traucgjumi (dis-
leksija, disgréfija, diskalkulija), k& arf uzmanibas deficita (hiperaktivitates)
sindroms (UD(H)S). Metodes pamata ir uzdevumi, kas sinhronizg éetras
judanas — lidzsvaru, kustibu, dzirdi un redzi. Metode balstita uz motorikas
treniou, galvenokart uz sistcmisku pieeju roku kustibu trengdanai (raksti-
dana), un padlaik tiek adaptcta kliniska konteksta.

Vienlaikus jaatzimg, ka trakst noteiktas un parbauditas pieejas, kas
Tautu b¢rniem darboties ar klases darba situacijam raksturigiem akus
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tiskiem ietekmes faktoriem, tadgjadi attistot audialas uzmantbas sistcmu

kopuma. Viens no iespgjamiem risindjumiem batu atbilstodas akustiskas

trenioprogrammas izveide.

lepriekd noradits, ka uzmanibas process saistits ar vairaku uzmanibas
apakdsistgmu gandriz vienlaicigu aktivizgdanos. Tadci batiski ir izpgtit,
k&da veida noteiktas mizikas struktdras korelacija ar citiem akustiskajiem
ietekmes faktoriem spgj attistit audialas uzmanibas sistcmu.

LiteratOras avotos saikng ar uzmanibas spg¢jam visbiepak mingti tadi
mQzikas parametri k& skadaugstums un ritms. Ari citi mizikas parametri-
tembrs, dinamika, skancjuma reiistrs — sp¢j iespaidot tos centrus smadze-
Ou garoza un sistcméa kopuma, kas atbild par uzmanibas sistcmas aktivizg-
danu. Daudzos avotos atzimctas do parametru pozitivas ietekmes iespgjas,
turklat uzsvcrta ari to atdiiriga lokalizcdanas vieta smadzencs. Jaunakas
metodes Tauj noteikt precizu neironu darbibas aktiviz¢danos, ja uztverei
tiek piedavata skadaugstumu un/vai ritmu informécija. Saikn¢ ar mazikas
uztveres veidu — mlziku klausoties vai padam muzicgjot — atdiiriga ir
neironu aktivizgdanas lokalizacija smadzencgs (Jancke 2008). Tas iauj
izvirzit hipotgzi, ka, noteikta veida izmantojot Tpadi atlasitas mizikas
struktdras, iespcjams ietekmgt noteiktus centrus smadzengs, kas tostarp
atbild arf par uzmanibas spgjam.

Tatad, apkopojot iepriekdteikto, varam secinat:

— uzmanibas problgmam starpkultiru konteksté ir tendence pieaugt;

— uzmanibas spg¢jas iespcjams izkopt — atsevidiu uzmanibas apakdsis-
tcmu attistiba ir btiski ietekmgcjama [idz noteiktam dzives posmam;

— selektivas uzmanibas konteksta mazak pctitas ir audialas uzmanibas
spgju attistidanas metodes;

— bdtu nepieciedams izveidot sistcmisku pieeju audialas uzmanibas
trenidam;

— b0tu nepieciedams izpctit skadaugstuma un ritma struktQru saikni
ar audialas uzmanibas procesiem un do procesu trenioa iespgjam, ka
ari parbaudit skadaugstumu un ritma trenioprogrammas efektivitati
praksg.

337



Mazikas zinatne dodien: pastavigais un mainigais — IV

Research on Attention:
Problem Statement and Situation Account

Valdis Bernhofs

Summary

Lack of concentration, attentive instability and inability to listen
are some of the main problems that both teachers and parents face daily
when working with children. Intercultural studies show that these prob-
lems are found in various cultures. Repeated tests indicate an increasing
attentive instability for children in Latvia, various attentive disorders
were found in 35% of first-graders (N=166).

Being prerequisite for any cognitive process, attentiveness has always
been a priority for the teachers. Moreover, teachers nowadays indicate
lack of attentiveness as one of the key problems in schools of all types
which is also supported by various research papers. Some of them mention
music lessons or musical activities as a driving force for stimulating
cognitive processes, attentiveness and concentration abilities. Previous
studies have shown that attentive disorders do not affect musical gifted-
ness— these disorders can be found even in gifted children having multiple
music lessons per week.

The studied literature indicates the pitch and rhythm to be the key
music parameters in attentiveness abilities. Many sources mention the
positive effect they have and also differentiate their localization in the
brain. Rhythm, melody, timbre, dynamics and the pitch affect those
centers of the cerebral cortex and the whole system responsible for the
attention system activation. However, neural activation localization differs
when music is perceived by listening or by playing it. Thus it brings a
hypothesis that specific musical structures can be applied to positively
affect the centers of the cerebral cortex responsible for attention abilities.

Child’s attention abilities have not yet fully stabilized in primary
schools creating an opportunity to train them using various exercises.
Practical studies usually include only a few aural attention testing
tools and even less adapted training tools for developing aural attention
abilities.
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Introduction

Music, as an art, is a field of human artistic activity. It is distinctive
because itinvolves esthetic values, and its creation constitutes considerable
cultural legacy. Such an art not only emanates traditional educational
values, but also gives grounds for them. It develops such mental disposition
as: emotional, esthetic and moral sensitivity. Moreover, it broadens know-
ledge of humans and the world they live in, enhances cognition, processing,
and enriches mental culture.

Artistic upbringing, in the opinion of Polish education, constitutes
creative education, which is called by Ewa Anna Zwolifiskaan upbringing
to and through creativity (Zwolifiska 2002: 33). It is based on shaping
sensitivity, competences and esthetic skills. This means that such a creativity
is a feature of humanity, the power of a human being, and the factor
determining the development of culture within society. Contact with art
is the source of child’s inspiration and cognition. Additionally, it is a
useful educational tool to enhance the development of a child.

However, child’s artistic development decreases with age. It also
happens, as it is given by empirically proven specification of musical
development (Gordon 2003: 14), due to unfavourable arrangement of
school subjects structure of musical education. Such a situation often
results from artificial division of music education into public and profes-
sional, or other legal limitations to the system, staff and amateur musical
movement (Zwolifiska, Gawryukiewicz 2007: 7).

The aim of this article is to show research results based on theoretical
and empirical analyses of problems of the role of amateur musical move-
ments in Polish children and youth education. The importance of amateur
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instrumental bands is still increasing in view of Polish society, which
enables to compare them with professional and school music instruction.

1. Music ensembles in the amateur musical movement

Music, as stated in research and approved in the history of culture,
is a fundamental element of human self-fulfilment. Its creation and
reproduction was typical for both primitive and well-developed societies.

It sounded in cottages, castles and churches. Carrying a social aspect, it
accompanied work, religious ceremonies and entertainment. It was not
self-contained, but it was syncretic and combined words, gestures and
dance. It was composed through human voice and instruments. To put it
bluntly, music is present in human life since birth, one cannot imagine a
mother that does not sing lullabies and a child that does not remember
children’s songs.

Musical hearing develops dynamically at the age of kindergarten
and one is able to distinguish tones in terms of their height, strength and
quality. A sense of melody and harmony also develop gradually. A feeling
of rhythm is more difficult to get and is connected with the ability to
improvise both harmonically and rhythmically. According to the research
results of Maciej Kouodziejski, it can and should be analysed through the
use of standard tools for diagnosis (Kouodziejski 2011: 216-217).

The student of a music school is treated individually as the contact
with the teacher is usually very close. Individual treatment, adjusted
methods, course of lessons and personal demands and aptitudes are all
taken into consideration by the instrument teacher. In such a situation, a
child is less influenced by the peer group and develops its own personal
gualities. The child recognises his own potential and finds suitable work
methods. The practice of discipline is yet another positive impact of music
education. The most precious ability for a student is proper time manage-
ment. A child very often notices that it is better to practise intensively for
a short period of time, than carry out a long and careless training. Music
playing at the advanced level is one of the most difficult achievements,
because it engages different senses such as: hearing, sight, matility, feelings,
reason.

Playing music together enhances the development of human person-
ality and strengthens the sense of self-esteem. While playing and singing
in a group one experiences that they are not separate individuals and
create the whole bigger community. Public performance and related issues
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are directly connected with the listeners’ acknowledgement. They boost
self-confidence and self-esteem.

Conducting bands and playing music together are useful forms of
spending time. Many people do not know what to do with their free time
and quite often drink alcohol or take drugs or suffer from depression.
Thus, playing music together (either individual training or joining choirs,
instrumental and vocal bands) is one of the best ways of spending free
time.

Moreover, playing music leads to building relationships between
people, it creates solidarity and a social bond between individual and
community. As a result, playing together not only gives
the possibility to practise social skills and maintain
good relations, but also promotes understandirg.

Furthermore, music brings joy and helps to feel the real pleasure or
happiness. Such a feeling of fulfilmenand award for hard work
cannot be compared with goods that are easily bough

1.1. Konin Accordion Quintet

It was extremely important to gain educational and theoretical
experience working with performers and audio material to fulfill the
idea. This audio material had to resemble proper music art and it was
supposed to make people involved in playing music.

The candidates for band, coming from different surroundings, were
selected with the help of people having connections with amateur
musicians. The newly-created band drew attention of young people. Initial
performance and success confirmed the idea to be justified.

Good results generated the need to create a uniform band. Thus, an
amateur Accordion Quintet, which was based on the experience
of such professional groups as: Warsaw or Poznafi Accordion Quintets,
was set up to meet the demands of students. Prof. Wlodzimierz Lech
Puchnowski’'s Warsaw Accordion Quintet turned out to be a good example
when using composition transcription of Stanisuaw Moniuszko, Ignacy
Jan Paderewski, Wolfgang Amadeus Mozart, Johann Sebastian Bach'’s
organ music. The music by Accordion Quintet was directed to children,
youth and adult accordion admirers. The adopted repertoire could in-
fluence the creator’s competence but foremost the listeners and music
critics. Those important competences of child development have been
described earlier recalling other research results (Trzos 2006).

342



P. A. Trzos, R. J. Piotrowski. Conducting Amateur Instrumental Bands in Polish..

Sometimes the students of music schools or their graduates showing
great involvement were also accepted by the quintet. It must be remem-
bered that such an activity should have been offered to graduates and
amateurs by the school itself to propagate well-organised art which could
have integrated the whole environment. Unfortunately, it does not happen
often in many cities. Playing music in a band gave opportunity to improve
skills, performance and helped to create esthetic attitude among amateur
musical movement participants.

Now the band associates with them children and youngsters. It
performs a sort of educational function to communicate artistically and
preserves Polish local culture tradition.

The observations and collected opinions approve the activity as it
enhances music culture in district and the city. Using accordion by the
band to perform every possible piece of music showed the instrument
from a different perspective, not just a folk one. It accustomed the listeners
with other opportunities and propagated music culture in general.

The band have collected appreciable repertoire acquired from dif-
ferent sources and contacts with other bands in and outside the country
within 30 years. The collected repertoire library resources give an example
of creative work for the society. They also enable to prepare concert
program for any event. The band repertoire, concerts, participating
in competition and festivals all give high status to the ensemble and
popularize music culture in Konin local community.

1.2. Konin Band Orchestra and wind orchestras

The role of music and ensembles in child character development
and becoming a musician is neglected in Poland in comparison with other
European countries.

Music education and extracurricular activities should be present in
different types of schools in Poland. It should be taught in different profile
high schools where one could take his final exams in music.

Such public music education is provided in Austria and Norway,
where it is used for shaping an intelligent, sensitive and cooperative
individual.

Children amateur music groups, wind orchestras and choirs con-
ducted by teachers and instructors (real music lovers in Konin) were also
carefully examined by the author. Konin can become a very important
place propagating and supporting amateur musical movement in Poland
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if music groups are provided with proper opportunities for training and
performance.Konin Band Orchestrais agood example providing
music school graduates and students of art education with suitable
resources. Many existingwind orchestras or children and
teenage choirscarry outa similar activity in Konin district. Hundreds

of children taking part in the project learnt to play music in groups,
culture, foreign language and they visit other countries. Only some
students decide to become professional musicians, but most of them receive
good education and job.

Individual classes, group and orchestra training take place few times
a week. Additionally, students give concerts and are obliged to achieve
good results at school.

Children take part in high culture, give prestigious concerts, lead in
famous contests and festivals. They become familiar with the culture of
other countries, make friends and learn foreign languages. Student ex-
change programme is highly developed and children from other countries
pay visits in Konin. Being abroad, children propagate Poland and our
tradition giving concerts to Polish minorities, they also strengthen national
values and are open to various cultures. The system in music groups is
based on self-discipline and fun connected with creative work.

Despite the fact that only some students decide to become professionals
the skills they have acquired help them develop intellectually or socially,
learn languages, study at the academic level and get a well-paid job.

The work and success of teachers and instructors, their previous
graduates sometimes, give basis for optimism and show the power and
indestructibility of music even at present. There is no denying that amateur
music education and bands play great role in human development.

2. Research method

Case study and pilot study were used mainly. Additionally, an inter-
view, observation and music content (musical tasks) were adopted. Col-
lected data on learning how to play an instrument and music together
compared a professional group (public music schools) with an amateur
group (community music centre, cultural centre and music clubs). 278
children and teenagers at the age of 6—18 participated in the research.
Subjects were additionally divided in terms of their school age: kinder-
garten, primary school — elementary education, primary school — module
teaching and junior high school. The opinions of 50 teachers and music
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instructors in Wielkopolska and U6dé Provinces have also were tested
from 2008 to 2011.

3. Research results
3.1. Students’ achievement diagnosis in ensembles

The problems of diagnosis and differences in terms of achievements
in playing instruments together were considered. Music performance was
assessed for tonal, rhythmic and expressive-vocal aspects.

The teachers indicated criteria for students achievement assessment
which are connected with work with particular amateur music group:

— performance correctnessn accordance with melody and rhythm
notation,

— the ability to carry out the instruction given by the teacher,

— work to the accompaniament,

— keeping original cantilena,

— knowing material by heart,

— giving your own interpretation,

— making a clear sound

Besides, the opinions given by the teachers determine the things that
are generally assessed in their work with amateur music group. They
correspond to previous research by Paweu Trzos, carried out under super-
vision of prof. Zwolifiska, in formal and informal Polish music education
within 2004—2005 (Trzos 2009: 151-154). Data has been presented in a
form of entries in Figure 1 below.

Figure 1. Criteria for achievement evaluation in amateur instrumental
groups in the teacher’s opinion

The research shows lack of uniform and systematic practice
of the implementation of criteria achievement evaluation sanctioned by
all centres (Trzos 2009: 188-189).
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3.2. Organising music groups’ training — student recruitment principles

Theselection of the candidates is an extremely important
issue of music education. Checking applicant aptitudes for learning to
play music aims at testing applicant potential for learning to play a
particular instrument. Table 1 presents the comparison of teacher re-
sponses between music school and amateur music movement.

Table 1.
Criteria for organising individual music training taken into account
when recruiting candidates for learning to play a wind instrument

Interview
Hearing  with the Musical Com-
Music the ap- candidate aptitude munity  Other s
groups plicants (self- tests interview
assessment)
N % N R % N R % N % N %
Group A.
Professional 23 88 3 12 12 46 5 19 3 12 46
training
Group B. 9 10
Amateur music 15 63 12 50 2 8 6 25 1 4 36
movement

Source author’s own research. The teachers might have indicated more answers,
so the percentage may exceed 100%.

According to the results of the interview, most teachers use more than
one answer category. It may mean that the techniques of qualifying students
as able to learn to play a musical instrument are very complex. When it
comes to formal music education (group A),hearing the applicant
(88%)andthe measurement with the use of musical aptitude
te sts (46%) are generally applied. Howeverhearing the applicant
(63%) and individual talks with the applicant also based on
their self-assessmen(50%) predominate in centres where informal
training on how to play wind instruments takes place (group B). One
should pay attention to a low interest of music school teachers (Group
A, N=12%) to take into consideration the knowledge of individual students
in the recruitment process. Self-assessment is more often given consider-
ation to when enrolling students in music or cultural centres. The highest
scatterof responses is noticed in case of teacherR€9), which confirms
significant dispersionratio. Discussing the expectations of the applicants
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about their music education is of special importance if one thinks of right
solutions. A very similar ratio system can be found in case of community
interview and applicants’ qualifications. Teachers in community interview
collect data on applicants (their interests, potential, achievements) in their
close family, peer, neighbouring or school environment. Quantitative
methods of recruitment selection, for e.g. musical aptitude tests (8%),
are rather rarely used in an informal education. Similarly in this case, big
scatter of teachers responsefRE10) gives significant dispersion.
Experience demonstrates that teachers describe musical aptitudes in
a different way, especially if it comes to well-known musical aptitude
tests of Edwin Elias Gordon. The hypothesis stating thaall musical aptitude
tests are to some extend achievement tests, and all achievement tests in-
dicate fundamental abilitiesappears to be acknowledged (cf. Shuter-Dysagn
Gabriel 1986: 21). Thus, teachers in the amateur musical movement (Tablg)
may encounter difficulties of the implementation and interpretation of
musical aptitude test results, which, according to Gordon constitutechild’s
internal potential, and the impact of the environment (Gordon 1999: 71).
Apart from the facts mentioned previously, there is a widespread opinion
among music teachers which corresponds to the scientific description of
musical aptitudes, as W. Ann Stokes puts it, where achievements and
aptitudes exist dichotomously being permanent components of common
disposition of musical development (Stokes 1996: 99). After all, David
Boyle gives a similar interpretation of this issue defining musical aptitudes
as a construct of the measurement of the potential for learning music,
especially for musical achievements and development (Boyl§92: 249).
The outcomes of evaluation research refer to particular musical
achievements of children and the analysed relationships with various
Edwin Elias Gordon'’s aptitude tests indices. They appear to be necessary
and crucial in the Polish music education (also in group one). Research
in this field has been carried so far by: Ewa Anna Zwolifiska, Maciej Ko-
uodziejski, Beata Bonna and Diane Cummings Persellin among others
(Persellin 1992: 306—315). As a result, Trzos in his earlier model of cor-
relate research through Gordon’s MAP, ITPT tests (Trzos 2009) applied
the analysis of the previously discussed relationships with the preference
indices of the subsequent Gordon’s ITPT tedt Those preferences were
related to the sound of a musical instrument used for student training

! Researching the impact of music preferences on formal and amateur music
group education of small children turns out to be interesting for various researchers:
Diane Cummings Persellin, Catherine Pierce, Kathryn Roulston among others.
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(Gordon 1984: 19). One can also come across other Polish research on
the relationship between Gordon’s AMMA, HIRR, RIRR tests carried
out by Kouodziejski (Kouodziejski 2011).

3.3. The choice of a wind instrument for training

The matter of applicant recruitment, as discussed above, is a very
important organizational issue in music education. However, in the
author’s opinion, the issue of a suitable wind instrument selection from
the available music school instrumentation for training is a separate and
yet predominant. The selection may concern individual students or the
whole group under training (Trzos 2009: 159)2. Is this selection really
customised to future students’ natural potential and demands? In order
to look into the matter, the criteria for the educational instrument selection
in the music ensembles followed by teachers under research were examined.

Teachers under survey were asked to present their opinions on the
given criteria including popular individual predispositions taken into
consideration when selecting an aerophone for learning to play. The
obtained distribution is given in Table 2:

Table 2.
The most popular criteria used for instrument selection
when learning in the teachers’ opinion

Distribution Always Often Rarely Never Total
R % N R % N R % N R %
1 2 3 4 5 6 7 8 9 10 11 12 13 14
student musical aptitudes
Group A.
Professional 24 92 2 8 0 0 O 0 26
groups
Group B. 8 6 0 0
Amateur 16 67 8 33 0 0 O 0 24
musical
movement

Sequel to Table 2 see on p. 349

2Work in instrumental sectionsis known to 42% of teachers from
formal education setting and 75% of teachers from amateur education in the
music and cultural centres or private coaching. General section of wing instruments
is sometimes organised or the instructors create music ensembles of students
playing the selected aerophones (Trzos 2009: 159).
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Sequel to Table 2
1 2 3 4 5 6 7 8 9 10 11 12 13 14
forming the class content

Group A.

Professional 23 88 2 8 1 4 0 0 26
groups

Group B, 18 11 4 1

Amateur 5 21 13 54 5 21 1 4 24
musical

movement

the age of student

Group A.

Professional 15 58 6 23 2 8 3 11 26
groups

Group B. 10 4 6 2

Amateur 5 21 10 42 8 33 1 4 24
musical

movement

Source author’s own research

Given the interview outcomes, it can be pointed out that students
timbre preferences for particular instrument are not always taken into
account when selecting the instrument for learning to play in music
ensemble. One notices the problem of accurate verification of the students’
declared predilections and their self-evaluation. That is why, there is no
conviction of teachers for analysing that type of students’ predispositions.
As it is demonstrated by the interview results, teachers more often take
into account musical aptitudes, candidate age and the form of physical
blast aparatus (occlusion, build of labia — see Table 2) than students’
self-evaluation and preferred music interests (also instrument timbre
preferences).

The analysis of the distribution of teachers comments enables one
to state that the only category which is strongly considered when choosing
a wind instrument by the instructors outside music schools are
candidate individual interests (see Table 3). This criterion is
always fundamental for 63% of teachers from the amateur musical move-
ment (Group B) and 11% of teachers from professional music education
(Group A). One also pinpoints a crucial dispersion measuremenR=12.
Furthermore, such criteria as: candidate age and his build (body) are
definitely more often considered than instrumental timbre preferences
when selecting a wind instrument for students to learn.
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Table 3.
The least popular criteria when choosing the instrument for learning
to play in the teachers’ opinion

Distribution Always Often Rarely Never Total
N R % N R % N R % N R %
Student’s self-evaluation
Group A.
Professional 3 11 16 62 6 23 1 4 26
groups
Group B. 12 11 3 0
Amateur 15 63 5 21 3 12 1 4 24
musical
movement
Build (body)

Group A.
Professional 6 23 14 54 5 19 1 4 26
groups
Group B, 3 12 12 1
Amateur 3 12 2 8 17 72 2 8 24
musical
movement

Individual preferences to instrument timbre
Group A.
Professional 3 11 14 54 9 35 0 0 26
groups
Group B. 1 1 0 0
Amateur 2 8 13 54 9 38 0 0 24
musical
movement

Source author’s own research

The factor really determining the selection of a wind
instrument for learning to play has been examineal. The
distribution of students answers is given in the Table 4:
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Table 4.
The most important criterion for selecting the instrument for learning
in music ensembles in the teachers’ opinion

Distribution
Candidate
predisposition
pre-test
Candidate
inclination and
interests
parents
motivations
environment
needs
Other

z Suggestions of
Z|candidate other
Z| The school or

z
X
z
S
=S
S

% N %

0

Group A.

Professional 15 58
groups

Group B.

Amateur musical 6 25 3 13 4 17 4 17 10 42 0 O
movement

15 6 23

©
&
()]
&
N
(o]
Sy

Source author’s own research

The answers given above enable one to point out thasome
respondents selected more than one answer category.
It seems that the selection of a wind instrument in the
music education centres under research is determined
by more than one factor. Hearing the candidate (58%)
and then candidate preferences (35%) were the most often chosen categ-
ories among music school teachers (Group A). The instructors teaching
outside music schools, i.e. in the informal music training (Group B) the
most frequently ranked building the proper (up to the en-
vironment demand) instrumentation (42%), further candidate
predisposition evaluation (25%). Students’ self-evaluation and their own
opinions on wind instrument timbre preferences (13%) were not taken
into consideration in this group of amateur education. To put it bluntly,
parents suggestions (17%) or no matter which indeterminate student
motivations (17%) were valued more frequently.

Training aims preference analysis proves that music school teachers
adopt the following class objectives most often: learning to play an
instrument and organising the particular performance instrumentation.
The instructors providing training outside music schools accept almost
all enumerated aims in a similar distribution. The scatter of results in the
students opinion classified in terms of their age was also examined. The
findings are given in Table 5.
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Table 5.
Teachers and students of every age group preferences
within the scope of amateur music ensembles education aims

. 3 B
ICHN) 2 o n
. = =Y o s M o T o
Amateur music ensembles S8 g8 £e¥ £w©
education preferred aims c3n1 231 £3! g
2hz £gmnz s D Z 22
(A = —
o 5
=
Learning to play a musical instrument 16 29 21 20
Propagating music activity 15 2 6
Organising instrumentation 0 7 6 17
Spending free time beneficially 45 13 1 3
Aiding musical aptitudes development 10 24 0 1
_Preparlng the student to participate 0 8 0 0
in culture
Prepar!ng the students for further 5 11 3 0
education
Education through art 8 10 3 1
Fun, entertainment, ludic aspect 20 16 4 2
Total 105 133 40 50

Source:author’s own research. Area: Konin district within 2008—2011

They usually aim to prepare students for further education. The
obtained results, excluding some exceptions, correspond to Trzos's earlier
research (Trzos 2009).

3.4. The diagnosis of students’ instrumental achievements

The analysis of education effects both in formal and informal music
education centres cannot be carried out without connection with the
proper systemof institutional actions. It turned out that the state of music
ensemble practice is related with school, music and culture centre possib-
ilities. Moreover, this issue applies to the difficulty of amateur musical
movement staff training. The diagnosis and comparative analysis of se-
parate formal and amateur music education institution operation triggers
off a different look at this matter, as suggested in the earlier research
results (Trzos 2009).
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Organising training in music ensembles in Polish professional music
education (Group A) and amateur musical movement (Group B)is
diversified depending on multitude aspects which influence significant
differences in terms of level and the quality of students’ achievements
when learning to play an instrument(Trzos 2009).

The test results show that difference in mean performance achieve-
ments in playing an instrument additionally depends on venue where the
education is carried. As the level was determined using different perform-
ance aspects, they were examined to see which of them diversify mean of
groups under research the most. Table 6 displays the results of mean
difference analysis according to particular music task performance assess-
ment aspects.

Table 6.
Mean difference analysis in particular achievement test
performance assessment aspects

Tonal Rhythmic Expression Task Task Task

aspect aspect aspect 1 2 3
Variation Yes No Yes Yes No  Yes
homogeneity
Z_value (mean 2,75 231 2,48 297 25 1,82
difference test)
Difference Yes Yes Yes Yes Yes No

significance:0,05

Source:author’'s own research

Test performance analysis revealed that mean results of people taught
how to play a wind instrument in state school of music and amateur
musical movement differ substantially statistically at the set rate of
a = 0,05. Result achievement mean differences in learning to play an
instrument among students from formal and informal music education
are visible almost in every aspect under consideration.

4. Conclusion

Implementing music education in the solo version does not give the
status of a musician to future graduates in the final effect. It results from
lack of experience and music ensemble training, acquiring the skills of
conducting bands as a future teacher or instructor and music program
coordinator in local centres. One may see potential causes in the forms
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and educational structures prepared by particular art education standards.

The relation between standards, proper education policy and level, quality,

development, evaluation or reliability on the so-called high music art

(even in the amateur musical movement) have given rise to dynamic

discourse and public debate (Schmidt 1996: 73-77).

The following conclusions can be drawn:

1) itis necessary to conduct educational research on the amateur musical
movement;

2) the efficiency and didactic effectiveness of music education teachers
may additionally be determined by education venue. It applies to all
considered aspects: tonal, rhythmic and performance expression
(Table 6);

3) Polish research results presented above correspond to significant
empirical research trends in the international music education;

4) itis possible to carry out a quantitative measurement of the aptitude
and music achievement results of students from ensembles. However,
when it comes to the education of little children, it is important to
integrate methods and techniques employing simple student music
development determinant observation tools. The teacher participates
in the observation of natural interaction between factors determining
music achievements (Gordon 2005: 63).

Amatieru instrumentalansambii
Polijas mdzikas izglitibas sistcméa

Pavels A. Tdoss
Ridards J. Pjotrovskis

Kopsavilkums

Raksta mgriis ir prezentct pedagoiisku p¢tijumu, kas ietver atsevidiu
mazikas izglitibas problgmu analizi un skar amatiermuzic¢danas kustibas
nozimi Polijas b¢rnu un pusaudpu vidg. Amatieru instrumentalansambiu
loma un spcles kvalitate Polija pastavigi pieaug. Tadgjadi ir iespgjams
salidzinat amatiermQziiu izglitibu ar profesionalo mdzikas skolu sniegto
izglitibu. Autors atgadina vairdkus amatieransambiu piemgrus: amatieru
akordeonkvintets, b¢rnu un pusaudpu ansambii un kori un Kooinas ories-
tris (Konin Band Orchestra) — pieaugudo apvieniba.

Autora pada veiktais pedagoiiskais pctijums iekidva tadas metodes
k& intervijas, novgrojumi un spcles tehnikas analize. Galvenokart tika
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salidzinats, k& instrumentus spclc profesionalo mizikas izglitibas iestapu
(valsts mdzikas skolu) un amatieru (vietgjo mizikas centru, kultGras centry
mazikas klubu) ansambiu daltbnieki. P¢tljuma bija iesaistiti 278 Polijas
bcrni un jauniedi vecuma no 6 lidz 18 gadiem, kas bija sadaliti vecum-
grupas: berni lidz 10 gadu vecumam, 10-13 gadu vecuma un vecaki par
13 gadiem. Bez tam pctijuma bija iesaistiti ari 50 Polijas skolotéji un
audzinataji, kas parstav attiecigas izglitibas vai kultlras iestades. Pctijums
noritcja Centralpolija 2008.—2011. gada.

Rezultatu analize apliecindja, ka gan profesionélajas mdzikas méacibu
iestadcs, gan amatierizglitibas centros nepieciedama saskaoota izglittbas
politika. Izradas, ka instrumentalansambiu muzicgdanas limenis ciedi sais-
tits ar apmacibé iesaistito Polijas b¢rnu vecumu (jo agrak apméciba uzsékta
jo lab&k). b1 problgma savukart iauj izskaidrot gratibas, kas rodas, orga-
niz¢jot amatiermaziiu apmacibu. Darbojoties daja joma, nepieciedamas
prasmes, kas piemit tiedi mQzikas skolotajiem. Tas jo padi svarigi tapcc,
ka saskaoa ar p¢tijuma gatajiem datiem instrumentalansambiu dalibnieku
apmacibas veids Polijas profesionalajas mizikas skolas un amatiervidg
atdiiras Toti batiski. Dis atdiiribas iespaido art audz¢kou instrumentspgles
prasmi. Tests pieradija, ka audzckou sasniegumu atdiiriba izriet ari no
apmacibas vietas (institdcijas, kuré t& noritcjusi).

Profesionalas un amatiermdzikas izglitibas iestapu darbibas salidzi-
noda analize atklaj jaunas dimensijas problematika, kuru autors risingjis
jau savos iepriekdcjos pctijumos.
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Music Teacher as a Researcher of
Educational Process

Ph.D. Maciej Kouodziejski

Assistant Professonnstitute of Pedagogy Collegeof
Foreign Languages in Czaestochowa

The article discusses an important issue of self-evaluation culture of
today’s music teachers who are obliged to optimise the process of music
education as part of their didactic activity. Particular emphasis is put on
planning and organising the process of student music education and the
extensive verification (by means of measurement and appraisal) of
students’ achievements, as seen in the context of teachers’ work evaluation
and the efficiency of core curriculum implementation. Discussing the issue
of evaluation, it is also necessary to build a new, self-evaluation com-
petence of music teachers. In the article, author emphasizes the purpose
and role of assessment in music education, explains ways of effective
assessment as a measure in music evaluation. The teacher is regarded as
explorer of the educational process on music lessons. The measurement
aspects of music education are more important than assessment aspects.
Comparatively, measurement is objective and assessment is subjective.
That is why, without measurement beforehand, a suitable evaluation
would probably have been happenstance. Application of standardized
tools to measure musical aptitudes and scales of measurement gives a
real picture of student’s educational achievements in music (singing,
playing instruments, improvisation in music or dance skills). Selection of
a particular educational strategy depends only on the teacher.

Basic assumptions

An inspiration to undertake some reflections on the role of a music
teacher as a researcher of the educational process was the author’s view
based on the following assumptions:

— the music educational process is of a very active and interactive nature,
which makes the teacher conduct the assessment of his/her music
classes;

357



Mazikas zinatne dodien: pastavigais un mainigais — IV

— it is the teacher who is responsible for the implementation of the
core curriculum (teaching standards);

— inthe process of personalisation of music education, diagnosing music
abilities at the beginning of a child’s education seems important to
be able to develop an optimal strategy for didactic work depending
on the differences between students in terms of their innate ability
to learn music;

— toadjust the curriculum to a child’s individual potential in terms of
learning music is both a formal and an ethical obligation of the teacher;

— implementation of a pluralistic concept of music education requires
the application of various methods and forms of music education;

— measurement of music abilities and achievements based on cognitively
objective principles should be the major direction in the activity of
the music teacher;

— transparency and impartiality of the teacher’s everyday activity will
be ensured by the use of various methods, techniques and research
tools aimed at assessing and measuring the teacher's own work,
implementation of the set objectives, taking account of the core
curriculum;

— the music teacher as a researcher of the education process is obliged
to perform self-evaluation from a critical and exploratory perspective;

— the music teacher as a humanist researcher should take account of
the subjective nature of music education with its entire range of
social, interpersonal, intrapersonal and situational contexts.

Introduction to the assessment and measurement from
the perspective of self-evaluation of the teacher
as a researcher of the educational process

The main aim of music education in Poland is to prepare informed
audience of music culture and art. Informed audience means people who
are aware of the internal phenomena occurring in mental processes and
external phenomena, for instance, when listening to a piece of music or a
concert. The application of varied forms of music education (expressive,
perceptive and creative) consistently with the knowledge of the student’s
abilities is a factor that drives the student’s actual education oriented at
experiencing the world of music. Observation of everyday didactic work
shows that teachers lack knowledge of the sequential nature of stimuliin
music education, and the results of teaching/learning (both scientific and
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common) concepts/strategies of music education in the form of measurable
student competences are rather poor. Moreover, teachers lack formal in-
struments to be able to assess and measure the level of musical achievement
of their students, and rather apply subjective impressions in the assessment
of the students’ musical accomplishments. The process is therefore non-
systematic and irregular, and — more importantly — it fails to meet the
criteria of objectivity and critical distance towards the situation under
assessment. Such a specific distance may be ensured by a type of measure-
ment in which only facts are taken into account. Therefore, it is suggested

to apply music ability tests and approximate scales to measure musical
achievement, excluding at the same time subjective factors such as, natur-
ally, the teacher’s own opinion, the teacher’s approach to the student,
pre-assumption, own negative experience in music education as a student
and treating music education as aesthetic background for other academic-
level subjects.

Reflectivity and self-evaluation of the teacher’s work can contribute
to progress in pedagogy, and eliminate randomness and arbitrariness,
ensuring its optimum character (Grzesiak 2007: 50). Analysis of values
in pedagogy should become method of organised search and implement-
ation of new solutions and innovation, and thus be considered as a
valuable method in creating pedagogical progreséGrzesiak 2007: 50).
The overriding didactic principle for every teacher who intends to manage
the student’s music development by planning and organising music
education taking account of individual differences should be the opinion
of William G. Spady, who thinks that all students can learn successfully
but not all of them at the same time and using the same method@vitchell
2005: 115). A child’s success in education, as pointed out by Maugorzata
Przybysz-Zaremba, depends on a multitude of factors, among which,
school (mainly the teacher) and family are the most important ones (Przy-
bysz-Zaremba 2010c). According to Przybysz-Zaremba, every student
has a chance to change his image (I mean pupils with distorted behavior
or under achievers). Teacher's and school’s role is closely related to child
support, help in discovering their abilities, changing child’s view of their
own competence — especially musical competence — is very important
(Przybysz-Zaremba 2010a; Przybysz-Zaremba 2010b: 17-18).

Questions what, whose, when, where and how to teachbecome
extremely useful in everyday assessment and measurement practices
(Elliott 2010: 367). Considering the democratic perspective, assessment
is a constellation of interests of many entities that participate in the pro-
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cess, and in particular students, teachers, parents and finally the entire
society. Itis then worth putting forward a proposition that education (in

all its methods and forms) means great responsibility (of formal, ethical,
cognitive, democratic, etc. nature) which is related to the design of specific
objectives (as follows from the philosophy of Aristotle, John Stuart Mill,
John Dewey, Nel Noddings, Jane Roland Martin and others). The achieve-
ment of such objectives will help to teach students how to think and act
critically, think creatively and demonstrate empathy in school and out-
of-school situations (Elliott 2010: 369; Kouodziejski 2010a). In order to
achieve interactive and progressive music education, events should be
designed in which notions have to be created by every student. In fact,
the teacher’s task is to direct the student’s constructive processes (Grasels-
ferd, quoted after: Berner 2006: 242).

There are no significant publications in the Polish literature on
methods of assessment and measurement in music education, which
prompted the author to put forward some reflections and suggestions of
methodological and practical character.

Because of different — according to John Sloboda — innate potential,
motivation and experience of some critical periods in life, acquisition of
knowledge differs between students (Sloboda 2002: 285). Teachers are
required to offer a professional strategy for research-related and pedagog-
ical actions, based on scientific knowledge and critical experience, and
not exclusively on intuition. The conjunction of control and assessment
of the results obtained should lead to reliable, efficient and effective assess-
ment that should be a product of numerous criteria, and one of the more
important drivers for learning (Grzesiak 2009: 9-16). An important
function of assessment (if it is to be good) is making students permanently
realise their current achievements (music skills and competence) in com-
parison to their potential (developing and stabilised aptitudes) and system-
atic observation of the students’ progress, which consequently brings
about a proper strategy to stimulate the students’ further development.
Assessment and measurement of students’ music activities means establish-
ment of their current achievements together with feedback on the effective-
ness of the education offered (planning, methods, forms, didactic means).
Such an activity requires from the teacher to perform internal research of
education processes occurring at music classes within the curriculum
implemented. Effectiveness of the didactic strategy, on the other hand,
means knowledge of what the student learned and what remains (still) to
be learned. Lack of such basic information makes it impossible to identify
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educational problems at the individual and group levels. Lack of diagnosis
is a barrier to designing corrective programmes aimed at bridging cognitive
and mental gaps in students. Assessment should be designed in reference
to educational goals and contain elements of both measurement and
evaluation, formal and informal ways of assessing educational achieve-
ment, teacher’s observation and parent interview results. Evaluation con-
sists of both measurement and valuation (assessment), which confirms
its cognitive and practical value. Measurement is both quantitative and
objective with regard to the objectives assumed. Valuation, however, is a
purely subjective process which leaves mental traces in the teacher’s mind.
Evaluation combines these two strategies: of measurement (objectivism)
and assessment (subjectivism), and has therefore a quantitative-qualitative
character, or bears the stamp of triangulation. Evaluation is therefore a
conjunction of measurement understood as a criterion-based description
of music behaviours, and arbitrary (teacher-dependent) judgment of the
behaviours or music activity of students (Abeles, Hoffer, Klottman 1995:
303-304). The key determinant of a democratic approach to assessment
seems to include also the student’s self-evaluation. In the light of didactic
pluralism, self-evaluation is a part of the democratic process of the
preparation of an individual to functioning in the society. This element
of education and self-education, often underestimated by teachers, raises
serious doubt, especially in the context of education understood as
preparation for maturity. Furthermore, Howard Gardner states that the
evaluators and persons evaluated should consider their own objectives,
various means of achieving them and the extent to which they can (or
cannot) attain the set objectives, together with the consequences of
evaluation for reconsideration of objectives or of means of attaining them.
There exists, then, a need to make a significant turn towards checking
and controlling the achievement of students and evaluation of the teacher’s
work in the context of the objectives assumed. According to Howard
Gardner, evaluation meansobtaining information on the skills and
potential of an individual to provide both the individual and the society
with useful data on the individual’'s progress and achievemen{Gardner
2002: 249)

Assessment as part of evaluation, which meets the requirements and
challenges of the 2% century, in the democratic, cognitive and
affective aspects should include the following assumptions (developed
by the author based on: Lehman 2008: 20-21):
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1)

2)

3)

4)

5)
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Every child can learn music.Every child has an expressive potential
for singing, playing instruments and (cognitive) potential for learning
music and about music (perceptive). If we do not support such
proposition, then we should not teach music.

Assessment in music ipossible and (at the samenecessay.
This possibility results mainly from individual differences between
students. Necessity, however, results from obligatory fulfiiment of
core curriculum (teaching standards) requirements. Implementation
of the standards requires adequate and reliable assessment (and
measurement).

The aim of assessment is tamprov e the education process (of
learning and teaching music).It is possible to provide information

on the tracked progress of the student in acquiring music abilities,
taking account of the teaching standards. Also, assessment that is
expressed in punishing the student and demonstrating the teacher’s
power should be abandoned. Assessment is to be a process of in-
forming the student of his/her current achievement (strengths and
weaknesses of learning).

Assessment requires varied measurementethods, techniques
and tools. Because of the cognitive, affective and psychomotor
dimension of music education, the process of assessment of music
achievement requires varied measurement methods, techniques and
tools. Properly used methods of measurement and assessment are
determined by a number of factors embedded both in the teacher,
the student and the specific conditions for the implementation of
the core curriculum.

Reports for the director, parents and the student should be drafted
in consideration of the core curriculum assumptions Partial
grades (current grades) and semester and annual grades should be
appropriately justified with reference to the student’s predispositions
and the current level of core curriculum implementation (context of
the entire class group and context of the student’s individual develop-
ment). The descriptive dimension of the student results directly from
the use of approximate scales (see: Kouodziejski 2009), which specific-
ally refer to the actual student’s achievement at a given educational
moment.
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Conditions for effective assessment of music education

Effective assessmetnof music activity requires the following

tasks to be performed:

to determine the main and auxiliary objectives within a semester or
the school year, and in the entire educational stage (Gordon 1999:
409-410);

to measure the developing music aptitude (up to 9 years of age in
the kindergarten and in elementary school) and stabilised music
aptitude (from primary school grade four onwards) using standard-
ised tests available on the education market at the beginning of the
educational stage (cf. Gordon 1998a).

to measure verbal/vocal performance using approximate scales
specifically prepared by the teacher who conducts music classes and
knows the abilities of individual students and of the entire group,
which record the dimensions (tonal, rhythm, technical) and include
music criteria (tonality, keyality, tempo, meter, etc.) (cf. Gordon
2002; Lavender 1991);

to measure instrumental performances using approximate scales
designed by teachers (cf. Gordon 2002; Kouodziejski 2009);

to measure and assess non-verbal music behaviour (perceptive/aural):
tests of perceptive skills, tests of perceptive musical achievement,
knowledge and skill tests;

to observe various music behaviours of students (during classes,
concerts, implementation of music projects).

to complete information about the student using diagnostic interviews
(survey questionnaires, interview questionnaires, structured and
unstructured interviews with parents and students).

The success of a music teacher and at the same time an evaluator,

i.e. aresearcher of educational phenomena depends also on the following
factors:

possibility of making mistakes in everyday work, because mistakes
and errors are a part of human life. The mistakes made are a specific
message for the teacher informing him/her of incorrect implement-
ation of a method, technique or informing him/her of the direction
of the teacher’s work or behaviour. It is the teacher’s task to draw
conclusions from the mistake based on the type and size of failure
and to draw up a corrective programme;
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— setting the goals for any activity used during a music clasenables
the teacher to stay aware of the curriculum and continuously control
the implementation of the content of the core curriculum;

— understanding the difference between a teacher who devotes himself/
herself and a teacher who expects students’ succeas the committed
teacher feels the need to teach and develop learning abilities in students,
acquire music skills and ensure music development of students. The
teacher who is oriented towards achieving success will rather build
barriers between him/herself and the students, is sceptical and su-
spicious, and wastes too much positive energy for listing students’
mistakes. The true success lies in the balance between these two
music teacher personalities so that the teacher teach#sough music
and to music;

— including the value of competition, which lies not in the final com-
parison of student achievements but in experiencing and trying one’s
hand in everyday educational challenges;

— responsibility for the choice, which consists in understanding the
role of time in education, appropriate use of energy and determining
approaches towards oneself, the student or the curriculum (Lautzen-
heizer 1992: 214-217). Whether it is an evaluation-based approach,
will be decided by the teacher.

Why do we use assessment then? For several reasons listed below:

— this is imposed by a relevant regulation of the Minister of National
Education, formal aspect

— we get evidence of the child’s development and progress in terms of
music education —informational aspect;

— assessment provides necessary guidelines and instructions for selecting
an appropriate teaching strategy -instrumental aspect

— it helps to justify a decision to choose a specific curriculum, the
function of the triad: teacher, student, parent, and to verify the
correctness of the decision -evaluative aspect

— it stresses the teacher’s responsibility for the student’s learning
process- ethical and moral aspect.

The personal philosophy of assessment constitutes the core element
of the development of the general teaching philosophy of a given teacher.
Coupling and correlating individual motives for applying constructive
assessment with motivation to action and over action are two basic
elements that constitute the essence of the proper approach of the teacher
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in everyday teaching practice (implementation of the curriculum, com-

munication with the student and the teacher, assessment, measurement,

evaluation). Of key importance are therefore the following questions:

— What should studentsknow and be able to do?This question
makes you reflect upon the strategy of music teaching and education,
and upon stimulating students (to develop their music abilities and
skills). In terms of music knowledge and skills, this is regulated by
the core curriculum which all the teachers are obliged to know.

— How do we know what is important? The teacher determines in his/
her own curriculum which information and primary skills will be
used to develop the child in terms of music, going through higher
and higher levels of knowledge (knowledge and skills). This is related
to the teacher’s individual teaching philosophy but also to the assump-
tions contained in the core curriculum, educational objectives and
evaluation of the process.

— How to check what the student actually knows and what s/he can
do? It seems helpful to outline a strategy for controlling the verific-
ation of declarative and procedural knowledge. How we plan the
educational process during music classes also requires the teacher to
select relevant methods of checking and verifying the music know-
ledge of students. Therefore, an appropriate strategy of assessment
and measurement of music achievement should include all the va-
riables and criteria required to determine a student’s level at a given
moment of development.

— Is observation of the students by the teacher sufficientPhe teacher
should be equipped with helpful assessment techniques and tools
that provide for everyday and periodic observation of students. Sole
observation is insufficient as it takes account of only part of the
assessment context and is of subjective nature. Full assessment of
education effectiveness requires measurement as an objective method
of observing the student in the broad sense.

Assessmehmeans collection of information about the student’s
status with regard to the music expectations of the teacher. In order to
assess effectively, you need:

— to determine what you intend to measure, i.e. set goals;
— todetermine a set of criteria: you should know what you are looking
for in a specific measurement, what to pay attention to;
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— to create columns or criteria and/or other techniques of recording
information;

— to determine your strategy of continuous updating of data, especially
when education is provided to tens of students;

— to determine the material for assessment;

— to keep the students regularly informed about the results of the
measurement/assessment.

Research competence of a music teacher — author’s proposal

Researd competence is a teacher’s skill of systematic research
into the value of the curriculum implemented in the context of the core
curriculum assumptions. Evaluation research serves as a reference by
checking the usefulness and effectiveness of the didactic activity under-
taken and implemented in the area of music to theeachinglearning con-
cept/strategy, methods, forms and didactic means and aids used. In order
to achieve that, the teacher should use the followingnstrumental
competences that will enable the target competence, called research and
self-evaluation competence, to be established. The said competences
include: teleological, diagnostic, constructive, communicative and creative
competences.

Teleological competencds the skill (declarative and procedural)
to formulate and design education objectives, consisting mainly in setting
objectives and making students aware of them in line with the sequential
order of music teaching/learning, taking account at the same time of
shaping positive motivation of students towards learning and self-educ-
ation. This concerns both general and specific objectives. The objectives
are an important element of the didactic process as they determine solu-
tions for selecting and organising the content, methods, forms and didactic
means. Educational objectives also constitute a basis for planning and
organising the activity of entities that take part in the education process
and —more importantly — are a criterion of assessment of the effectiveness
of the didactic process as a reference to the outcome of student’s and
teacher’s efforts obtained through varied methods of knowledge verific-
ation, school activity and adequacy of the educational concept (Denek
2006: 67-68). General objectives are formulated at the level of directional
influences in line with the assumptions of the core curriculum. Specific
objectives refer to specific didactic activities that occur in everyday school
interactions between the teacher and the student, the teacher and the
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curriculum, the curriculum and the student. Educational objectives are
also the ultimate goal of the teacher, the pursuit of excellence or a vision
of an achievement. It should be noted, however, that the objectives always
reflect conscious and clear state of matters or events which the teacher
aims to achieve through a planned strategy of action backed by an educ-
ational concept (Bereénicki 2001: 69). The aim of education is also a
proposition which we aim to achieve by selecting a specific concept of
teaching (Gordon 1986: 8-9). Teaching objectives are empirically
verifiable using multiple methods with a quantitative-qualitative strategy,
i.e.data triangulationin school pedagogy, consisting in the use of
information from various sources and methodological triangul-
ation using a number of methods for analysing a single phenomenon
(verifying the implementation of teaching objectives) (Walczak 2010:
37-38). The purpose in this work means making oneself and the students
aware of the proper aim, clear and planned method of achieving the aim
and measurable and criteria-based methods of education outcome verific-
ation. The purpose is therefore closely related to diagnostic competence
that will be discussed as the second competence.

Diagnostic competence understood as the ability to objectively
diagnose a student’s music abilities at entry and to objectively measure
music achievement at every stage of elementary school and school educ-
ation). It should be stressed here that in line with the assumptions of
Edwin E. Gordon’s concept a diagnosis of music abilities requires ex-
clusively standardised tests, while measurement of music achievement
requires approximate scales built by the teacher.

Constructivecompetence understood as the ability to construct
correct approximate scales for the measurement of music achievement
that include specific dimensions (tonal, rhythm, expression, technique)
and criteria of their measurement, tests of music achievement (perceptive,
knowledge).

Communicativecompetence is an ability to communicate data
obtained in a clear and criterion-based way, and to complement such
information with qualitative observations, inform parents on the student’s
progress in music education, arrange public performances (at the level of
the class, group of classes, school and other levels) of students, i.e. artistic
communication of the students’ work.

Creative competence is demonstrated in presenting a pursuing,
creative and open approach towards everyday school and out-of-school
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problems, ability to adjust didactic and educational work to the require-
ments of the modern world and in using heuristics for creating new and
valuable concepts of music education.

Instead of a summary

Furthermore, Anna Kay states that a competent music teacher can
find his/her own way in the twists and turns of a democratic concept of
teaching and learning (cf. Kouodziejski 2010), which concept requires
collective responsibility of all the participants of the education process.
Therefore, it seems necessary for teachers to make everyday explorations
aimed at developing precise methods of measurement, assessment and
reporting of student achievements together with an evaluation of educ-
ation objectives and curricula. The following directives seem therefore
helpful:

— to communicate education objectives in everyday didactic work in
the classroom;

— to introduce students to everyday performance of music for self-
improvement of their music abilities and skills;

— to establish clear standards of implementation (of the core cur-
riculum) in every school,

— to practically apply the strategy of sequential teaching/learning based
on concepts by Zoltan Kodaly, Carl Orff, Emile Jaques Dalcroze or
Edwin Elias Gordon;

— toimprove students’ music skills in a strict and structured way, based
on standards and selected curricula;

— tointroduce qualitative changes in the preparation of bachelor degree
teachers for work in a primary school, which leads to improvement
of standards in university education, with special attention paid to
self-evaluation of everyday work;

— to encourage the best students of pedagogy and music teaching
faculties to choose the profession of a music teacher;

— toresearch and evaluate progress in the implementation of curricula
using longitudinal and cross-sectional studies conducted by the
teacher (Kay 2000).
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Mazikas skolotdjs ka izglitibas procesa p¢tnieks
Macejs Kolodzejskis

Kopsavilkums

Raksts veltits nozimigai problgcmai — misdienu mdzikas skolotaju
padvcricjuma kultdrai, kas ietekmg viou prasmi didaktiskas darbibas ietva-
ros optimiz¢t ari mOzikas izglitibas gaitu. Raksta ietvaros ipadi akcentcta
mQzikas izglitibas procesa planodana un organiz¢dana, k& ari audzgkou
sasniegumu plada, vispusiga analize (gan mg¢rijumi, gan vertgjumi); viss
dis jautajumu loks aplikots skolotaju darba vgrigdanas un macibu prog-
rammas istenojuma konteksta.

Ir nobriedusi nepieciedamiba veidot mizikas skolotajiem jaunu pad-
novgricdanas kompetenci. Raksta autors uzsver vertgdanas lomu un merii
mazikas izglitiba, skaidro efektivas vertcdanas veidus. Skolotadjam mazikas
stundas jakilst ari par macibu procesa pctnieku.

Mazikas izglittbas m¢rijumu aspekti ir nozimigaki neké vgrtgdanas
aspekti: proti, m¢rijums ir objektivs, turpreti vertgjums — subjektivs. Verte-
jums bez iepriekdcjiem mgrijumiem, iespgjams, atspoguio nevis likumsa-
karibu, bet drizék nejaudibu, veiksmi. Standartiz¢tu riku lietodana muzika-
lo spgju meridanad, ka arf padas merijumu skalas sniedz patiesu priekdstatu
par audzckoa sasniegumiem mdzika (dziedadana, instrumentspelc, mi-
zikas improvizacija vai dejas prasmg).

Noteiktas izglitibas stratciijas izv¢le ir atkariga vienigi no skolotaja.
Vcrtgdanas pgtnieciba ir savveida atskaite, kas iauj parbaudit mazikas
jomé veikto didaktisko darbibu lietderibu un efektivitati saikn¢ ar maci-
danas stratciiju, metod¢m, izmantotajiem didaktiskajiem un uzskates
[idzekiiem. Lai to sasniegtu, skolotdjam jaizvirza mgriis attistit pctniecibas
un padvcrtgcdanas prasmi, kas savukartietvereleloiikas, diagnos-
tikas, konstruktivo, komunikativo unradodo kompetenci.

Ena Keja (Kay) pamatoti atzimg, ka kompetents mizikas skolotajs
atradis pats savu ceiu daudzajas transformacijas un likloeos, kas raksturo
méacidanu un méacidanos demokrétijas apstakios (Kouodziejski 2010) —
situacija, kad kolektiva atbildiba jauzoemas visiem izglitibas procesa
dalibniekiem. Praktiskaja darba noderigas varctu bt 6adas vadlinijas:
— parrunat izglittbas merius ikdienas macibu darba klasc;

— rosinat audzgkous ik dienas pieversties mizikas atskadodanai un
tadcjadi padiem izkopt savas prasmes un iemaodas mazikas joma;
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— izstradat skaidrus standartus izglitibas programmas istenojumam
ikviena skolg;

— ikdienas macibu praksc regulari izmantot stratciiju, kas balstas uz
Zoltana Kodaja, Karla Orfa, Emila bPaka Dalkroza un Edvina Eliasa
Gordona atzioam;

— izkopjot audzckou prasmes mizikas joma4, lietot stingri strukturgtu
pieeju, saikng ar noteiktiem standartiem un iepriekd formulgtajiem
mcriiem;

— dstenot kvalitativas izmaioas skolotaju bakalauru sagatavodana
darbam pamatskol&; tas paredzctu universitates izglitibas programma
pievcrst ipadu uzmanibu padvertgjumam ikdienas darbé;

— rosinat pedagoiijas un mazikas skolotju fakultadu labakos studentus
izraudzities mizikas skolotéja profesiju;

— analiz¢t un novgrtct progresu programmas istenodand, izmantojot
garengriezuma un di¢rsgriezuma pctijumus pedagoga vadiba (Kay
2000).

Atslcgvardi: mQzikas skolotjs, vertgdana, padvertcjums, petijums,
mg¢rijums, mdzikas izglitiba
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Extracurricular Music and Dance Classes
as a Determining Factor in the Development of
Music Aptitudes in Younger Students
as Shown in a Longitudinal Study

Ph.D. Maciej Kouodziejski

Assistant Professonnstitute of Pedagogy Collegeof
Foreign Languages in Czaestochowa

Introduction to the subject to extracurricular classes

This article presents the results of a three-year longitudinal study
using music and dance training constituting a determining factor in the
development of music aptitudes in younger students. The study shows
that as a result of organised extracurricular classes based on dance, the
music aptitudes of students develop much more dynamically, with pre-
dominance of rhythm abilities. It was also observed that the students
develop readiness for rhythm and harmonic improvisation.

Extracurricular classes are offered at school and by the school outside
the regular obligatory classes. Students who decide to enrol for such classes
are driven by their freedom to decide, voluntary character of the activity,
pursuit of their own motivations and satisfaction, and autonomy of the
actions performed (Yelazkiewicz 1980: 19-20; Przybysz-Zaremba 2008:
263-271). Extracurricular classes are an organic part of the teaching
and educational effort of the entire school, and constitute a significant
element of the school’s educational activity (Bereénicki 2001: 363). Extra-
curricular classes areclasses for children and youth arranged by school,
with active involvement of the students, selected by the students as a
way to spend their spare time, providing entertainment and relaxation,
and improving skills and knowledge (Bereénicki 2001: 363). Extra-
curricular impacts complement obligatory classes, which enables the de-
velopment of talents, interests and student’s civil attitudes. As participation
is facultative, students adopt a certain active approach towards extra-
curricular school activities. It is commonly assumed that such classes
may be
— arranged and initiated by the school,
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— arranged by the school, taking account of the students’ actual interests
upon a survey of students’ needs,
— initiated by parents at formal meetings with school representatives.

Literature indicates (Bereénicki 2001: 363; Kupisiewicz 2005: 215;

Okofi 2003: 336) that the main aim of extracurricular classes is to:

— developchildren’s varied talents, and artistic and physical
talents in particular;

— develop interests in various domains of science, technology, art and
sports;

— form various skills and habits (cultural, moral, social, ethical);

— practically apply the knowledge acquired at school and outside it;

— develop social skills, activity and autonomy, and collaboration at
school and outside it;

— form positive attitudes towards learning in students with different
talents who do not stand a chance to develop their predispositions for
various reasons, as a precondition for providing equal opportunities
in education, especially to young children at the first stage of education;

— provide the students with a valuable way of spending time, assuming
this may bring benefits to their development and harmonisation of life;

— continue the development of talents and interests that started at home
and with the participation of peers;

— confront one’s potential with the potential of other attendants of
extracurricular classes, and strengthen interpersonal relations, to
build informal groups whose common denominator is development
of the same interests;

— direct student’s development individually, combined with the pro-
paedeutics of vocational training.

What is important according to Marek Yelazkiewicz is that the use
of spare time should be related to its constructive management, which
connects social needs with the duties of the school that is to prepare
students for active and continued participation in culture (Yelazkiewicz
1980: 13-14). A characteristic feature of extracurricular classes, according
to Franciszek Bereénicki, is the specific way to verify the skills acquired
by children, through concerts, assemblies, exhibitions, competitions, con-
tests, poetry soirées or sport competitions. Also, one should note the spe-
cific role of the teacher as a counsellor for children and youth and at the
same time an instructor and organiser of a specific extracurricular student
activity (Bereénicki 2001: 363). A specific type of extracurricular classes
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areinterest circlesthatare arranged for interested students, usually
in groups of up to a dozen or so people with the aim of offering directed
classes for a longer period of time, e.g. for a semester or the entire school
year. Among them, art circles, recitation circles, music circles can be dis-
tinguished. Art circles gather students who are interested in expressing
their artistic potential through various forms of artistic activity such as
singing, music and dancing, movement with music, sculpture, painting,
playing instruments and singing or reciting poetry. As it is the school’s
mission to arrange extracurricular forms of spending spare time to provide
opportunities for improving knowledge, skills and interests of students
of different age, and in different ways and forms, it is not uncommon
that schools offer such varied classes outside the formal schedule of classes.
However, special attention should be paid to important combination of
teaching and educating activities as these determine the specificity of
extracurricular impacts and whether the school fulfils its educational,
developmental, integrating and social tasks. In one of the schools, extra-
curricular classes offered were dominated by music and dance forms
understood as aset of motor phenomena constituting a transformation
of natural movements, and arising under the influence of emotional stimuli
and coordinated with music (Encyklopedia muzyki 2001: 884—885).
Dance used during the classes was related to dance music which is under-
stood as atype of music pieces with specific rhythmic features that are
directly or indirectly related to dance (Encyklopedia muzyki 2001: 884).

Methodological assumptions for the research

The research assumed that under the influence of music and dance
training arranged as part of extracurricular classes, children’s music
abilities will develop more dynamically than without such supporting
stimulation. In order to measure that, before the dance classes started,
children took Edwin Elias Gordon’s test Intermediate Measure of Music
Audiation (IMMA), aimed at children at a stage of developing tonal and
rhythm music abilities. After the specific research, the proper testing
method and statistical methods were applied. Six times within 3 years, in
six-month intervals, a group of 16 students were tested using Gordon’s
IMMA test. In addition, after 3 years, another tool was used to verify the
students’ readiness for rhythm and harmonic improvisation, assuming
that dance training would develop the students’ essential ability to initiate
harmonic and rhythm improvisation in higher grades. The aim of the
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research was also to observe the correlation between dance training and
dynamics of development of the tonal and rhythm music abilities. The
main research problem was contained in the question:

Q,," Do tonal and rhythm music abilities develop more intensely under
the influence of external stimulation such as extracurricular dance
classes (with music and movement)?

As the Edwin E. Gordon’s test was used in the research, it was agreed
that all the information used in the research procedure should thus be
considered in the light of the music learning theory of Edwin E. Gordon.
Therefore, the following specific issues appeared as interesting:

Q.2 What is the baseline and final level of tonal and rhythm music

abilities?

Q., Arethere any statistically significant differences between tonal and
rhythm abilities in subsequent measurements?

Q.. Arethere any statistically significant differences in the general ability
result between the baseline and the final measurements?

Q.. Is there any statistically significant correlation between specific
ability results in subsequent measurements?

Q.. Is there any statistically significant correlation between music
abilities and readiness for harmonic and rhythm improvisation in
the final measurement?

Q. Whatisthe level of readiness for harmonic and rhythm improvisation

in students undergoing a music and dance training?

A longitudinal structure of research was used, where children’s music
abilities were measured in subsequent time intervals. This brought a set
of results that were then compared to each other.

Table 1.
Longitudinal structure applied in the research in question

Measurement 1 Measurement 2 Measurement 3 Measurembtgasurement 5 Measurement 6

Year 1X2007 VI 2008 1 2009 VI 2009 1 2010 VI 2010
Age 7 7.5 8 8.5 9 9.5
Tools IMMA IMMA IMMA IMMA IMMA IMMAMHIRR/RIRR

Compare of independent variable (level of musipsitades)
Source compiled by the author

' Q,, means main research problem.
2 Q, and so on means further research question.
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The author of this research deliberately abandoned any hypotheses
as no similar research had been conducted before, hence no assumption
may be made regarding something that may not be explained by a
hypothesis based on the currently available knowledge. The measures
used in the research weréntermediate Measure of Music Audiation (Gor-
don 1998b: 127-132), Harmonic Improvisation Readiness Recordand
Rhythm Improvisation Readiness Recordby Edwin E. Gordon (Gordon
1998a: 5-20; Gordon 1998b: 169-173).

Music and dance classes described selectively in this paper were
conducted for 3 school years, between 2007 and 2010, among 26 specific-
ally selected for their music and dance interests at the age of 7-10, re-
maining at a stage of so-called developing music abilities. Students were
selected for the class group based on a student interests questionnaire, a
conversation with the child and his/her parent, and a passed music and
dance predispositions test. It was decided that the best results could be
attained if children were subjected to the dance training for 3 years, two
hours a week. For organisational reasons, it was impossible to have one
teacher conduct the classes for the 3 years, and thus the training was
conducted by 3 teachers, all of them with pedagogical backgrounds and
relevant qualifications to conduct music and dance classes. In the first
year, the classes were conducted by a teacher-ballroom dance instructor,
in the second — a physical education teacher with sport dance qualific-
ations, and in the third year — by an early education teacher with qualific-
ations for folk and sport dance. For economic reasons, the curriculum of
extracurricular dance classes will only be provided for year one.

The aim of the classes was to integrate the class team through physical
plays and integrating dances, to overcome shyness and develop openness
to the other person, to develop comprehensive physical fithess and to
increase the students’ physical capacity to optimally use their fitness for
learning dance, to promote healthy lifestyle and to support the parents in
providing comprehensive development opportunities for their children.

In addition, the aim of the classes was to develop motor coordination

through various motor exercises, learning to dance and general and co-

ordination exercises, active participation in class and school events. The

tasks that the teacher assumed for school year 2007/2008 were as follows:

— to make children familiar with selected ballroom dances;

— to make children familiar with the basic ballroom forms during
dancing;
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— to teach children the rhythm and steps of the Latin cha-cha: basic
movement in place, underarm turn under man’s left arm, basic move-
ment and New York (promenade) and counter promenade, and three
cha chas;

— toteach rhythm and steps of the standard dance English waltz with
right foot change, left foot change, right turn;

— to teach disco dance made of 8 figures;

— to teach Latin samb&.

Description and analysis of the results obtained

The results obtained in the research enabled a conclusion that a
change observed was linear in nature, which is illustrated by the graph
below.

Graph 1. Linear nature of the change
in the development of music abilities

Source own compilation based on research conducted
The baseline and final levels of music aptitudes in the group of 26

students subjected to a dance training for three years of their school
education have been presented in the table below.

3 Excerpt from the Dance Circle’s extracurricular classes log in school year
2007-2008 at one of elementary schools in Plock.
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Table 2.
Comparison of the baseline and final levels of developing music
aptitudes in the group of 26 students tested, based on percentile data

Initial measurement Last measurement
Tonal Rhythm Total Tonal Rhythm Total
High 5 3 5 12 18 12
Average 18 22 18 11 8 14
Low 3 1 3 3 0 0

Source:own compilation based on research conducted

After 3 years of experimental influence using dance training as part
of extracurricular classes, the level of music aptitudes of the group in
guestion increased significantly. We can observe that the music aptitudes
of some children reporting low results in the initial measurement moved
to average level, and many of average aptitudes transitioned into high
level results. Such spectacular research results regarding music aptitudes
of children at a music development stage up to the age of ten had never
been reported before, as least in Poland. It is also visible that music and
dance stimulation brought positive results also in terms of rhythm ap-
titudes which seem to develop more dynamically than tonal aptitudes,
since as many as 69% of students have attained a high results for rhythm
aptitudes in the final measurement, whereas the same was true for 46%
of students in terms of tonal aptitudes. After 3 years of dance education,
the number of children with high rhythm aptitudes grew from three to
eighteen, whereas in terms of tonal aptitudes, the number grew from five
to only twelve students. However, it should be noted that the children
were subjected to music education for a number of hours obligatory for
all the students, the only difference being that they additionally attended
dance classes for two hours a week.

It is interesting to see the increase of specific intermediate values
reported in the music aptitudes tests. The table below includes detailed
data obtained in specific measurements during the three years of dance
classes. The average results grow gradually with the age of the students
and with the training provided. However, no statistically significant
differences were reported between specific tonal and rhythm subtests as
part of specific measurements in a specific test (measurement). A statis-
tically significant difference for the following measurement was reported
for every measurement between specific results of tonal subtests in the
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longitudinal research. This shows that tonal aptitudes developed with
age and concurrently to external stimulation as part of extracurricular
classes. The difference was statistically significant every time at the level
of p<0.05 and was p=0.000. In the longitudinal research of rhythm
aptitudes, improvements of aptitudes were reported with every subsequent
measurement. Rhythm aptitudes also develop with age and under the
influence of music and dance training. The differences observed were
statistically significant for p<0.05 and equalled p=0.000.
Table 3.
Basic statistics for subsequent measurements of
music aptitudes in the tested group of 26 students
(with measurements taken in six-month intervals)

Average Median Minimum Maximum Lowgr Upp(?r S_td_

quartle  quartie deviation

Tonal 28,85 29,50 18,00 34,00 27,00 31,00 338

Measurement 1 Rhythm 27,58 27,00 22,00 32,00 26,00 30,00 26
Total 56,42 57,00 44,00 65,00 54,00 61,00 5.6

Tonal 30,38 31,00 20,00 35,00 29,00 33,00 34

Measurement 2 Rhythm 29,46 29,00 26,00 34,00 27,00 32,00 23
Total 59,85 60,00 47,00 66,00 57,00 64,00 4.8

Tonal 31,35 33,00 23,00 36,00 30,00 33,00 3,0

Measurement 3 Rhythm 30,85 31,00 27,00 35,00 29,00 32,00 21
Total 62,19 62,00 52,00 68,00 59,00 66,00 43

Tonal 32,50 33,00 26,00 36,00 31,00 34,00 2,6

Measurement 4 Rhythm 32,23 32,00 28,00 37,00 30,00 34,00 24
Total 64,73 65,00 55,00 73,00 63,00 68,00 45

Tonal 33,35 34,00 28,00 36,00 33,00 35,00 22

Measurement 5 Rhythm 33,27 34,00 28,00 38,00 31,00 35,00 25
Total 66,62 66,50 57,00 74,00 64,00 70,00 41

Tonal 34,35 35,00 28,00 38,00 33,00 36,00 2,4

Measurement 6 Rhythm 34,08 34,50 29,00 38,00 32,00 36,00 23
Total 68,42 68,50 59,00 76,00 66,00 72,00 4,0

Source own compilation based on research conducted

The difference between the initial measurement and the last measure-
ment in the total result equals as much as 8.58 and is statistically significant
at the level of p<0.05 where p=0.000. Also, statistically significant differ-
ences were reported between every tonal subtest and the following test.
The differences are as follows. Analysis 1: difference of 1.36 for £0.05
where p=0.000; Analysis 2: 0.98 p<0.05 for p=0.000; Analysis 3: difference
of 1.15 p<0.05 for p=0.000; Analysis 4: difference of 0.84 p<0.05 for
p=0.0005; Analysis 5: difference of 1.00 p<0.05 for p=0.000.
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As concerns the rhythm subtest, differences were also observed already
after six months of influence, as follows: Analysis 1: difference of 1.88
p<0.05 for p=0.000; Analysis 2: difference of 1.38 p<0.05 for p=0.000;
Analysis 3: difference of 1.38 p<0.05 for p=0.000; Analysis 4: difference
of 1.03 p<0.05 for p=0.000; Analysis 5: difference of 0.80 p<0.05 for
p=0.002.

If we review the data, it becomes clear that the largest increase of
abilities is reported at a younger school age, especially until the child
graduates first grade, and for rhythm abilities. Further, smaller increases
are reported, still they are statistically significant even in the case of such
a small number of children tested. As compared to the results of music
ability tests conducted in a group of 162 third graders (Kouiodziejski 2010a:
314), the difference between children tested here is 1.5 and is statistically
significant for p<0.05.

The analysis of the results provides enough evidence to assume that
readiness for harmonic improvisation is higher than readiness for rhythm
improvisation, even though only 22 students show readiness for harmonic
improvisation, and 17 for rhythm improvisation. It should also be noted
that rhythm aptitudes are comparable to tonal aptitudes in the group in
guestion, which had never been observed before.

Table 4.
HIRR and RIRR tests — comparison of results

Lower Upper
quartile quartile
HIRR 27,62 27,50 18,00 36,00 24,00 31,00 4,77
RIRR 24,15 24,50 18,00 32,00 20,00 27,00 4,03

Mean Median Minimum Maximum Std deviation

Source own compilation based on research conducted

The results obtained fromHarmonic Improvisation Readiness Record
and Rhythm Improvisation Readiness Recordtests are comparable with
American research where elementary school students attained an average
of 28.3 for harmonic improvisation, and 26.6 for rhythm improvisation.
American research shows that readiness for rhythm improvisation is
always lower (Gordon 1998a: 56-57). In Polish research on a group of
41 children aged 11, the average results regarding readiness for harmonic
improvisation are 25.2 and only 21.3 as regards readiness for rhythm
improvisation. Despite such low results, it is significant that the students
obtained a lower result in readiness for rhythm improvisation (Kotodziej
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ski 2010b: 55). Statistically significant correlations were also found bet-
ween specific subtests within IMMA and the total result in each of the
measurements in specific time intervals. Correlations between subtests
and the total result reach even r=0.94 in some cases. As the material
obtained is extensive, the author decided to demonstrate exclusively the
results of the final measurement. It is also visible that the correlation
between the music aptitudes test and results of readiness for improvisation
tests are at least average and statistically significant (r=0.57 and r=0.58,
for p<0.05. The calculations obtained are presented in the table below.

Table 5.
Example correlations between IMMA and HIRR
in the final measurement of music aptitudes

Source own compilation based on research conducted

Final conclusions and discussion

Musical aptitudes develop as a result of obligatory early music educ-
ation (Kouodziejski 2010a: 311-319), under the influence of music training
based on the educational concept of Edwin Elias Gordon with tonal and
rhythm motifs (comp.: Kouodziejski 2011) and — as shown by the author’s
research discussed in this paper — through music and dance training during
non-obligatory extracurricular classes. The results of the research briefly
presented here confirm the plausibility of the research conducted and
confirm the advisability of undertaking such didactic initiatives, also
outside the obligatory school classes. An analysis of the research conducted
allows for the following conclusions:

— rhythm aptitudes develop more dynamically than tonal aptitudes;

— intense music and dance training influences the dynamics and develop-
ment of tonal and rhythm music aptitudes of younger elementary
schoolchildren;
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— development of dance skills has a significant impact on the dynamics
of music aptitudes and readiness for rhythm and harmonic improvis-
ation of students;

— undertaking extracurricular initiatives strongly determines versatile
development of the child.

Arpusklases mizikas un deju nodarbibas ka batisks faktors
jaunaké skolas vecuma bg¢rnu muzikalo dotibu izkopdana
garengriezuma pctijuma konteksta

Macejs Kolodzejskis
Kopsavilkums

Autors prezentg tris gadus ilguda garengriezuma pctijuma rezultatus;
tas apliecina, ka mdzikas un dejas nodarbibas ir noteicodais faktors jau-
naka skolas vecuma bg¢rnu muzikalo spgju izkopdanéa. Skolgniem, kas
apmekicjudi stingri strukturgtas deju nodarbibas, muzikalas spcjas attistas
straujak, turklat to vidd doming ritma izjdta. Tika ari novcrots, ka die
audzckoi gdst Tpadi labus panakumus ritma un harmoniskaja improvi-
zacija. Arpusklases nodarbibas var palidzct arf muzikalas gaumes attistiba.
Tadcjadi obligaté izglitiba un arpusklases nodarbibas Polijas skolas atkl§j
Toti daudzveidigus visparcjas izglitibas attistibas virzienus.

Jaatzimg, ka deviou gadu vecuma skolgna muzikalo spgju attistibas
[Tmenis stabiliz¢jas un turpmakaja vioa dzives laika batiski nemainisies —
neatkarigi no muzikalas vides un specialas mdzikas apmacibas skola. Ta
ka padreizgjais pctijums saistits ar mizikas macidanas teoriju, ari ekspe-
rimentos gdtie novgrojumu rezultati attiecas uz do jomu. Tiek konstatcts,
ka dejodana 1padi izkopj ritma izjlatu: ta attistas atrak neka intonativas
dotibas.

Daja pctijuma izmantoti tris testu veidi. Pirmais testsMizikas audi-
acijas mcrijumi vidgja pakapg (Intermediate Measures of Music Audi-
ation), ir ipadi piemcrots, lai atklatu b¢rna muzikalas attistibas plusus un
minusus. Bis tests v¢rsts galvenokart uz to, lai fiksgtu bgrna muzikalo
spgju attistibas pakapi, nevis sasniegumus mdzika. Otrais un tredais tests
saucas, attiecigiHarmoniskas improvizacijas spgju test{Harmonic Im-
provisation Readiness Recordl un Ritma improvizacijas spgju tests
(Rhythm Improvisation Readiness Record. Die testi palidz¢s pedagogam
objektivi noteikt, vai atsevidii audzckoi ir sasniegudi improvizacijas
apmacibai nepieciedamo limeni harmonijas un ritma apguvg.
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Muzikalo spgju attistibu agrind vecumposma sekmg¢ Edvina Eliasa
Gordona izglitibas koncepcijas istenojums (tas ietver gan inton&cijas, gan
ritma izjdtas trenious) un arf, k& rada daja raksta izklastitie autora pcti-
jumi, mazikas un dejas apmaciba arpusklases nodarbibas — arpus obligatas
pamatizglitibas ietvariem.

Atslcgvardi: arpusklases nodarbibas, dejas un mdzikas stundas,
muzikalas spgjas, ritma un harmoniska improvizacija
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Introduction

Kindergarten and school are institutions which have broad influence
on development of a child. Teachers’ task is to arouse cognitive and
creative curiosity of children within the scope of various disciplines and
actions. Teachers should also discover talents and skills, as well as deepen
and widen their interests and knowledge. They are also to work with
children, who have some gaps, or developmental defects, as well with
children who want to develop their skills individually.

The school supports foremost development of mathematical, physical
or humanistic skills of children and in this way so called musical talents
are very often neglected. This state is caused by many reasons, among
which the most important are: insufficient qualifications of teachers of
first classes of primary school (children at the age 7-9). Teachers should
at least be knowledgeable about behaviours of children which indicate
that these children may have some abilities. Records of such behaviours
could be helpful, but one cannot treat them uncritically, or as a kind of
authority, they must be supplemented with other materials, especially
specialist research, and that belongs to psychologists’ competence. A
talented child isdifferent what can be stated after preliminary observation.
Developmental correctness of a talented child can be presented in a form
of general characteristics, but one has to remember that some diagnostic
criteria do not work in the case of all children.

Able pupil(s)/child(ren) — interpretations of definitions

People are not born identical — they are different in height, physical
appearance and nervous system. Differences in functioning of nervous
system are basis of development of special abilities and they are called
inborn talents. A talent is result of complex of general and specific abilities.
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A man has to have several inborn talents to develop for example musical
talent. Underlining the significance of inborn talents it is very important
to mention the role of inheriting special abilities and talents. In cases
when parents are very talented it is possible that they will have for example
a musically talented child. On the other hand when the level of parents’
talents differ — one of them does not posses it and the second has, or for
example — mother has it on low level and father on high — it is possible
that a child will inherit their talents, but on much lower level. Despite
this fact, probability that a child will be talented is high.

A talented pupil can be characterized by high intelligence quotient
(above 120). Some researchers in turn define them as pupils with particular
development of special abilities, for example painting, music, or indentify
them with excellent achievements in learning.

Main traits which characterize able children are: great cognitive
curiosity, broad interests, wide range of attention which makes them con-
centrate and be patient and persistent in solving problems and deepening
interests (Borzym 1979: 36). An able child has also outstanding reasoning
abilities, dealing with abstraction, generalizing the facts, understanding
the meanings and noticing connections between them (Borzym 1979:
36). It is outstanding as far as quantity and quality of vocabulary is
concerned in comparison to children at their age. It has ability to work
individually and effectively and to observe things accurately. It shows
initiative and originality of intellectual work, it gives response to new
ideas fast and vigilantly, it has ability of quick memorizing, itis interested
in learning human’s nature, world, it has unusual imagination, and a lot
of interests, it learns easilyBorzym 1979: 42). According to Maria Tysz-
kowa a talented pupil is a unit, which has high level of general abilities
(intelligence), or a unit which has some special talent in the sphere of
intellectual activity and it is ahead of peers in this sphergYegnatiek 2005:
316). In the popular social understanding — a talented pupil — is usually a
pupil who has highest grades from school subjects and whose behaviour
is exemplary (Nakonieczna 1996: 26). Unfortunately a lot of pupils do
not use their possibilities at school fully, or use them in different interest
fields. To this group belong:

— pupils who are under group pressure. Talented children learn more
quickly and they do tasks without any problems, by what they speed
up rate and raise level of teaching of the whole class. In order to
prevent it the rest of classmates in unconscious way decreases his
value and puts pressure on them, so that they were not so “outstanding”;
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— pupils who adopt conformist attitude. Able pupils want to be as
their peers. They do only things, which are required from them and
do not show their extraordinary abilities;

— pupils who bore at school. Outstanding units are not interested in
doing too easy tasks, which do not constitute an intellectual challenge
for them. That is why they learn worse than other students;

— pupils who hide their abilities consciously. Able children are aware
of their intellectual advantage over their peers. That is why they aim
at limiting to minimum time needed for learning, so that they get as
much time as possible for carrying out their own plang(Knop 2010: 13).

Referring to presented definitions of a talented child/pupil I will cite
research, which was conducted by psychologists and which points out at
main and at the same time basic traits which distinguish talented children/
pupils from their peers. These are: [..Jfaster and easier learning, ability
to learn much wider range of material, ability of learning content which
is comparatively on the highest level of difficulty, with tendency to struc-
tualization of the material, noticing connections, rights and regularity,
as well as having original and creative approach to issues and problems
(Lewowicki 1980: 53-54).

Abilities and musical talent are abilities of emotional experiencing
of music connected with on one hand singing predisposition and on the
other hand defined traits of character which are crucial for making music.
An able child or a child who has musical talent is not only sensitive to the
beauty of the world of sounds, but also it can be characterized by particular
construction of the vocal apparatus, fithess, they possess well developed
attention, memory, imagination and intelligence. Support and encourage-
ment of family and school environment, in which a child spends a lot of
time is necessary for a child to enable them development of their inborn
talent fully. That is why teachers’ task is to discover, notice child’s abilities
including musical ones.

Teacher’s competence

A competent person is a person who has knowledge, abilities in
some field, and can be characterized by professionalism (Dunaj 2008:
378). Competence is bound with providing and duty of performing some
tasks, which are connected with achieving given standards within some
field of knowledge (Kowaluk 2003: 378). From the point of view of
praxeology teacher’s actions can be limited to informational dimension
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(knowledge) and efficiency dimension (instructions and abilities). We
come to conclusion that competence is set of numerous abilities, instruc-
tions, attitudes and values, which are essential for carrying out some
plans (Kiedrowska 2009: 394). According to Hanna Hamer one can dis-
tinguish three groups of competence:

— specialist ones, connected with knowledge and abilities in the scope
of teaching a subject;

— didactic competence, which include preparation to classes and giving
classes, as well as methods and techniques of teaching adjusted to
pupils’ abilities, support of development;

— psychological competence, which result from teacher’s personality
(among others ability of encouraging pupils to learn, making diagnosis
controlling stress, preventing and solving conflicty (Hamer 1994: 64).

In the contemporary pedeutological literature one can also find notion
of teacher’'saxiological competence(Sitarska 2008: 78—79). The basic
teacher’s ability according to this notion is not only ability of teaching
about values, but foremost support in their recognition and arranging in
hierarchy, and also showing their pupils valuable aims (Sitarska 2008:
78). Teacher's axiological competence is basis of their subjectivity and is
bound with such values as: responsibility, freedom, dignity (Sitarska 2008:
79). In order to manage in difficult life, be able to give answers to many
questions, very useful will be teacher’s axiological competence undoubt-
edly, which constitutes basis for other competence, which are essential in
the contemporary world.

Computer competence becomes very important in the information
society — society which is based on knowledgeOn internet apart from
very valuable information, there is a lot of harmful content and the prob-
lem of selection information appears — it concerns both pupils and teachers.
Protecting oneself against harmful influences is possible thanks to teaching
the pupil how to use modern technologies in the way they help being
creative and critical (Sitarska 2008: 82). A teacher will, or even is expected
to possess multidimensional communication and moral competence,
which are tightly bound with each other and they become more and
more important, because people who are in proper moral condition will
be able to fulfil such tasks as for example preparing children and young
people to life in the information society (Sitarska 2008: 82).

According to Stefan Wouoszyn a teacher has tbe a good specialist,
who not only can teach, but also encourage pupil for proper reception of
knowledge; he should use at work the newest achievements in technology
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(modern didactic means); be kind tutor and parents’ advisor and also
inspire and undertake educational-cultural actions in wider environment
(Wouoszyn, quotation of: Kowalska 2008: 195). On the other hand Wies-
uawa Roguska points at the traits, which should be possessed by a teacher:
[..] ateacher as a representative and promoter of values, initiator, who
supports development of children, searcher and co-originator of know-
ledge about the country, children’s friend; reflective teacher, who is able
to draw conclusions from their own mistakes, critical of themselves and
their own teaching-educational work (Roguska 2010: 50).

Taking into consideration educational needs of able pupils we come
to conclusion that among teacher’'s competence essential meaning have
competence within the scope of knowledge and practical abilities
concerning the newest theories of abilities. These theories indicate that
able pupils can show different kinds of other possibilities. It is important
that teacher organized didactic environment in such way that all kinds of
intelligence and abilities could develop efficiently. Quite essential meaning
has also creative competence, which is bound with innovation and creative,
pro-developmental efficiency of teacher’s actiongDyrda 2009: 252).
Emotions which make up emotional intelligencé are very important at
teacher’s work with an able pupil (Dyrda 2009: 252). This competence
cause that a teacher becomes more emphatic, open to pupils’ needs and
sensitive, and at the same time open to messages which are sent by them
(Dyrda 2009: 252).

According to Maciej Kouodziejski, the teacher should have research
competencetoResearch competencas ateacher’s skill of system-
atic research into the value of the curriculum implemented in the context
of the core curriculum assumptions. Evaluation research serves as a refer-
ence by checking the usefulness and effectiveness of the didactic activity
undertaken and implemented in the area of music to the teaching/learning
concept/strategy, methods, forms and didactic means and aids used. In
order to achieve that, the teacher should use the followingnstrumental
competences that will enable the target competence, called research
and self-evaluation competence, to be established. The said competences
include: teleological, diagnostic, constructive, communicative and creative

1 Emotional intelligence plays very important role in the personal aspect, but
also in the professional work of a teacher, supporting their professional develop-
ment, protecting them from professional burnout and stimulating better relations
with pupils.
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competences (Kouodziejski 2011b: 305). The music teacher as a humanist
researcher anctausa efficienshould take account of the subjective nature
of music education with its entire range of social, interpersonal, intraper-
sonal and situational contexts (Kouodziejski 2007a: 14#148).

In the view of aforementioned information it can be assumed that a
fully qualified teacher will in fact deal with development of talented pupils,
and a music teacher will be able to direct and develop musical talent of
their pupils.

Musical education

Music is the fine art whose components are[..] sounds made by
human voice and different kinds of musical instrumentgDunaj 2008: 245).

Musicality is interpreted as ability of emotional experiencing of music.
According to researchers music is interpreted at all brain organizational
levels. At the level brain stem it can have influence on frequency of contr-
action of heart, breathing and also excitement. On the other hand in
cerebral cortex it can create visualizations and associations — both hemi-
spheres take part in the process of listening to the musi&Gruberne-Bernacka
2009: 79). Musical education and at the same time intensive education
in the field of music can lead toelevated activity of defined parts of brain—
for example by conductors one can specialize area responsible for direct-
ional hearing, and by instrumentalists particular sensitivity to sounds of
a given instrument (Gruberne-Bernacka 2009: 79).Music abilities are
inborn and not inherited? and are influenced by the environment, and
actually shaped by the environment from birth until about 9 years of
age. Music abilities are distributed normally in the population and it is
the responsibility of the parents to stimulate these abilities in children to
make their ability level return to the one at birth as it is the highest then.
After 9 years of age, the family (or the school) has no influence on the
development of music abilities as they remain stabilised. The most import-
ant music abilities that develop aretonal and rhythmic abilitie s
(until 9 years of age), then — in the stabilised stage — abilities are a multi-
dimensional construct (Kouodziejski 2007b: 198-199). A child which
comes to world has some musical predispositions, which under the influ-
ence of some actions of environment can develop substantially or disap-

2 Edwin E. Gordon claims that it is impossible to forecast music talents based
on an analysis of generations of a given family (comp. Kouodziejski 2010).
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pear. In the moment of starting education at school pupils are under strong

influence of environment and their talents develop much faster. According

to Gordon a teacher responsible for child’s musical education should:

— make a child familiar with various musical examples during whole
education at school;

— develop audiative skills before introduction of verbal descriptions
or musical symboals;

— care for internal hearing of recorded rhythms and melodies before
their performing aloud. Enrich them through adding articulation
and proper musical expression;

— ‘“understand music” and teach a child to understand it (Gordon,
quotation of: Soroka 2005: 324; comp. Kouodziejski 2011a: 28-35).

Contemporary education puts emphasis on shaping a developed,
creative personality of a child. Discovering and experiencing art is possible
through cultural education. Art, including music supports broad develop-
ment of a child, and at the early stage it is also good for general develop-
ment of a child.

Development of musical abilities is basic task and in fact a duty of
every music teacher. One has to be able to define on what stage of develop-
ment is a pupil and know the structure of musical abilities in order to
conduct learning in a harmonious way. Schedule and developmental
continuity is essential in musical education of a child. In the class-lesson
system teaching of listening to the music is led by teacher, who should be
directed at work by the following organisational forms: [..] group of
class-lesson environment: lessons of listening to the music, musical prog-
rammes; this groups includes some forms connected directly with class-
lesson system and some, which are not connected with it at all: musical
programmes on radio, symphonic concerts at school, public concerts,
artistic part of a school performance (Kataryficzuk-Mania 2005: 101—
102). Every teacher should also apply so callechusical training, which
develops and helps to acquire such skills as distinguishing height of sounds,
having good sense of timing and also language expression (Gruberne-
Bernacka 2009: 82). Motivation of pupils during listening to the music is
also quite important. Grayyna Daruak points out at some ways of motiv-
ation, which can be used by teachers at their work. These are for example:
[..] following the course of a piece using story; adjusting colours and
hues to the pieces of music, listening to the pieces of music along with
rhythmical and methodical exercises; expressing music, which one listens
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to in the plastic form and giving by children titles to pieces of music,
which refer to post-musical content and moods(Dartuak2005: 106).

Conclusions

One of conditions of success of a teacher’s work is possessing exact
knowledge on psychological traits of a child and its physical development.
Knowing psychological characteristics of a child one is aware, what can
be demanded from them and what teaching methods should be chosen.
Unfortunately a lot of teachers forget about applying the active listening
to the music in praxis, and music in the process of education is pushed
aside. Therefore itis difficult to define whether children who learn music
at musical academies, bands, music centres, who have contact with music
from the early childhood will become professional artists, or sensitive
listeners — lovers of music. Every child is an individual, has different
personality and motivation for work (Przybysz-Zaremba 2010: 20). A
musically talented child, who is being educated in this direction can in
favourable conditions become a composer, conductor, violinist, pianist
or outstanding singer. On the other hand an average child can only develop
his musicality, what will enrich his personality.

Muzikali talantigi b¢rni un pedagoga kompetence
Margareta Pdibida-Zaremba

Kopsavilkums

Daja raksta analiz¢tas dapadu autoru piedavéatésmlantiga bgrna/
skol¢nadefinicijas. Literat(ra noradits, ka talantigu b¢rnu raksturo augsts
intelekta koeficients (virs 120), sevidii attistitas k&das Tpadas spc¢jas, pie-
mg¢ram, zimgdana, mazik4, vai batiski sasniegumi macibas. Psiholoiiskajas
parbaudgs noskaidrots, ka talantigi skolcni, salidzinot ar citiem vien-
audpiem, macas vieglak un atrak, apglst pladéku un sarepiitaku vielu.
Vioiem ir tendence strukturct materialu, mekict un atzimegt dapadu tgmu
savstarpgjas saiknes, likumus un likumsakaribas, tapat vidiem raksturiga
oriiinala, kreativa pieeja dapadiem jautajumiem un problgmam. Darbs
ar dadiem skolgniem prasa no pedagoga padu predispoziciju un kompe-
tenci. Tai jaizpaupas ne vien konkr¢td macibu priekdmeta parzinddana,
bet ari didaktikas un psiholoiijas joma. Ne mazak svariga ir pedagoga

392



M. Przybysz-Zaremba. Musically Talented Children and the Teachers’ Competence

aksioloiiska kompetence. Skolotdjs palidz audzcknim veidot vertibu sis-
tcmu, izprast tas un sakartot noteikta hierarhija un tadgjadi rosina viou
izvirzit noteiktus merius dzivg. Pedagoga aksioloiiska kompetence izriet
no vida pada personibas un saistita ar tddam vcrtibAm k& atbildiba,
briviba, cieda. Tas ir bdtiskas gan izglitibas procesa kopuma, gan b¢rnu
muzikélo spcju attistiba.

Atslcgvardi: talantigi skolgni, pedagoga kompetence
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Pastavigais un mainigais mazikas literatQras
priekdmeta Latvijas pedagogu skatijuma

Mag. art. Aleksandra Ustjadivska
Pavula Jurjana mazikas skolas pedagoie

levads

Pcdcjo gadu diskusijas par Latvijas mdzikas skolu turpméako attistibu
regulari tiek skarti ari mdzikas teorgtiskie priekdmeti — solfedpo un ma-
zikas literatGra. Mans tiedais pctijuma objekts ir mQzikas literatOra k&
mQzikas skolas macibu priekdmets Raksta ietvaros pievgrdos tikai vienam
konkrctam jautdjumam — Latvijas pedagogu skatijumam uz mazikas lite-
ratGras priekdmeta funkcijam, saturu un lomu mazikas izglitibas pirmaja
pakapc, proti, mlzikas skola, iezimcjot pastavigo un mainigo tendenéu
mijiedarbi.

Pctijuma pamata ir intervijas ar 21 Latvijas mazikas skolu pedagogu
no Rigas, Jarmalas, Ogres, Salaspils, Siguldas, Talsu un Madonas mazikas
skolam. Visas intervijas veiktas laik& no 2010. gada maija lidz 2011gada
martam?. Intervcto vidd bijudi dapadu paaudpu parstavji, kuru darba
staps varicjas no viena lidz 40 gadiem, dapi aptaujatie mazikas literatras
skolotdji padlaik jau ir pensija. Parsvara respondenti beigudi Jazepa Vitola
Latvijas Mizikas akadc¢cmiju (Latvijas Valsts konservatoriju) k& muzi-
kologi, pieci k& pedagogi, vienam ir mdzikas vidusskolas teorijas nodaias
beigdanas diploms.

Nepretendgjot uz visaptverodu kopainu (ta prasitu pladaku respon-
dentu loku un izvgrstédku aptauju), ieguvu materialu, kas iezim¢ padu
pedagogu viedokius par mQzikas literatOras kursa saturu, galvenajiem
uzdevumiem, k& ari par darba metopu turpméakas attistibas iespgjam.

Ta k& raksta ietvaros nav iespgjams paradit visu interviju laiké ieg(to
materialu, pieveréos, manuprat, galvenajam problgmam: mazikas litera

! Dapéados aspektos tas pgtits maiistra darb@i(zikas literat(ras priekdmeta
vgsture un funkcijas profesionalas ievirzes muzikélas izglitibas sistcm@Jstja-
oOivska 2011).

2 Visas intervijas atoifr¢ta veida atrodas autores arhiva. Raksta respondentu
vardi netiek atklati, tie ir difrcti: Resp. A, Resp. B, Resp. C u. tml.
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tOras priekdmeta funkcijam, ar to tiedi saistitajiem macibu satura jautaju-
miem, k& art macibu darba un parbaudes formam stundas

Mdazikas literatGras metodikas v¢sturiska attistiba Latvija

Mdazikas literatdra ir jaunakais priekdmets mizikas skolu kopgja
macibu priekdmetu sistcma, kas Latvija ieviesta pcc Otra pasaules kara
lidz ar padomju varas nostiprinadanos Baltijas republikas. Mlzikas izgli-
tibas trispakapju sistcma, kas pamatlinijas v¢l joprojam eksistc visa bijudas
Padomju Savienibas teritorija, radas Krievija 19. gadsimta vid(, kad saka
veidoties pirmas konservatorijas (Pcterburgas un Maskavas), ka ari Milija
Balakireva un Gavriila Lomakina dibinatd Bezmaksas Mdzikas skola
(1862).

Tomgr mazikas literatOras priekdmeta radanas laiks ir datgjams tikai
ar 1933. gadu, kad pirmoreiz 8ada macibu disciplina paradijas Krievijas
bc¢rnu mizikas skolu macibu planos. Jebkura jauna macibu priekdmeta
ieviedana ir saistita ar papildus gratibdm un materidliem izdevumiem:
jaizstrada programma un méacibu lidzekii, jasagatavo macibspcki, jaap-
maksa stundas. Tadci vajadzigi spccigi argumenti, kas apliecinatu priekd-
meta nepieciedamibu. Attieciba uz mazikas literatlru ietekmigakie faktori,
manuprat, varcja bat vairaki.

Viens neapdaubami ir patanGzikas faktors, kas sakotncji acim-
redzot vairék attiecinats uz profesionalo mazikas izglitibu. Profesionals
atskaootajméakslinieks nevar veidoties bez labam mizikas literatQras zina-
danam un bez orientgdanas mizikas vgsturiskajos stilos. Jaunais Sergejs
Taodejevs, Sergeja Prokofjeva pusaudpa gadu mizikas skolotajs, piemgram,
redzot sava skolnieka iedzimto muzikalitati, ieteicis vibam sistematiski
iepazities ar mazikas literatQru, ko jaunais Prokofjevs ari darijis v¢l pirms
macibu uzsékdanas konservatorija. Pasaulslavenais vijolnieks lzaks Stc¢rns
savukart uzskatijis par nepieciedamu iepazistinat savus audzgkous ne tikai
ar mQzikas vgsturi, bet arf ar laikmetu kultGru, komponistu biogréafijam,
citi izcili pedagogi atzinudi, ka topoda miziia patiesa, vispusiga attistiba
neaprobepojas tikai ar virtuozas tehnikas veidodanu: nepieciedamas ari
pladas un dziias zinddanas dapadas kultiras un makslas jomas.

3 Savi viedokii respondentiem, protams, bija arf par macibu literat(ru un pa-
liglidzekiiem, priekdmetu savstarpgjam saikngm un integraciju, tapat par vaira-
kiem citiem intervijas skartiem jautdjumiem.
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Otrs faktors, kas varcgja iespaidot mQzikas literatQras priekdmeta
ieviedanu skolu planos, varcja bt saistits asocialo faktoru. Bez-
maksas izglitiba un ari talaika Krievija domingjodie centieni visur dot
priekdroku proletariata atvas¢m — stradnieku bg¢rniem — radija situéciju,
ka mizikas skolas macijas audzckoi, kuru priekdstati par akadgmisko
mQziku bija gaupam niecigt. Instrumenta spcles stundéas skolotji nodar-
bojas ar padu spcles apmacibu, koncentrgjoties uz tehnisko iemadu attis-
tibu®. Solfedpopriekdmets galvenokart tika saprasts k& dzirdes un ritma
izj0tas izkopdanas, art mQzikas teorijas apguves kurss, kura saskare ar
mazikas literatQru bija visai formala. Bija nepieciedams kads priekdmets,
kurd mécitu padu maziku Tas sasaucés ar oficiali deklarcto kultdrpoli-
tiku — katram valsts pilsonim ir tiesibas bt izglitotam un apgaismotam.
Tostarp ari mizika.

Pusaudpu parejas vecums (mazikas skolas gadtrais puslaiks) daja
zida tika atzits par 1sto bridi. K& uzsver pieredzcgjudais mizikas literatlras
metodiiis Aleksandrs Lagutins, pusaudpu vecuma padziiinas izzidas dar-
biba, papladinas interedu loks, norisinas interedu individualizacijd..] ja
0aja perioda skolgnus neizdosies ieinteresct, aizraut ar nopietnu makslu
14-15).

Tomgr sava loma neapdaubami bija arpolitiski ideoloiis -
kajam faktoram: mizikas literatQrai vajadzcja kiGt par idejiski pareizas
padomiju pilsoda audzinadanasnstrumentu. Skolai noteikti bija audzckoi
jaiepazistina ar padomju masu dziesmu, apadomju komponistu lielisko
daiiradi, skolotajiem vajadzcja stastitpar padomiju b¢rnu laimigo bernibu,
pretstatot to agrako gadsimtu komponistu sociali nenodrodinatajai ber-
nibai un nabadzigajai jaunibai. Liecibas par to glaba gan mazikas litera-
tiras programmas, gan macibu gramatas, kuras lidz pat 20. gadsimta
70.-80. gadiem bija pakiautas stingrai ideoloiiskai cenzdrai.

Jaatzist, ka dis faktors stipri ietekmgjis mdzikas literatrasttistibu,
priekdmeta saturu. V¢l vairak: zindma mcra tas iespaidojis ari pedagogu
doméadanas modeli, kas savukart vclak, laika gaita — ka to atzist mdsdienu
progresivakie mdzikas literattiras metodiii (Eaé id&iTaaaaoi i6cieasi-

4 Sistgmas veidotdji, k& zindms, orientcjas ne tikai uz Krievijas lielpilsgtam,
bet uz visas pladas valsts iedzivotajiem.

5 To darit skolotajus mudindja ari mlzikas skola visparpiedbemta vgrtgdanas
sistcma: par skolas (un arf pedagoga) profesionalitates limeni vienmgr sprieda
pcc konkursu laureatu skaita.
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i0p £€0462008062007) — priekdmetu novedis lidz saturiskai un metodiskai
stagnéacijai. Tomgr japiekrit, ka iepriekdmingto argumentu dg¢i pati par
sevim(Ozikas literatlras ieviedana b¢rnu mOzikas skoléas
bija vajadziga. To aizstavgja vadodie pedagogi un akceptcja valdiba.

20. gadsimta 30. gados tiek izstradatas pirmas mazikas literatras
programmas bc¢rnu mizikas skolam. Tada tikusi izveidota specialajam
desmitgadigajam mizikas skolam. Samuils Oksers radijis programmu
ari parastajambcrnu mazikas skolam. Lai gan metodiskus aprakstus par
priekdmeta realizaciju ko macit?un k& macit? 30. gadu izdevumos atrast
nav izdevies, par vispargjo ievirzi iauj spriest Samuila Oksera un Vladimira
Vladimirova 40. gados kopigi izstradatds mizikas literatGras méacibu
gramatas.

Kopuma pusgadsimta laika mizikas literatGras priekdmetam izvei-
dotas un izdotas piecas centraliz¢tas programmas, kas darbojas visas Pa-
domju Savienibas republikas: 1956., 1962., 1970., 1979. un 1982. gada.

Tadcjadi Latvija mazikas literatQras priekdmets pastav vairak neka
60 gadus.

Mdazikas literatOras priekdmeta funkcijas

Intervijas uzdotais jautajums par mizikas literatliras priekdmeta fun-
kcijam batiba ietvcra vairékus aspektus, aicinot respondentus noverict:
— priekometa funkcijas mizikas skolas kopgja sistcma;

— mdazikas literatQras iespg¢jamo ieguldijumu audzckoa personibas
vispargja attistiba;
— 0&is disciplinas specialo mcrii un specifiskos macibu uzdevumus.
legito materialu kopsavilkums liecingja, ka par pirmo aspektu aizdo-
majas nedaudzi pedagogi. Lielaka daia atbilpu skara otro tcmu, tomgr
visdetaliz¢takie viedokii tika pausti par tredo jautdjumu. Sava zida tas ir
pat simptoméatiski — skolotjs redz audzcgkni vispirms k& skol¢nu sava
klasg, kuram ir jAapgQst noteikta programma. Par jautajumu, k&pcc
audzcknim jaapgUst tiedidada programma aizdomajas tikai 30% respon-
dentu. Uzskatu, ka tas ir saistits ar centraliz¢to programmu radito tradiciju
inerci, ko ilustr¢ sekojoda atbilde:Mg¢s par to nedomajam. Stradajam ta
ka visi. Ta bija sastaditas programmagResp. G 2010/2011).

¢ Par to raksta Irina Prohorova brodtraidaitaasdaied ioghéagiiié eeodda-
0680 & p&TEa (1965).
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Visai viennozimigas bija atbildes uz jautajumu: ko m¢s redzam ka
mazikas skolaspamatproduktu — profesionali vai mazikas klausitaju?
Kaut ari nosaukumsprofesionalas ievirzes skolasaglabgjas, lielaka daia
pedagogu ir parliecinati, ka primarais mcriisir ieinterescts un zt
nods mizikas klausitag. Toilustr¢ sekojodas atbildesPrimarais
noteikti ir klausitajs, pie tam inteliients cilvgks; ja p¢c tam viod bas
profesionals miziiis, tad pavisam labi (Resp. P) Mums ir vajadzigi eruditi
klausitdji... V¢l Pcteris Vasks uztraucas: kur paliek klausitajs, kurd ir
beidzis mazikas skolu. Kapgc viod attalingjies no mdzikas un nemaz negrib
to spglct vai klausities?(Resp. O 2010/2011)

Tadcjadi ari mlzikas literatQras priekdmeta funkcijam ir jaizriet no
mazikas klausitaja pozicijam. Rundjot par nepieciedamibu audzinat
klausitaju, respondenti atzimgja, ka svarigi audzcknattistit perso-
nibas Tpadiba, dapi uzsvgra veglmiiemacit milgt, pazit un
saprast miziku. Skangja ari citi priekdmeta apguves argumentMums
ir svarigi, lai b¢rns neatkarigi no specialitates un vecumposma attistibas
tempab(tu radods. Tad viod bls labaks ka tctis, mamioa — jatigaka
personiba(Resp. O 2010/2011).

Tris atbild¢gs mingts formulgjumsjarada un jauztur interese
par miziku, lai audzgknis turpméak bltu ieinterescts pats apmekict
koncertus vai interescties par komponistu un vidoa daiiradilr ioti svarigi
ieinteresct bernus, neatbaidit un padarit akadgmisko maziku dzivu, sa-
protamu, pieejamu. Man ioti svarigi savas stundas redzct dzivas acis preti
(Resp. F 2010/2011).

Skolot4ja ar lielu darba pieredzi sava atbild¢ (gan jasaka — k& viena
no nedaudzam!) ipadiizcclusattieksmes veidodam: Mlzikas lite-
ratQra ietilpst ari emocionélo pardzivojumu loka papladinadana un muzi-
kalds gaumes veidodana. Mc¢s audzindm kulturalu cilvcku. Tapge man
liekas, kas dis priekdmets ir pats galvenais mazikas skola. Par to, protams,
var stridcties. Bet, ja paskatamies no citas puses: specialitates skolotajs
nodarbojas ar tehniskdm lietdm, solfedpo disciplina atbild par dzirdes
attistibu, bet iztrOkst mOzika k& tada. Ko b¢rns no mazikas skolas iznesis?
Specialitati, kura p¢c visiem spglcdanas gadiem jau riebjas, vairakiem ta
notiek. Solfedpo tiem, kas neturpina méacities, daudz ko nedos. Savukart
emocijas un iespaidi no mdzikas klausidanas paliks. Ari kaut k&da infor-
macijas par komponistu vai laika posmu(Resp. M 2010/2011).

Pat lieki pasvitrot, ka attieksmes veidodana ir iespgjama tikai tad, ja
audzcknis daudz un regulari klausas midziku. Taéu nav nekads noslgpums,
ka mazikas literat(ras pastavgdanas pirmsakumos stundas lielaka daia
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bija veltita runadanai: pedagogs stastija par komponistu, par padu miziku,
audzckoi atbildgja méajas sagatavoto materialu. lespgjams, tas bija saistits
ar pcckara ekonomisko situaciju — ne visas skolas bija pladu atskaootajs,
skaouplates. Padu skolotaju klavierspcles prasmes ne vienmgr bija pietie-
kamas, trika arf nodu. Tomgr vieta atgadinat, ka macibu planos un centra-
lizctajas programmas kopd 60. gadiem bija paredzcts ilustrators, kurd
mazikas literatOras stundas audzckoiem demonstrgja dapadu panru skao-
darbus klavieru péarlikuma. Tads ilustrators, k& saruné atcergjas vecakas
paaudzes skolotaja, bijis viens uz visu mizikas skolu — uz visiem pedago-
giem, visdm grupam. Tadcjadi mazikas klausidanés profesionéla pianista
atskaoojuma aizo¢gmusi apmcram 10 minQtes stunda. Lai aizpilditu do
tracigi nosegtoklausidanéas nidu50.—60. gadu programmas rakstits, ka
skolgniem kopé ar pedagogu ir jaklausas mazikai veltiti radioraidijumi
un gatie iespaidi vclak jaapspriep nodarbibas. Tomer skaidrs, ka sékotngiji
mazikas literatQras priekdmets bija parsvara informativs.

Mdasdienas klases tehniskais aprikojums ir pietiekams, lai midzikas
klausidanai stundas vargtu veltit vairak laika, turklat dzirdgtu skaodarbus
kvalitativos ieskadojumos. Un tomgcr: kaut ari mazikas iepazidangandriz
visi respondenti atzimgja ka priekdmeta galveno funkciju, pedagogi atzist,
ka joprojam vairék laika stundas tiek veltits runaddanai— pedagoga vai
audzckoa stastijumam. Secingjums neruné par labu mizikai: ja ta, tad
mdzikas literatQra parvcroasliteratira par mdziku . Vai dada ceia atrisi-
nasim mipam aktuélo jautajumu:Ka iemacit b¢rniem klausities maziku?
Lakoniskaka un pilnigakéa atbilde uz do jautadjumu bija: Tikai klausoties
maziku! (Resp. E 2010/2011). Bet tas nozimg: lai veltitu vairak laika
klausidanai, ir japarskata un jasamazina planotéas informéacijas daudzums.

Jebkura priekdmeta planojuma iekiaujas stabilaklasisko méacibu
uzdevumutriade: gat zinddanas, veidot attieksmi un izkopt prasmes. Par
pirmajiem diviem elementiem pedagogiem domstarpibu nebija, turpreti
skaidri definct, kadas prasmes javeido mizikas literat(rai, daudziem diita
visai apgritinodi. Pieminot prasmiklausities maziku, vairéki uzsvgra,
cik sarepiiti to Tstenot klas¢: Nekad nevar paredzct, kads bUs rezultats.
Viens scdcs vienaldzigi, cits pats ieinteresc¢si@®esp. H 2010/2011). Nacas
secinat, ka pedagogi parsvara strada intuitivi, piemgrojoties grupai (jo
atdiiras ari audzckoi), cendoties sabalansct dapado prasmju apgup¢c
situacijas Tikai viens respondents atzimgja mazikas literatQras ieguldi-
jumu audzckoa profesionalas ievirzes prasmju izkopdan&rast uzstaties,
pateikt savu viedokli un pamatot. Vadit koncertus, pieteikt programmas,
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pareizi izrunat komponista vardu un skaddarba nosaukumu — vajag
darboties! (Resp. S 2010/2011)

Tadcjadi jaatzist, ka pedagogu viedokios par mdzikas literatiras
funkcijam bdtiskas domstarpibas neatklajas. Par svarigu tiek uzskatita
gan redzesloka papladinddana, gan intelektuéalo spcju attistiba. Turklat
lielu lomu deit gast ieinteresctiba mdzikd un radodums. Tomgr pgc
atbildgm var secinat arf, ka daudzu pedagogu skatijuma mazikas litera-
thras priméarais uzdevums ir informécijas sniegdana. Tas noved pie ndkama
analizes aspekta — pie mdzikas literatGras kursa macibu satura izvertgjuma.

Mazikas literatlras priekdmeta saturs

Vairéki pedagogi, kuriem darba staps péarsniedz divdesmit gadus,
intervijas apliecingja, ka visd Padomju Savieniba bija jastrada p¢c Mas-
kava izstradatam centraliz¢tajam programmam. Lidz ar to katram skolo-
tajam bija skaidrs, kads informacijas daudzums audzg¢koiem ir jaapgast,
cik lielam jabat iepazito komponistu un skaddarbu skaitam. Par diem
jautajumiem nediskutgja; skolu inspektoru un citu parbauditaju piena-
kums bija sekot, lai kalendaraja plana paredzcto macibu vielu skolotajs
attiecigaja datuma macitu attiecigajai grupai. Turklatobligati apglistamo
komponistu un skaodarbu sarakstsbija (un vg¢l joprojam ir) ciedi saistits
arf ar iestajeksdmenu prasibam mazikas vidusskola.

Situacija mainijas 20. gadsimta 90. gados, kad katra skola pakapenis-
ki izstradaja un apstiprindja savu mdzikas literatQras kursa programmu.
K& pamats lielakoties tika izmantota pc¢dgja, 1982. gada izdota Maskavas
centraliz¢td programma, cendoties pielagot tas saturu savam veglmgm,
iespgjam un jaunajai sabiedriski politiskajai situacijai Latvija.

Apspriepot intervijas ar respondentiem mazikas literatiras macibu
satura jautajumus (k& palielinat vai samazinat apgQstaméa materiala ap-
jomu, k& piemcroties masdienu daudzveidigajai mQzikas dzivei, pladi
sazarotajai mizikas kultQrai, strauji mainigajai pasaulei u. tml.), pedagogi
dalijas divasnometngs lielaka daia atbalstija pladaka komponistu spektra
iepazidanu, o atziou pamatojot ar to, ka ne visi mizikas skolas absolventi
stasies vidusskola, tapcc vidiem ir jasniedz priekdstats par dapadiem kom-
ponistiem. Piemc¢ram, padomju laika otrais macibu gads tradicionali bija
veltits aizrobepu (jeb Rietumeiropas) mazikas literatOraskursam, kas
balstijas uz sedu komponistu mizikas apguvi: skolgni macijas par Johanu
Sebastianu Bahu, Jozefu Haidnu, Volfgangu Amadeju Mocartu, Ludvigu
van Bg¢thovenu, Franci Blbertu un Frideriku Bopcnu. Mlsdienas lidzas
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diem komponistiem nostajudies arf F¢likss Mendelszons-Bartoldi, Hektors
Berliozs, Dpuzepe Verdi, Dpakomo Puéini un citi. Ir ari m¢iinajumi iepa-
Zistinat audzckous ar mizikas pasauli pirmsbaroka laikmeta, akcentgjot,
ka mOzika nesékas ar Bahu.

Mazéks pedagogu skaits uzskata, ka mazikas literatdras programma
mazikas skola nedrikst bat parék plada, un labak iepazit mazak kompo-
nistu, bet padziiinati. K& pamatojums dim viedoklim tiek mingts ari nere-
gulérs nodarbibu apmekicjums attaisnotu (slimiba, konkursi, koncerti)
un neattaisnotu iemeslu dci. Ir pedagogi, kuri atzist, ka 1982. gada prog-
ramma ir laba un pietiekama: Bi programma ir veidota tik pareizi, ka tur
neko nevajag likt klat [..], ta ir noslipcta un stabiliz¢jusies 50 gadu garuma
[..], to var “atdiaidit” tikai ar fakultativam stundam (Resp. A 2010/
2011).

Tomgr daia pedagogu pasvitro, ka programmas jaatrod vieta 20gad-
simta madzikai, un tas jadara vairdku iemeslu dg¢i. Pirmkart, nedrikst
atsvedinaties no gandriz simts gadu ilgas muzikalas darbibas un pieredzes:
ja mizika nesékas ar Bahutad ta ari nebeidzas ar Nikolaju Rimski-
Korsakovu un Dpuzepi Verdi. Otrkart, audzckoi interescjas ari par neaka-
d¢miskajiem panriem — dpezu, roku, popularo maziku, kas mazikas litera-
tOras programmas lielakaja skolu daia neatspoguiojas. Ari par popularo
maziku pedagogiem bija savi viedokii, kas polari atdiiras:Es atradu vietu
ari popularajai mazikai, kaut vai pcdcja klasc, bet skaidri pateicu, ka visu
es nezinu, bet no veciem ierakstiem man patik ABBA, kuru bgrni vairs
nepazist. Es atnesu savus ierakstus, vioi atnes savi&esp. B 2010/2011).

Daja atbild¢ sakoojas svariga atzioa: nedrikst atsvedinaties no audzck-
ou interes¢m, skolotajam jabat masdienigam, citadi audzckoi atsvedinasies
no skolotaja. Daudzi pedagogi 6o uzskatu atbalsta. Tomgr ne visiM¢s
nemacam Jeit pat ne Ggrovinu. Es uzskatu, ka popularo miziku vioi var
apg(t padi. Tas ir tas lauciod, ko vioi labi zina, katrs priekd sevis vienmgr
atradis. MOsu uzdevums ir iepazistinat tiedi ar akad¢misko maziku, jo to
vioi nezinas, bet izklaidgjoda mizika mums nav jamaca. Plageris ir dlageris,
mums ir ¢tiski augstaks uzstadijumgResp. O 2010/2011).

Sarunas par priekdmeta saturu tika skartas ari citas mizikas litera-
tiras apmacibas diautnes: no kadiem elementiem sastav nodarbiba, ko
tiedi pedagogiem ir svarigi atklat savas stundas? Kopuma tika izcelti tris
satura elementi: komponista personiba, skaodarbs un laikmets. Pieredzg¢-
judie pedagogi zindja teikt, ka pcdcja joma kiuvusi aktuala tiedi beidza-
majos 10-15 gados. Materidlus analizgjot, secingju, ka par svarigiem
tiek atziti visi tris nosauktie elementi, tomgr to akcentgjums ir atdiirigs.
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Dapiem pedagogiem priekdplana izvirzits skaddarbs, citiem — kom-
ponista personiba.Es rundju k& personiba ar personibu, un m¢s rundjam
par tredo personibu. Caur personibu iepazist mazik(Resp. E 2010/2011).
Tomgr personiba deit netiek vienadota ar komponista biogréfiju, ka tas
biepi notika Iidz 90. gadiem. Centra ir komponista personiba, bet ari ar
to ir problgmas, jo mums nav tadu zinddanu par komponistu ka cilvcku,
kas bg¢rnus interesg visvairadk. Vajag padarit komponistu tuvaku,
saprotamaku, cilv¢eiskéku — pietuvinat realitatei (Resp. S 2010/2011).
loti biepi audzckoiem vajadzcja skaidrot, ka tas Mocarts, kuru mgs
macamies un klausamies mazikas literatQra, ir tas pats Mocarts, ko vidod
pats spclc(Resp. B 2010/2011).

Laikmeta iezim¢dana, kultOrvgsturiska posma ieskicgdana, pgc vai-
raku intervgjamo domam, ir nepieciedama, lai audzckoiem vieglak batu
saprast, kdpcc komponists rakstija tiedi dados un ne citos panros. Ta vieg-
lak arf izraisit audzckoos ieinteresctibu — iepazistinot ar modi, tehniskajam
iespgjam, arhitektiras pieminekiiem u. c.M(zikas skolu audzckoiem,
tatad apmc¢ram vecuma lidz 16 gadiem, grati saprast, k&pg¢c komponisti
rakstija tik vecmodigu maziku, grati aptvert, ka vidiem nebija interneta
un telefonu, ka 17.—18. gadsimta vispar nebija tik daudz tehnisko iespcju
k& misdienas. Tapcc laikmets ir nepieciedam®esp. B 2010/2011).

Lielaka daia pedagogu atzist, ka vargtu gan papladinat apglstamas
mazikas klastu, pievienojot ieskatu dpeza mazik& un popkultara, tomgr
min vismaz tris faktorus, k&pcc dobrid tas nav izdarams:

— ierobepotais laika limits;

— pedagogu nekompetence;

— nezida par ritdienu (izglitibas reforma turpinas, un skaidribas par
mazikas literatOras priekdmeta nakotni nav).

Kopuméa oemaot, intervctie pedagogi rundja par mazikas literatQru
labprat un daudz. Bija redzams ka dis jautajums ir aktuals visiem. Vieni
aizstavcja programmas satura papladinadanu, citi turpretim iebilda, ka
parék plads komponistu spektrs nevar bt piedemams. Visi atzimgja, ka
ignorgt 20. (un pat 21.) gadsimta maziku nedrikst, tomgr vietu programma
tai atrast grti — Tpadi tagad, kad stundu skaits samazinats.

bada pretruna netiedi liecina, ka kaut kas mizikas literatGras
programma tomgr jamaina p¢c bltibas, jo nav iespgjams istenot pedagogu
Toti pamatotas vglmes, saglabjot visu lidz 8im mécito.
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Méacibu procesa izmantotas darba un parbaudes formas

Taujati par darbé izmantotajam metod¢m un to maidu pgdgjas desmit-
gadgs, daudzi pedagogi atzimgja, ka pamatlinijadarba formas palikudas
nemainigas. Mdlzikas literatQras stundas arvien vgbalvena personair
pedagogs aremocionéalu stastijumu, kas inform¢ par laikmetu,
komponistu un ievada mizikas klausidanos. B1 darba forma, ka zinams,
bija noteicoda lidz pat 20. gadsimta 80. gadiem.

Dapi atzim¢ dialoga nepieciedamibu, citi pedagogi d¢ve to par
diskusiju. Lai gan dialoga efektivitate izcelta jau 70. gadu nogales
metodiskajos darbos, Latvija, pcc pieredzgjudo pedagogu atzioam, ta kon-
sekventak ieviesta, tikai sékot ar 90. gadiem. Turpretimt¢cmu spc¢l¢-
dana ir visai senas tradicijas (viens pedagogs to praktiz¢ja jau 1964.
gada). Gandriz visi respondenti atzimgja, ka tcmu iespcjams atcercties
tikai tad, kad ar to notiek darbiba — dziedadana un spcl¢gdana. Tas sakrit
ar darbibas teorijas pamatnostadngm.

Nosauktas darba formas tiek uzskatitas par ierastam, parbauditam
un stabilam. Tomgr lidz ar tehnikas progresu ari mdzikas skolu praksg
iedzivojas inovacijas, kas ietver informacijas tehnoloiiju lietojumu. T4,
piemc¢ram, jaunas paaudzes pedagogi, kuriem darba staps ir lidz 10 ga-
diem, reguléariizmantoprezentécijas. Tas, protams, saistits ar klases
tehnisko aprikojumu. Pagaidam vgl ne visas Latvijas mizikas skolas ir
pieejams dators un projektors, v¢l retak — interaktiva tafele. Viens respon-
dents pat visai kategoriski uzsvcra, kamazikas skolas ir jabt visam
nepieciedamam tehniskajam aprikojumam, kas atbilst Eiropas Savienibas
prasibam. K& arf skolas otata ir jabat programmctajam, kas kopéa ar peda-
gogu var sastadit darba programmas un palidzct piln& apjoméa izmantot
pieejamo tehniku (Resp. A 2010/2011).

Realitate gan ir tada, ka dobrid tehniski aprikot visas teorijas klases
visds mizikas skolas misdienam cieniga [imeni nav iespgjams. Tapcc pa-
gaidam par stabilu klases tehnisko aprikojumu uzskatama ta pati parasta
tafele, klavieres un mazikas centrs. Reték sastopams ir televizors ar DVD
un videoiekartu. V¢l retdk — projektors ar balto ekranu. K& pamatoti un
padkritiski noradija vairaki vidgjas un vecakas paaudzes pedagogi, pirms
aprikot klasi pcc pcdgja tehnikas vardair jaieméacas ar do tehniku dar-
boties. Jaunakie kolcii turpretim bija optimistiski noskaooti: ja klasg
bls dators un projektors, un v¢l interaktiva tafele, tad taéu blsim spiesti
iemacities to visu izmantot! Tad méacisimies un iemacisimies!
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Pedagogu viedokii dalés, rundjot par mazikas literatras stundas
izmantotam parbaudes formam Respondenti stastija gan par parbaudes
veidiem noslcguma eksamena, kas Latvija praktizcts tikai apmcram pcdc-
jos desmit gadus, gan par kontroles formam ikdiena. Zimigi, ka tiedi daja
joma konstatgjamas ka stabilas tradicijas, ta izteikti jaunas vgsmas.

Lidz 20. gadsimta 90. gadiem saskaoda ar visam centraliz¢tajam prog-
rammam galvena parbaudes formabijavielas mutiska atprasidam.
Audzckoiem bija jastasta par komponista biogréfiju un daiiradi, ka ari
par konkrctiem skaodarbiem. Protams, tas neizslcdza ari rakstiskas
atbildes. Kopd 60. gadiem mdzikas skolas, k& jau iepriekd mingts, paka-
peniski tika ieviestatgcmu spc¢l¢cdara. No 80. gadiem stabili iesakoojas
apglto skadodarbu atpazidana p¢c dzirds. Bizinddanu par-
baudes forma Latvija tiek lietota jau turpat 40 gadus. Atpazistamo mazi-
kas piemcru skaits svarstas robepéas no aptuveni 40 lidz 100 skaddarbiem.

Savukart kopd 20. gadsimta 90. gadiem populari kiuvudi dapadi testu
veidi — gan sl¢gta tipa testi (jaizvclas atbilde no piedavatajam), gan atverta
tipa testi (padiem jaieraksta prasita informacija). Nereti izmantoti arf
eseju tipa uzdevumi, nelieli sacercjumi, rakstiskas pardomas par kadu
jautajumu.

legito materialu analize iava secinét, ka, izvertgjot uzkréato pieredzi,
skolas tagad lieto praktiski visas mingtas parbaudes formas. Tomgr pe-
dagogu viedokii par mutiskajam un rakstiskajam atbildgm gan dalés.

Mutisko atbilpu piekritcji parsvaré uzsver, ka tas palidz veiksmigak
risinat audzckoiem raksturigas saskarsmes problgmas. Bdtiskakie argu-
menti ir dadi:

— prasme izteikties:Virtualaja pasaulg uzturoties, audzc¢koi vairs
nemak izteikties, runat auditorijas priekda, veidot teikumus, skaidri
formulct domu (Resp. F 2010/2011). Daja sakaré jaatgadina, ka pras-
me skaidri formulct domu arvien tikusi akcentcta ari centralizgtajas
programmas;

— audzckoa attieksmes atkladaan: Atbildot mutiski, veidojas
ciedaka, cilvgciskaka saskare ar audzgkni, ar katru individu. Testa
varianta griti iepazit atbildctaju, tests ir bezpersoniskgResp. N 2010/
2011);

— vardu krdjuma bagéatinddana un loiiskds doméadanas
attistiba: Audzgkoiem ir japrot runat par miziku. Tas ir pats gal-
venais, bet runat par maziku ir jamacas.[..] vajag macct klausities
un vardiski paskaidrot saklausito. Ta k& daja vecuma vioi ar saviem
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vardiem to izdarit v¢l nevar, tad jabalstas uz méacibu gramatu —
jamacas atstastit izlasitqResp. A 2010/2011).

Tiedam, misdienas bg¢rniem ir vgrojamas nopietnas valodas un
saskarsmes problgmas. Japiekrit arf, ka par mdziku vai komponistiem
daja vecuma runat ir grati. Un tomgr — sava starpé par pusaudpus intere-
s¢jodam lietdm vioi spgj runat veikli un aizrautigi! Tad problgmu nav. Ar
to gribu pasvitrot, ka liela loma tomgr ir personiskas ieinteresctibas fak-
toram: es varu runat tad, ja man ir interesanti, ja dis informéacijas ievakdana
un apstrad¢ esmu ieguldijis pats savu darbu un pratu.

Savi argumenti ir arf rakstisko testu aizstavjiem, un tie parsvara tiek
attiecinati uz noslgguma péarbaudijumiem:

— laika limit s:Vidiem jadod laiks apdomaties, pie tam vidi nemak
domat tikpat atri ka pieaugudie. Taja bridi, kad viens atbild, otrs
taéu nevar koncentrcties uz savu biieti — viod klauséas, ka atbild
iepriekdcjais(Resp. B 2010/2011);

— stresa situécijp: Esioti labi atceros to drausmigo stresu, kad
vajadzcja aptvert visu pasaules miziku, sakot ar baroku, beidzot ar
Vasku un Vitolu — ar visiem skaodarbiem, ar visiem komponistu
daiirades raksturojumiem — tas bija arprats. Tapcc, lai pasargéatu no
stresa savus audzgkous, izstradaju testu ar dapadiem uzdevumiem
(Resp. S 2010/2011);

— mutiskas atbildes subjektivitate: Esmu kategoriski pret
mutiskiem eksédmeniem, beidzot vidusskolu vai bg¢rnu skolu. Tas ir
tik subjektivi, cik subjektivi var blt, no viena velkam aré atbildi, no
cita nevelkam(Resp. E 2010/2011).

Pagaidam ne visai izplatita, tomgr vairakas skolas lietota audzckou
sasniegumu kontroles forma irprojekta darbs par konkrgtu tgmu.
Audzcknis var izvglgties kaut vai popularo maziku, bet t& jaraksturo no
mazikas literatOras viedokia. Badi darbojoties, p¢c vairdku pedagogu
atziodm, audzckoi var izpausties radodi: sameklicjot informaciju, izveidojot
prezentéciju, uzrakstot referatu ar attcliem vai zimgjumiem, izveidojot
plakatu. Peit priekdplana tiek izvirzita audz¢koa radoda darbiba un prasme
pastastit par sava darba rezultatiem.

Tadcjadi mdsdienas tiek atzitas un praksc darbojas dadas parbaudes
un kontroles formas: mutiska atbilde, tcmu spcl¢cdana, tcmu atpazidana
pcc dzirdes, testu sistcma un projekta darbi. Kopgja parbaudes forma
visés Latvijas skolas ir tcmu atpazidana pcc dzirdes, savukart parcjas ir
atkarigas no katra pedagoga nostadngm.
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Noslcgums

2010./2011. macibu gada veiktas intervijas ar Latvijas skolu mdzikas
literatGras pedagogiem un iegdto materidlu analize atklaja vairakas
masdienas aktualas problgcmas &1 priekdmeta pasniegdana.

Rundjot par funkcijam (mgriis: audzinat ieinteresctu un zinodu klau-
sitgju), atklgjas, ka vairumam madsu pedagogu pagaidam pirmaja vieta
tomgr ir zinddanas, neskatoties uz to, ka galvena, specifiska priekdmeta
funkcija ir mQzikas klausidanas iemaou veidodana. Uz jautajumiga iema-
cit klausities mQziku?atbilde ir iesp¢jama tikai viena —klausoties maziku!
Un ari secindjums ir viens: lai izbriv¢tu pladaku vietu un laiku mizikas
klausidanai, ir japarskata lidz dim planotais informéacijas daudzums un,
iespgjams, ari padi materiala planodanas principi. Par diem jautajumiem
ir jarund, jadiskute, jaapgdst Latvijas un citu valstu pedagogu labaka
pieredze.

Turklat, skaidri defingjot mizikas literatQras priekdmeta saturu un
saprotot kapcc, priekd kam macitaudzckoiem tiedi do un ne citu materialy
vieglak un loiiské@k bds risindma ari metodiska daia. Proti, k& rosinat
audzckous apgat skolotaja iecerctas zinddanas un prasmes, ka vairot moti-
vaciju aktivi darboties padam, kAdmacit audzckni macities Die jautajumi
masdienas ir vienlidz aktudli it visos méacibu priekdmetos, un mizikas
literatQra nav izocmums.

Un vgl pedgja atzioa. Intervijas apliecingja, ka Latvijas mizikas skolu
pedagogu radodas potences, idejas un prasmes mazikas literatlras macibu
satura veidodana ir parliecinodas, tomcr kopgjam darbam pietrikst skaidra
didaktisk& m¢ria. Neskatoties uz to, ka centraliz¢to programmu laiks ir
pagdjis, kadam Latvija ir jauzoemas atbildiba par mdzikas literatlras
priekdmeta kopgjo attistibas tendeneu un vadliniju izstradi, pedagogu
zioa atstijot konkr¢tu programmu veidodanu.

Savukart, lai veiktu vglamas izmaidas méacibu saturd, no jauna ir
jasaskaoo noslgguma un uzoemdanas prasibas parejas posmos uz nakamo,
augstako izglitibas pakéapi. Prakse rada, ka no iestajparbaudijumu prasi-
bam lield mcréa ir atkarigs katra priekdmeta saturs zeméakaja pakapg.
Iniciativai, manuprat, ir jAnék no augdas Sistcmuno lielak& uz mazéko
piedavaju tapcc, ka katrai macibu iestadei ir skaidrs, kAdumaterialu jeb
cik sagatavotu audzckni ta vglas redzct savas sienas. Turklat ne vierik
zinody, bet pirma&m kartdm cik protodu izmantot mdzikas literatdras
stundas uzkratas zinddanas un prasmes.
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The Permanent and Changing in the Contents and
Methods of the Subject of Music Literature

Aleksandra Ustjadivska
Summary

Music literature is an academic subject with long history though it is
the youngest within the system of basic disciplines of music school. Created
in Russia in 1933, it entered Latvia together with children’s music schools in
late 40-ies. The inclusion of the subject into the curricula of music schools
was well grounded as besides playing the instrument (speciality) and solfeggio
(where the main task was considered to be the training of pitch and study
of musical theory) was also heeded a subject that would open the student’s
way towards music comprehension and the sense of its esthetical appeal.

The general lines of the subject from the very start were positioned
in the centralised programmes of Moscow, they had the force of a law,
also in Latvia. The influence of the centralised programmes weakened
after 90-ies of the 20" century, when every school started to work out
their own programmes for this subject.

The interviews with teachers of music literature carried out in
academic year 2010/2011, revealed several problems inherent in the subject
nowadays. Speaking about functions (target: to educate an interested
and informed listener) it turned out that for the majority of pedagogues
exactly knowledge is in the first place, not taking into the consideration
that the main specific function of the subject is the development of listening
skills. Once it was a real problem as initially the subject of music literature
was mostly created as informative (there were no records — pedagogues
told and dictated, books appeared — assigned the students to read them,
retell the material in class, but listening quite frequently took the last
place). Nowadays such approach is morally out-dated. To the question
how to teach to listen to music?there exists only one answer — by listening
to music! In its turn it means that in order to dedicate more time to
listening, the amount of information should be reduced.

Though the times of centralised programmes in Latvia are over, some-
body must take responsibility about the development of general lines
and general tendencies of the subject of music literture leaving the develop-
ment of definite programmes to pedagogues. While working on the re-
search the interviews carried out proved that Latvian music school
pedagogues have convinsing creativity and skills of developing content
of curricula, still the common work lacks a clear didactic target.
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In order to make definite changes in the content, the final and entrance
requirements for passing from one level to the next higher level of education
must be unified anew. Possibly the initiative must come from the top. | offer
exactly this system from larger towards smaller because every educational
establishment is clear what material or how well-prepared student it wants
to see in their classroom. The praxis shows that the content of the subject
at a lower level depends on the requirements for entrance examinations.
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Citi avoti

Latvijas mQzikas skolu pedagogu intervijas Aleksandrai Ustjaoivskai (2010/2011).
Diktofona sarunu atéifrgjums autores personigaja arhiva (raksta teksta,
attiecigi — Resp[ondenti] A, B, E, G, H, O, M, S).
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