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PRIEKDVARDS

Krajums Mazikas zindtne dodien: pastavigais un mainigai€2016), ka
jau ierasts, izceias ar tematikas vispusibu. Ta sadaias veltitas dapadam muzi-
koloiijas jomam, proti, ethomuzikoloiijai, mdzikas v¢sturei, mdzikas estc-
tikai un teorijai, mdzikas pedagoiijai. Neraugoties uz 6o daudzveidibu, ir
ari vienotgjfaktors — vairums rakstu, lai kuru rubriku tie parstavctu, sniedz
vertigu ieguldijumu tiedi Latvijas un tai tuvo reiionu mzikas izpgtg. Jo Tpadi
daudz uzmanibas veltits Lietuvai, taéu dapados rakursos analizgtas ari norises
Polijas, Igaunijas, Somijas u. c. valstu skadumaksla.

Etnomuzikoloiijas rubriku ievada Vidas Palubinskienesraksts (The
Impact of Common European Ethnic Music on the Traditional Lithuanian
Repertoire of Kanklés Musig. Tas veltits kokiu radinieccm kanklgm — to
tradicionala repertuéara ipatnib&m un saikngm ar citu Eiropas tautu maziku.
Ari Alfona Motuza pctijums (Music of Mournful Lamentations in Latvia:
Local or Non-Local Tradition? ) ir nozimigs starpkultiru sakaru aspekté:
autora uzmanibas centra ir Latvijas, bet jo ipadi Latgales katoiu reiioniem
raksturiga rigto asarudziedajumu tradicija. Salidzinot to ar analogiem dzie-
dajumiem Polijas un Lietuvas katoiu vidg, A. Motuzs paup bdtiskus secina-
jumus par &1 panra raksturiezimgmRomualds Apanavies(Yoie+anéay iociéa
a d41ad00ada E1eedéoeaia imioeydité iociée Eeoad a éliva XX adéa —
fa+aéa XX| adéa: i6¢chéaguina aniaéol pieverdas etniskas mazikas liktenim
mdsdienas — tas vietai popularas mazikas ansambiu repertuara. Autora veiktais
pctijums balstits uz pladu faktoloiisko materialu un skaodierakstu analizi.
Etnomuzikoloiijas sadaiu nosl¢dz Jeienas Savickasaksts (181adaniea-oié:
id1agail noeeaaié eadioedeeacee e yaiepoee), kura aplikots viens no
vismazak apzinatajiem laikmetigas rokmazikas atzariem —t. s. progresivais
roks.

Mazikas vestures rubriku doreiz veido Lietuvas un Latvijas autoru pgcti-
jumi. Gan pagatnes izvc¢rtgjumam, gan tagadnes nozimigakajiem procesiem
veltiti Egles Peduikites-Korienefdaaieno eaoiee+anéié vddéae a Eeoad:
iglbanney eee ienney? Acaeya efoidédain Ramunes KripauskienegThe
Development of Lithuanian Piano Pedagogy raksti. Dom&jams, tie varctu
bdt rosinodi arf Latvijas taustioinstrumentu sp¢les pgtniekiem, mudinot sali-
dzinat norises kaimidvalstt un midsu zemg. Jaunaku laiku atskadotajmakslas
vesturei pieverdad. eonids Meiodiks (Aeali Ed&i&d & Naoépn Niiadoéef: a ii-
enéac 160aé oidiediaaiey iiaié 6oaieeanoadiiié daaéuiinoe ). Vioa raksts
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Mdzikas zinatne dodien: pastavigais un mainigais — VIII

par divu izcilu personibu — diriienta Sauius Sondecka un vijolnieka Gidona
Kremera — sadarbibu, 6emot vcra G. Krgmera ciedo saikni ar Latviju, pelna
ipadu uzmanibu. Raksta daudzkart citcta, L. Meidika veikta intervija ar
S.Sondecki vertiga ari pati par sevi k& viena no p¢dgjam ievgrojama mdziia
shiegtajam intervijam (S. Sondeckis miris 2016. gada 3. february).

Irgcnas Karsokienespctijums (Lithuanian Emigrants’ Role in the History
of the American Musical Theatre (FirstHalf of the 20 " Century)) atklaj mazzi-
namus faktus par Lietuvas emigrantu iespaidu uz mazikla pirmsakumiem
ASV. Tas saistodi un trapigi parada o1 panra attistibas ciedo saikni ar teatra
makslu, menedpmentu un citiem ietekmes avotiem.

No éetriem Latvijas mQzikas vesturnieku rakstiem divos iztirzati Latgales
mazikas kultdrai batiski jautajumi. Edgars Znutiod(Kordziedadanas tradiciju
attistiba un problgmas Latgalg) raksturo kordziedadanu Latgalg no latviedu
profesionalas mizikas pirmsakumu laikmeta lidz pat misdienam. Blakus
vertiga vesturiska materiala izklastam autors iezimg vairakus mdasdienas aktu-
alus problgcmjautajumus un meklg to risindjuma iespgjasValda Eakda(M{zi-
kas izglitibas atjaunodana R¢zekng (1945-1950)zvertc Rgzeknes mizikas
macibiestapu darbibu sarepiita Latvijas ve¢stures perioda — pirmaja piecgadc
pcc Otra pasaules kara. Autore iepazistina ar unikaliem, lidz 8im nepctitiem
arhivu materialiem un lidztekus sniedz ari laikmeta politiskas situacijas analizi
Baibas Jaunslavietesaksts (Rigas m(zikas dzive divu pasaules karu laika:
kopigés un atdiirigas tendencepveltits Latvijas tagadcjas galvaspils¢tas mizi-
kas dzivei (koncertdarbibai, opermakslai, mdzikas kritikai) kara apstakios.

Lidzas dapéados rakursos jau analiz¢tajam Dziesmu svctku norisgm ir
v¢l vairékas visu Latviju aptverodas kopmuzic¢danas tradicijas, to vida lauku
kapelu salidojumi. Bis pagaidam nepctitas tcmas iztirzajumam sava raksta
pievcrsiesCvalds Daugulis(Latvijas lauku kapelu koporiestris: vakar un
dodien. Vioo sniedzis visaptverodu salidojumu (t. s. Tautas mizikas svctku)
vegstures apskatu, turklat, bGdams regulars do sarikojumu dalibnieks, arf akcentg
problgmjautajumus. Lidzigi k& E. Znutida raksts, dis materials neapdaubami
batu pelnijis ne vien mQzikas ve¢stures specialistu, bet ari praktiiu — mazikas
dzives organizatoru — ievcribu.

Atdiiriga rakursa latviedu mizikas norises skartasleienas iebedevas
raksta (Dialoiiskuma izpausmes Maijas Einfeldes Koncerta altam un kamer-
oriestrim ), kas iekiauts krdjuma nédkamaja, mdzikas estctikai un teorijai
veltitaja sadaia. Autore detalizcti analiz¢ vienu no pcdcja laika spilgtakajiem
jaundarbiem, ko radijusi Latvijas Lielas mQzikas balvas laureatév. Einfelde.
Lidztekus kompozicijas formas fpatnibu un M. Einfeldes stila atklasmei raksts
shiedz nozimigu ieguldijumu gan koncertpanra v¢sturiskas evoldcijas, gan
laikmetigas mQzikas faktQras izpratnc.
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Priekdvards

Danutes Kalavinskaitespctijuméa (Elements of the Secular in Church
Music) analizctas laicigo elementu izpausmes vcrienigakaja sakréalas mazikas
panrd —mesa, turklat ipada uzmaniba dai rakursa veltita Lietuvas komponistu
devumam. Irina Gornaja (I&écase a 6eifiéié éaiddii-aiéasiilé 16¢héa:

10 Eoaéeée a1 Eaigaiaée ) un Irina Koposova (Neidiiey a 6eifiéié iochéd
doadzea OO-00I a4éia: aadeaio nefodiadcecasppievcrdas somu mazikai.
I. Gornajas pctijums iezim¢ saikni starp somu mdziku un tas radanas vidi,
savukart I. Koposovas raksts padziiina izpratni par simfonijas panra attistibu
laikmetigaja mizika kopuma.

Anna Predoiaka (180ai1861¢c0 Tiddital idiey a flasaiaiin 16¢o-

@aeuil enéonnoad: odaaesee e ifaaoisnoar) analizg vienu no laikmetigajam
operuzvedumu formam, atklajot ari tas saikni ar opermékslas tradicijam—
izvertcts amfiteatri Arena di Veronaistenotais projektsOpera un ledus Vladi-
mirs Babariko (O 6aé0068i00 TiTaaiiifioyo iieésdtie+anéié aayiiié iogciée )
raksturo bajana — v¢l ne tik sena pagatng tipiska sadzives mizikas instrumenta
jaunas izteiksmes iespgjas laikmetigaja akad¢cmiskaja mazika, jo ipadi poli-
fonas doméadanas ietvarosAlla Subotnaja (John Cage: Music of Changes or
Changes in Musig analiz¢ nejaudibas principa izpausmes Dpona Keidpa daii-
radg, akcentcjot to saikni gan ar dzenbudismu, gan matematiskas varbdtibas
teoriju; savukart Svetlana Mozgota (Eadaaidey idifodaifioda a i6¢iéd
éfiinceoidia O0 adéa ) peta telpiskas dimensijas izjltu, iezZimgjot tas mijiedarbi
ar 20. gs. mlzikai un makslai kopuma raksturigiem satura motiviem\Valcrijs
Mozgots (Homo Musicus as an Object of Historical and Sociocultural Research
piedava kodoligu, koncentrctu rezumcjumu par dapadu laikmetu mizikas
galveno varoni —autora formulgjuméa, homo musicus

Mazikas pedagoiijas rubriku ievada Lolitas Jolantas Navickienespcti-
jums (The Parity of Educational Aims: The Potential of Methods of Personal
Meaning and Emotional Imitation in Structuring Music Class). Tas iztirza
atsevidius visparcjas mizikas izglitibas aspektus un lidztekus teorijas izklas-
tam ietver interesantus, inovativus praktisko nodarbibu un uzdevumu pie-
mcrus. liedres Gabnites (Music School Teachers’ Professional Attitudes as
a Projection of the Perspective Education: Aspects of Music Content and
Spread of Innovation), Jolantas Abramauskienes, Rasas Kiriauskien¢€horal
Singing in Lithuania and the Profession of Music Teacher: Traditions and
Innovations) un Estas Rdtas UrbonavieienegNon-Formal Education: Chal-
lenges and Opportunities of the 22 Century in LMTA Music School ) raksti
veltiti dapadiem mazikas pedagoiijas augstskolu darbibas aspektiem; tie
tapudi uz socioloiiskas izpctes (aptauju) bazes. Vienu no izsmeiodakajiem
pedagoiijai veltitajiem pctijumiem veidojudi lietuviedu autoreVaiva Jucevi-
elte-Bartkeviéiene igauniete Katri-Lisa Vainio un soms Timo Pihkanens
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Mdzikas zinatne dodien: pastavigais un mainigais — VIII

(Similarities and Differences in Lithuanian, Estonian and Finnish Formal
and Non-Formal Music Education System$. Viou atzidas par triju valstu
formalas un neformélas mazikas izglittbas plusiem un minusiem varctu bt
vcrtiga viela ari salidzinodai Latvijas mlzikas izglitibas sistcmas analizei.

Polijas muzikoloiisko domu doreiz parstavMireka Kordovska pctijums
(Eiitaaoee a 16aaidoiié, 1daaiecaseliilé & 1adaciaacdediie aayodsi-
iifioe & fi6&da alnepaal 1adaciaaiey ia ideiddd 4ea-ayiaa UAM WR & Ea-
éégd). Balstoties uz savu ilggadcjo praktiia pieredzi, autors raksturo vioa
vadita bigbenda darbibu Adama Mickeviéa Universitates Pedagoiijas un
Makslu fakultate, k& ari formulg vairadkus problgmjautdjumus un piedava
vingrindjumu komplektu ndkamo bigbenda dalibnieku apméacibai.

Viss iepriekd minctais Tauj secinat: krgjumaMizikas zinatne dodien:
pastavigais un mainigai¢2016) ietver rakstus, kas var b{t saistodi gan muzi-
koloiiskai auditorijai un starpdisciplinaro nozaru p¢tniekiem, gan dapadu
jomu mazikas pedagogiem un citiem interesentiem.

Baiba Jaunslaviete
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|. ETNOMUZIKOLOIIJA

The Impact of Common European Ethnic Music
on the Traditional Lithuanian Repertoire
of Kanklés Music

Dr. Ethnology Vida Palubinskiené

Professor at Lithuanian University of
Educational Sciences, Faculty of Education

Introduction

Instrumental music started to be gathered and analysed much later than
vocal music. There is a lesser amount of instrumental music collected because
it could only be written down by researchers who were proficient in doing
that, and, at least in the beginning and the first half of the 20" century, there
was a lack of such experts. Moreover, the researchers of the second half of
the 19" century and the first half of the 20" century obviously paid more
attention to the oldest layers of melodies. Instrumental music, which consisted
of more common national dance music that appeared in Lithuania in the
second half of the 19" century and the beginning of the 20" century, probably
seemed less special and less important for the analysis of ethnomusic.

Using the latest typology and research methods of kanklés, we present
a brief history of the research on kanklés. While studying the interaction
between ethnic and common European traditions in the repertoire of the
Lithuanian kanklés music of the 19" century and the early 20" century, many
common features have been noticed in genres and means of expression between
the music of kanklés, violins and bellows instruments (concertina, accordion).
Itis obvious that kanklés music has been influenced by music of bellows in-
struments (concertina, accordion). Kanklés players retained the main features
of song melodies of western Aukdtaitija (Highlanders), Pemaitija (Lowlan-
ders) and Suvalkija (Sudovian): dominating major tonalities, homophony,
simple rhythmic structure and metre. Songs that are played on the kanklés
almost remained unchanged and retained the character of vocal music. There-
fore, we can state that songs of this type did not become an independent
genre of the instrumental repertoire.

11



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

K%k

The collection and research of ethnic instrumental music in Lithuania
started only in the beginning of the 20" century (Sabaliauskas 1904), whereas
the first references to vocal music reached us from the sources of the 16
century (Stryjkowski 1582). The volume of collected instrumental music is
considerably smaller since it could have been recorded only by researchers,
who were well aware of music notation (Palubinskiené 1998). In the first
half of the 20™ century the researchers mainly focused on the most archaic
music or the one that was considered to be archaic. Ethnic instrumental
music, which mainly consisted of common national dance melodies and
started to spread in Lithuania at the end of the 14" century after the intro-
duction of Christianity (Kirdien& 2005), was most probably regarded as less
unigue and important to ethnomusicological research (Palubinskiené 1998).
At the end of the 14" century — the beginning of the 13" century a great
number of musicians from various European countries began to visit Lithu-
ania and to travel in it, whereas Lithuanian musicians would visit other
European countries (Kirdiené 2005) as well. Hence, common dance melodies
started to spread all over the country. Instrumental links of folk dances of
Lithuanians and other European nations (Kirdiené 2005), traditional fiddle
music of Lithuanian seaside regions (Kirdiené 2008), folk fiddle playing in
Pemaitija (Kirdiené 2000), the peculiarities of repertoire of fiddle players in
the district of Teldiai (Kirdiené 2007: 162-178) were exhaustively analysed
by ethnomusicologist Gaila Kirdiené. The examples of instrumental ethnic
music are presented and discussed in the reference bobletuvig liaudies
muzikos instrumentai (“Lithuanian Folk Music Instruments”) by Marija
Baltréniené and Romualdas Apanaviéius (Baltréniené, Apanavieius 1991).
Irena Dileikiené studied issues related to music instruments of foreign origin
in Lithuanian folk customs in her article Atnedtiniai muzikos instrumentai
[...] (“Music Instruments of Foreign Origin [...]"; Bileikiené 1991). The over-
view of the data collected during the first ethnic instrumental expedition
(etnoinstrumentiné ekspedicija 1987), organised by Ethnic Music Institute,
was presented by Antanas Audkalnis in his articl®iaurés vakarg pemaiéig
instrumentinis liaudies muzikavimas(“Instrumental Folk Music Playing in
North-Western bemaitija”; Audkalnis 1990). In his book Kaimo armonikos
(“The Rural Garmons”), Albertas Baika analysed the repertoire of later com-
mon-European origin for garmon players in Northern Lithuania (Baika 1994).
Non-systemic information on Lithuanian kanklés and its players may be
found in the collective monograph Senosios kanklés ir kankliavimag“Old
Kanklés and Kanklés Playing”; Apanavieius, Alenskas, Palubinskiené, et al.

12
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1994) and in the work Tradicinis kankliavimas (“Traditional kanklés music”;
Tarnauskaité-Palubinskiené 2001) by the author of this article, where she
analysed techniques of kanklés playing, presented information on the old
kanklés players and their repertoire. Her monographKanklés lietuvig etninéje
kultGroje (“Kanklés in Lithuanian Ethnic Culture”; Tarnauskaité-Palubin-
skiené 2009) aims to reveal the multisided socio-cultural spread of the pheno-
menon, its dynamics and role in the Lithuanian ethnic culture in the second
half of the 19'" century — the beginning of the 2F century. The author made
an attempt to carry out the research on Lithuanian kanklés and kanklés
playing as an integral part of culture. Other articles by the aforesaid author,
which focus on the study of Lithuanian ethnic instrumental music, should
also be mentioned (Palubinskiené 2007; Tarnauskaité-Palubinskiené 2012,
2014).

The overviewed works discuss Lithuanian ethnic instrumental music
playing from one or another aspect as well as consider separate musical
instruments and their music. However, no comprehensive research on the
repertoire of kanklés has been conducted as yet.

The object of the research the repertoire of Lithuanian traditional
playing of kanklés.

The goal of the research to carry out the research on the impact of
ethnic music performed with common European instruments (fiddles and
garmon) on traditional Lithuanian repertoire in the second half of the 19"
century — the first half of the 20" century.

Methods: the comparative analysis, generalisation.

Key words: traditional kanklés, violin, bellows instruments, ethnic music,
kanklés players, repertoire.

Characteristics of the repertoire played on kanklés
in Western Aukdtaitija, Pemaitija and Suvalkija

On the basis of archival materials, the data of Lithuanian Folk Culture
Centre, Lithuanian Music and Theatre Academy and the expeditions orga-
nised by Ethnic Music Institute, it can be concluded that under the conditions
of changing traditions of ethnic music playing, the most specific feature of
old music, i.e. polyphony, and the introduction of common European music
instruments (fiddles and garmons) had a considerable influence on kanklés
music played in Western Aukdtaitija, Pemaitija and Suvalkija. The type of
repertoire and its changes were conditioned by dance music played on inter-
national musical instruments and by fashion in dances, which prevailed in
the second half of the 19' century — the first half of the 20" century, as well
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as by the geographic location of Lithuania. Central Europe had the most
significant influence on Western Aukdtaitija, Pemaitija and Suvalkija.

Prior to the 1930s, the repertoire played on ethnic and international
instruments mainly consisted of common European dances. In the Z0century
the garmon prevailed and finally modified the peculiarities of ethnic music
played on kanklés, whereas ethnic music influenced traditions of garmon
and fiddle playing (Palubinskiené 2007: 143). Hence, international instru-
ments (garmon and fiddle) adopted the music played on ethnic instruments
(kanklés), whereas the latter assimilated foreign music and modified it to
the repertoire for ethnic kanklés.

The author of the article makes an attempt to compare music of songs
and dances played on kanklés in Western Aukdtaitija, Pemaitija and Suvalkija
with songs and dances played on Lithuanian accordion with regard to genres
and peculiarities of the means of musical expression. There is a ground for
such comparison because melodies played on kanklés have a lot of similarities
with music of garmons (sometimes that of fiddles) in terms of their texture,
rhythm, harmony, form and classification.

As it has been mentioned, common European instrumentation and com-
mon European dance genres resulted in considerable changes in Lithuanian
folk instrumental music. The fiddle is thought to have arrived in Lithuania
first. First references to it were made in historical documents in the beginning
of the 14" century (Kirdiené 2001: 148); however, only in the 19" century
the fiddle became the main musical instrument in the countryside (Palu-
binskiené 2007: 144).

The garmon may have been introduced to Lithuania through the ports
of Klaipeda, Riga and Libau (nowadays Liepaja) from Germany in the 4"
decade of the 19 century. Very soon German and Austrian two-row diatonic
accordions spread in the Lithuanian country. It was rather easy to learn to
play simple melodies and dances. By the ¥9century, musical instruments
were seldom used in folk dances and games. According to Jadvyga Eiurlio-
nyté, “the deeper we penetrate into the past, the less significant role is played
by musical instruments in ceremonial dances” (Eiurlionyté 1969: 151). Since
fiddles and garmons provided a lot more possibilities of musical expression
compared to old Lithuanian folk musical instruments, they gradually started
pushing them out and replacing traditional music instruments.

The common European dances such as polka and waltz, which were
prevalent at that time, had a marked impact on instrumental dance music in
Lithuania in the 19" century. Having undergone slight modifications and
adopted rhythms, melody, tempo, etc. of Lithuanian songs and dances, the
polka eventually became a Lithuanian folk dance, whereas musicians adapted
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household songs and romances of the later period to the waltz. Polkas as
well as waltzes are considered to be Lithuanian by the majority of Lithuanian
folk musicians. The march also occupied a significant place in instrumental
folk music, which is thought to have reached daily life of Lithuanians from
martial music (Baika 1994: 88), when soldiers, who returned home from
their military service, used to play the music they had heard there.

The comparison of the variants of the same melody types has revealed
that the initial parts of the polkas are stable, whereas the second and the
third ones present different versions of the melody. For example, there may
be a polka that is widespread not only in Lithuania but also in Denmark,
Scotland or the USA. The variants recorded in Lithuania are performed on
kanklés, fiddles and garmons (Garsonas 1999: 99). For example, the variant
of polka? recorded in Sweden is almost identical with the polkd by kanklés
player Simonas Popiera

The biggest volume of music for kanklés, as well as for garmon and
fiddle is found in household music, which may be divided into three sub-
groups according to their function: 1) dances, 2) songs, 3) marches. Round
dances were not ascribed to a separate sub-group because they were seldom
performed on kanklés, garmons and fiddles. Their dancers used to sing them-
selves; therefore, they did not need any accompaniment.

On the basis of stylistic features, music for kanklés, garmons and fiddles
was classified as: a) common Lithuanian, b) local, ¢) music of common-
European origin, d) music of Polish origin, €) music of eastern-Slavonic origin,

f) created by authors (particularly characteristic of Suvalkian music). Kanklés
were mainly used to accompany songs and church hymns, whereas garmons
and fiddles were seldom used as accompanying instruments. Garmons accom-
panied only those songs, in which chords could have been adaptéd

The majority of musical compositions for kanklés, garmons and fiddles
had the same genre-based names: polka, waltz, march, etc. The fact whether
dances were entitled or not allowed to make a conclusion about a musician’s
evaluation of one or another musical piece. National dances had names in
the majority of cases:suktinis, klumpakojis. The names were given to polkas
and waltzes due to various reasons. For example, a musician created a new

1 LLKC ChFR P230-2(1); e.g. 21 (hereinafter see the explanations of the abbre-
viations at the end of the article).

2TD, p. 310, encr. by Jadvyga Eiurlionyté.

3 Simonas Popiera (born in 1900), Saliamo Blda village, Sasnava rural district,
Marijampolé country; year of death unknown.

4 Comment of Dr. Albertas Baika, 2004.
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dance and others started calling it by the name of the author Nikita ) or
named it after the profession of the musician Piaueiug'Shoemaker”).

A big number of musical works used the first words of lyrics as the
name of the song, for example, the songs likdryssesulé{"“Three Sisters”),
Kas subatos vakarél{“Every Saturday Evening”), Verkia tévas motinéla
(“Dad and Mom are Crying”) or Ausk, moéiute drobeles(“Mom, Weave
the Cloth”). Sometimes polka may be danced according to the melody of
the song and musicians, willing to upraise dancers’ mood, used to sing one
verse of the song alone or together with dancers, for example:Pirdleli tavi
plaks, tavo krauja dunes laks, kam supirdai dukterélae, koka vyra anai davei
(“Matchmaker, you will be whipped, dogs will drink your blood, why you
matched up my daughter, why you gave such a husband to her”). In that
way the instrumental dance music is naturally supplemented by vocal music.

Titles of dances make up a specific group of dance titles. They either
lack any link with the content of music and dances or that link is very weak
and, to some extent, programmatic. The examples are the polkaBvies mélyné
(“The Azure will Shine”), Rupavais kradtais(“Pink Edges”), Tamta tedri,
Kalakutg bardkalg polka (“Polka of Turkey Rattles”). In some cases, the
name of the dance may indicate a certain dance element, for examplBuktinis
(“Twist”), Krypiokas (“Criss-Cross”), i.e., they refer to typical movements
of dancers. Sometimes musicians would sharply quip during merry-makings
and would give such names to dances &Silig ® mergos durnos buvo(“Bints
of Gilés were Stupid”). Instrumental musicians would sometimes give humo-
rous names to dances according to one or another alcohol drink, for example
Dbalabana%

The repertoire of musicians also contained the titles of Slavonic origin,
e.g., the dancePadudeekd“Small Pillow”, played by the kanklés), Rusidkas
valsas(“Russian Waltz”, played on the garmon).

The influence of ethnic music played on common
European instruments — fiddles and garmons — on songs and hymns of
Western Aukdtaitija, Pemaitija and Suvalkija

The melodies played on musical instruments are closely linked to Lithu-
anian folk songs. In both cases minor intervals, i.e. seconds, thirds, fourths
and fifths, prevail. The melody range of kanklés and folk songs seldom
exceeds the octave and most frequently reaches the sixth. Therefore, the

5 Gilés village.
5 A light alcoholic drink.
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songs played on kanklés did not undergo any significant changes. The broad
range of garmon encouraged musicians to change melodies. Gradually the
majority of them acquired an obvious instrumental nature: their range and
melodic intervals expanded (Baika 1994: 100).

It is interesting to compare how the songKas subatos vakarél§‘Every
Saturday Evening”) changes played on the kanklés and the garmon:

Example 1. The songKas subatos vakarélg“Every Saturday Evening”).
The kanklés was played by Stanislovas Abromaviéius, LTR pl. 731 (23),
set 2944 (57); recorded by Vida Palubinskiené

This example shows that some melody notes are enhanced by the six-
teenth notes. Thirds, tonic and subdominant triads and their inversions are
used while accompanying. The song played on the kanklés and the garmon
start in the same way, i.e. with the fifth of the tonic triad:

Example 2. The songKas subatos vakarélq“Every Saturday Evening”).
The garmon was played by J. biulys, KLF 87-45;
recorded by Albertas Baika

The song played on the garmon significantly differs from the one played
on the kanklés. The melody is enriched with various tunings, short notes
and rhythmical deviations, which make it unrecognisable.

The compositions for kanklés and garmon with the lowered seventh
scale degree, which provide the melody with the mixolydian modeare very
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rare in Pemaitija and Suvalkija. Although this mode is very common in
Lithuanian folk songs, the musicians apply it rather seldom.

The third interval is the most frequently used in the chords played on
kanklés and garmons. The major third in instrumental folk music played a
significant role in the melodies of later period and in the vertical chord
structure of polyphonic major songs as a constant note in the diatonic scale
(Eiurlionyté 1969: 202). Such a broad application of thirds has deep-rooted
traditions that get back to Lithuanian folk multi-voiced homophony. The
second voice of Lithuanian folk two-voice and three-voice songs forms
parallel thirds with the first one.

Example 3. The songVerkia tévas motinéla (“Dad and Mom are
Crying”). The kanklés was played by Pranas Dargis, | EE EIA;
recorded by Nida Visockaité

The song may be performed without the accompaniment of the kanklés.
However, such a variant of parallel thirds as simplified and different accom-
paniment of the second voice was characteristic for the songs of bemaitija.

Parallel thirds and their sequences are very frequently, or, to be more
exact, even always used in the kanklés music, whereas they are played on
the garmon only in case it is convenient to play them.

The fourths are typical for the melodies of Lithuanian folk songs. This
fact is thought to have had influence on instrumental music as well.

The songs accompanied by the kanklés may be compared to Lithuanian
folk songs and religious songs. The kanklés’ accompaniment is relatively
simple: the kanklés are played in the same way as the songs are performed.
In most cases, two voices in parallel thirds are played. Sometimes kanklés
players use single sixteenths or an accord to enrich their melody.

Such accompaniment to songs and religious songs depends on the tech-
nical abilities of a musician as well as on his or her wish and ability to
improvise.
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Example 4. The songbermukdnélis(* Little Wild Ash ).
The kanklés was played by Stanislovas Abromavieius, TD p. 314;
recorded by Jadvyga Eiurlionyté

When performing songs and religious chants, kanklés players preserved
the most important features of melodies characteristic of Western Aukdtaitija,
Pemaitija and Suvalkija: prevailing major, multi-voiced homophony, simple
rhythmic composition and meter. The songs played on kanklés remained
the same as the sung ones and, therefore, did not become independent instru-
mental compositions in the repertoire of kanklés music.

Influence of ethnic music played on
common European instruments — fiddles and garmons — on dances of
Western Aukdtaitija, Pemaitija and Suvalkija

Besides folk songs, the tradition of playing the folk fiddle significantly
influenced melodies for kanklés and garmon. The fiddle and instrumental
ensembles consisting of fiddle and kanklés, fiddle and garmon were parti-
cularly popular in Pemaitija. Therefore it should come as no surprise that
kanklés players and garmon players, who were also able to play the fiddle
(there were a lot of such musicians), adopted the ornamentation of a broad
scale, melismata and appoggiaturas (Palubinskiené 2007: 147).

Gaila Kirdiené&, a researcher who has studied fiddle music, states that
common features of instrumental dance music in Lithuania and other European
countries may be perceived as “a consequence of multisided links of music
culture”. The analysis of variants of the danceKlumpakojis showed the simi-
larities in the form, meter and rhythm, principles of melody modelling, more
or less stable melodic forms, tune structures, types of texture and stylistics
of playing, such as intonation and articulation (Kirdiené 1997). Ona Rudieng,
Stanislovas Krueas and kanklés players from Skriaudpigliked to play Klum-

7 AA, recorded by Vida Palubinskieng, 1995.
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pakoijis. The variants of Suktinis, Bocasand Klumpakojis performed on the
kanklés are identical to the ones played on the garmons and the fiddles.
The extract from the danceAngeléikas(“Little Angel”) is presented below:
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Example 5. The danceAngeleikas (“ Little Angel "), extract.
The kanklés was played by Stanislovas Abromaviéius, LTR set 2587 (9),
1226 (46); recorded by Jadvyga Eiurlionyté

This recorded melody played on the kanklés by Abromaviéius starts
with the shift from the fourth of the F major scale to the prima of the subdo-
minant. At the end of the first measure there is a descent from the tonic fifth
to the dominant fifth and then there follows the ascent from tonic third to
the third of subdominant, etc.

Further, an extract from the Polka played on the garmon is presented:
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Example 6. An extract from the dance Polka. The garmon was played
by Maryté Karpudkiené&, KLF 98-39; recorded by Albertas Baika

The ascents starting with the fifth degree of the E major scale are charac-
teristic of this melody. Further the melodic line continues to ascent and descent
only in narrower intervals.

Both melodies are based on broad ascents usually used in folk fiddle
compositions. It is thought that garmon and kanklés players borrowed the
style of playing from fiddle players (Tarnauskaité-Palubinskiené& 2001: 58)
and, additionally, kanklés player Stanislovas Abromaviéius was an excellent
fiddle player and garmon player, Maryté Karpudkiené used to play duet
with her husband — a fiddler. Therefore, influence of fiddle playing on the
repertoire for kanklés music is obvious.

The extracts from the Abromaiéig polka (“Polka of the Abromaieiai”)
performed by the fiddle and the kanklés are presented for the comparison:
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J=05
O — = I
Smuikas W% A ' Ff-_—
N ) 1 | L T =' ; 3
Ol TR ) —
Ho — = = M=
Kanklés w —— m%ﬁﬁ
o e
9, 1 a— = . o =
e ]
— —— —
gy —1 | = T = —
S i Er
LY ===

Example 7. An extract from the dance Abromaieig polka (“Polka of the
Abromaieiai”). The fiddle was played by Stanislova Abromavieidté,
the kanklés was played by Stanislovas Abromavieius, LTRF pl. 733 (5);
recorded by Rita barskiené

In other melodies performed on kanklés and garmon, the similar instru-
mental character is emphasised by means of the sounds that form the tonic
triad, e.g., in the kanklés dancebvirblelis® (“Small Sparrow”) and in the
garmon danceValsas (“Waltz”). Similar descents sound in other compo-
sitions performed on kanklés and garmon as welP.

The link of tonic, subdominant and dominant triads may be noticed in
compositions played by Lithuanian kanklés and garmon musicians. The biggest
group of melodies consists of compositions, which most frequently start with
the first, the third and the fifth scale degree. The sixth and the fourth degrees
are rarer. This complies with the prima and the third of the subdominant
triad.

No melodies played on kanklés and garmon that start with the second
and the seventh degree have been found in Pemaitija.

8 The dancebvirblelis (“Small Sparrow”); LTR set 2587 (16), 1226 (51); recorded
by Jadvyga Eiurlionyté. The kanklés was played by Stanislovas Abromavigius.

9 The danceValsas(“Waltz"); KLF 97-28; recorded by Albertas Baika. The garmon
was played by Maryté Karpudkiené.

0 The danceValsas(“Waltz”); TD p. 313; recorded by Jadvyga Eiurlionyté. The
kanklés was played by Kazimieras Masaitis; the danc&imnazistg valsas(“Waltz
of Gymnasium Students”); KLF 360-23; recorded by Albertas Baika. The garmon
was played by Aleksandras Kriuka.
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Kanklés and garmon music most frequently ends with the third scale
degree and less often with the first and the fifth degrees. It is thought that
the finalisation of the melodic line with the third scale degree could have
derived from the folk two-voice and three-voice homophonic singing, which
prevailed in bemaitija and Northern Aukdtaitija (Baika 1994: 105).

Due to the convenient way of playing, parallel thirds are of particularly
higher prevalence in kanklés melodies, whereas in the repertoire for garmon
they are a rare phenomenon (Tarnauskaité-Palubinskiené 2009: 234).

Duple, triple and quadruple meters prevail in Lithuanian kanklés and
garmon music. The duple meter is the most common kind of meter but the
changes in it are also observed. The changing meter brings them closer to
Lithuanian folk songs.

Upbeat is never (with extremely rare exceptions) used in Lithuanian folk
dances. This is a very specific feature of Lithuanian folk music. If upbeat is
found, it is obvious that it has been added artificially.

Though syncopation in Lithuanian folk melodies performed on kanklés
and garmon is common, differences in its application vary from one Lithu-
anian region to another. Among compositions for garmon, rhythmically
characteristic syncopation between measures is observed in national dances,
polkas, waltzes and foxtrots (Baika 1994: 113). The syncope is most fre-
quently used in the middle of the measure in melodies for kanklés.

Melodic ornaments, such as a short note before the main note (appog-
giaturas), are used by musicians playing the kanklés and the garmon. Kanklés
players perform melodic ornamentations plucking the covered strings, which
are not needed for consonance, by the first, the second and the third finger
of the left hand. Appoggiaturas embellish various parts of the measure; most
frequently they appear in the first parts. Garmon players apply ornaments
of two and very rarely three appoggiaturas.

zi
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Example 8. The danceVeseliné daina(“ Wedding Song’), extract.

The garmon was played by Juozas Belejinas, KLF 92-1;
recorded by J. Maponaité
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Itis particularly challenging to play such melodic ornaments on kanklés.
The comparison of the harmonic ground of melodies performed on kanklés
and garmon has revealed that in both cases the same tonic (T), subdominant
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(S) and dominant (D) functions are employed. Most frequently the following
harmonic formulas are used: T-T-D-T, S-T-D-T, T-S-T-D-T, T-S-D-T, T-D-T,
T-D-T-D-T, T-D-D-T, whereas D-T-D-T is used less frequently. Sometimes
musicians play harmonic compounds, which do not comply with the norms
of classical harmony, e.g., the subdominant function is used after the domi-
nant one (D-S). Such a compound in the repertoire of Lithuanian folk musi-
cians is not episodic and is used on a stable basis in the recurring harmonic
formulas: T-D-S-T-D-T, T-D-S-T, T-D-S-D-T (Baika 1994: 127). However,
such formulas have not been identified in the repertoire for kanklés under
discussion.

The predominance of major is noticed in Lithuanian folk compositions
for kanklés and garmon, though the major chords of the second degree are
occasionally used, too. Some compositions contain seconds as a harmonic
ground.

Such seconds mainly prevail in the glees of North-western Aukdtaitija
and in some compositions played by Simonas Popiera (Suvalkija) and Stanis-
lovas Abromaviéius (Pemaitija). (This could have been conditioned by the
chosen method of string coverag®). It is thought that the sung and instru-
mental (panpipes, horns, kanklés) glees of North-western Aukdtaitija may
have undergone the influence on instrumental music in other regions (Palu-
binskiené 2007: 158).

Seconds in kanklés and garmon music tend to be major.

A fifth interval and an octave are seldom observed in garmon music,
whereas they are never used in kanklés music. The tonic, the dominant and
the subdominant chords are sometimes applied in garmon cadences. On the
other hand, chords in kanklés music perform a significant role. This mainly
depends on the construction of kanklés and the techniques of playing. To
perform chords on the garmon using the right hand is rather complicated,
whereas to do this on kanklés is convenient.

The compositions for kanklés and garmons usually have the form similar
to a couplet structure. The garmon melodies consist of 1-4 parts, which
make up a period. Kanklés music is characterised through a period consisting
of 2, 3 or 4 sentences. Other forms (suites) are typical only of quadrilles for
the garmon and of some waltzes, whereof their structure is similar to the
form of variations.

The compositions for kanklés and garmons most often consist of two
contrastive parts (or sentences), which are connected into a simple binary
form. This is a characteristic of all kinds of folk and professional music. The

11 Comment of Prof. Dr. Marija Baltréniené&, 1997.
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main difference is that folk musicians play both parts of such melodies in the
same mode, whereas in professional music the contrast between parts is
most frequently enhanced with the help of different modes. Only in very
rare cases folk melody is begun not with the main mode but with the function
of the subdominant.

Similar to folk songs, the second or both sentences are repeated in instru-
mental music as well; only the first sentence is repeated less frequently.

The formulas of the structure of melodies for garmon may be written
down as: A, AB, ABA, ABAC, ABACA. The structures of four phrases were
used in compositions:abab,, aba b,, abacwere often observedabcdor abac—
less frequently, andaa,a,b, aa bc, abch, aa ab were used very rarely

The formulas of the structure of kanklés compositions may be presented
as follows: A, AB, ABA, ABC , whereas the structure of melodic phrases
may be characterised asa, abb, ag, abb,, aabb, agbb,, abcd, agbcd, less
frequently as aa bb, bb,, abbbb,b,, and very occasionally asaaabb,b.c,
aaaabb, bb,, aaaabbcg.

Before playing the kanklés and the garmon, musicians sometimes used
to improvise a short introduction. Those introductions were of various kinds:
from one or two chords (like in Padudeek® / (“A Small Pillow”) to several
accords or measures (like the introduction ofSenukg polka® (“Old Men’s
Polka”) or the simplest three accords: T-T-T, T-D-T. Such introductions are
thought to be a trial for the instrument and an occasion to supple fingers
(Tarnauskaité-Palubinskiené 2009: 243).

Musicians, who play the kanklés and the garmons, use certain features.
The features of the compositions played depend on the type of the instrument,
the technical characteristics of a musician and the genre of a composition.
The garmon may be played partially pushing the buttons, its bellows may be
‘quivered’ and this instrument may play staccato, legato, tenuto, portatd*,
etc., whereas the kanklés may only perform features and accents non legato,
legato (playing slowly)®.

12 DancePadudeekd“Little Pillow”); LTR set 2587 (11), 1226 (48); recorded by
Vida Palubinskiené. The kankléswas played by Stanislovas Abromavigius.

13 Dance Senukg polka(“Old Men’s Polka”); KLF 98-11; recorded by Albertas
Baika. The garmon was played by B. Zalagénas.

14 Staccato — notes are short and abruptly disconnected; legato — notes are played
or sung smoothly and connected; tenuto — notes are held to the full time value and
strength; portato denotes a smooth, pulsing articulation.

15 Non legato — notes exactly retain the length, but are still detached. Accents:
marcato is to be played louder or more forcefully than surrounding music; sforzando-

a sudden, strong emphasis.
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Having analysed the archival and the written sources as well as the
material of the ethnic-instrumental expeditions, it can be stated that kanklés
players in Auk®étaitija, Pemaitija and Suvalkija used to play therepertoire
that consisted of popular compositions and prevailed in
daily folk life. Songs, religious songs, romances, dances
and improvisations occupied a significant place in their repertoire.
These facts show that the influence of Western European culture was also
observed in the repertoire of kanklés players.

Conclusions

1. The research on the instrumental music of the second half of the 1'9
century —the first half of the 20" century revealed that the repertoire of
traditional kanklés music underwent changes, when the garmon, the
fiddle and homophonic music started to prevail. The nature and the
change of the repertoire was predetermined by the dance music played
on common European instruments in the second half of the 19 century —
the first half of the 20™ century, as well as the geographic location of
Lithuania. The most considerable influence of Central Europe was obser-
ved in Aukdtaitija, Pemaitija and Suvalkija.

2. The overview of the presented dance melodies allows concluding that
there are no considerable differences in separate dance melodies perfor-
med on the kanklés, the garmon and the fiddles. A number of variants
of melody types may be related both to melodies recorded in Lithuania
and to ones recorded in other European countries.

3.  When performing songs, kanklés players preserved the most important
features of melodies ascribed to Western Aukétatija, Pemaitija and Suval-
kija such as prevailing major, homophonic polyphony, simple rhythmic
structure and meter. The songs played on the kanklés remained the
same as the sung ones and, therefore, did not become independent instru-
mental compositions in the repertoire for the kanklés.
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Eiropas tautu mazikas vispargjo iezimju ietekme
uz lietuviedu kankiu tradicionalo repertuaru

Vida Palubinskiene

Kopsavilkums

Tautas vokalas mlzikas vakdana un analize Lietuva aizsakas krietni
agrak neka instrumentalas mazikas apzinddana, kas savukart noritcja ari
gausék un nepilnigak: daja lauka varcja darboties vienigi pctnieki, kuri spcja
pietiekami precizi pierakstit instrumentalo mdziku, un 20. gadsimta pirmaja
pus¢ dadu ekspertu nebija daudz. Turklat 19. gadsimta otras puses un 20. gad-
simta pirmas puses pctnieki galveno uzmanibu pievgrsa melodiju senéakajiem
sladiem. Instrumentala mdzika, t. i., galvenokart lietuviedu tautasdeju melo-
dijas, saka intensivi attistities tikai kopd 19. gadsimta vidus, tapc¢c pctniekiem
a1 joma diita mazak Tpada un tautas mizikas analizei nenozimiga.

Raksts veltits vienai no svarigakajam lietuviedu instrumentalas mdzikas
jomam — kankiu mazikai. Pc¢tijuma objektsir lietuviedu kankiu tradicionalais
repertuars.

Pctijuma mgriis ir analiz¢t Eiropas instrumentalas (vijolei un harmo-
nik&m sacerctas) tautas mazikas ietekmi uz lietuviedu tradicionalas mazikas
repertuaru 19. gadsimta otraja un 20. gadsimta pirmaja pusc.

Izpctesmetodesir salidzinoda analize un visparinajums.

Raksta sniegts parskats par lidzéingjiem pctijumiem, kuros dapados
aspektos analiz¢ta lietuviedu tautas instrumentala mizika, ka arf atsevioii
mazikas instrumenti un to repertuars. Tomgr padziiinati pctijumi kankiu
mazikas joma vg¢l nav veikti.

Izpctes gaita tika konstatcts: kankiu mizikas tradicionalais repertuars
mainijas period4, kad popularitati guva harmonikas un vijole. Biem instru-
mentiem sacerctas dejas neparprotami ieinterescja ari kanklgtajus. Nozimigs
faktors, kas stimulgja jauna repertuara apguvi, bija Lietuvas ieografiskais
stavoklis. Vislielaka Centraleiropas tautu mazikas ietekme novgrota Auko-
taitija, Pemaitija un Suvalkija.

Aplakojot Eiropas tautu tradiciju mijiedarbi ar lietuviedu kankiu reper-
tuaru 19. gadsimta un 20. gadsimta sdkuma@, iespgjams konstatct vairakus
kopigus elementus, kas vieno miziku kanklgm, vijolgm un mclidinstrumen-
tiem (akordeonam, harmonikdm). Ir acimredzams, ka kankiurepertuaru
iespaidojusi mg¢lidinstrumentu mazika. Baja repertuaré atspoguiojas iezimes,
kas kopuma raksturigas Rietumaukadtaitijas, Pemaitijas un Suvalkijas dziesmu
melodijam: doming¢ mapora tonalitates, homofonija, vienkarda ritma un metra
struktOra. Dziesmas, kas iekiavas kanklctaju repertuérd, lielakoties netika
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mainitas un saglabaja savu vokalo iedabu. Tadcjadi tas nepartapa patstaviga
instrumentélas mazikas panra.

Analizctie piemcri iava secinat, ka nav nozimigas atéiiribas starp deju
melodijam, kuras izpilda kanklctaji, harmoniku sp¢imadi vai vijolnieki. Ne-
lielas izmaidas melodiju tipos, visticamak, ir saistitas ar to pieraksta vietu.

Atslcgvardi: tradicionalas kankles, mclidinstrumenti, tautas mazika,
kanklctaji, repertuérs.
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Ethnic Music in the Repertoire of Lithuanian Groups of
Popular Music at the End of the 20" Century —
the Beginning of the 215t Century: Musical Aspects

Romualdas Apanavieius

Summary

The paper presents the description of the research results of the project
Ethnic Music Revival Movement in Lithuania from the 1960s to the 2010s
carried out at Vytautas Magnus University in 2011-2015. The research was
funded by the European Social Fund under the Global Grant measure
(Nr. VP1-3.1-bMM-07-K-01-161).

The problems with the reflection of the musical features of ethnic music
in the repertoire of the collectives of popular music at the end of the 20
century — the beginning of the 2% century are analysed on the basis of 376
contemporary sound records from the years 1993-2012. The characteristics
of ethnic music have been utilized by the 5 Lithuaniarpost-folklore, 4 folk-
rock, 3 ‘pagan’ metal, 1 heavy metal 3 folk-jazz and world music collectives
founded since the restoration of Lithuanian independence.
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There were 155 records of post-folklore, 186 — of the groups playing
folk-rock and 58 examples of music played by folk-jazz and world music
collectives.

Taking the melodic and rhythmic elements of ethnic or late ‘literary’
music as the basis, these ensembles inter-weave them with the rhythms and
harmonies of contemporary music, adding electronic music instruments.

The repertoire of post-folklore collectives is based mainly on the melodies
of folk songs (61%) and dances (34%) which are performed using the means
of disco (60-63% of the songs performed),rock (25-37%) and country
(10-15% of songs and about 85% of dances) music. Polyphonic sutartiné
are of about 5% of the repertoire of these collectives. This kind of ethnic
music is mostly performed using the means of disco music (about 75%)
(Diagram No. 3).

Melodies of folk songs and dances make a noticeable part in the music
of folk-rock (about 34%), folk-jazz and world music groups (about 70%).

The analysis of the styles of folk songs used in the repertoire of these
groups reveals that the prevailing style is monophony (about 60%), while
the polyphony makes about 40%. About 35-37% of parallel and more than
30-33% of monody songs, 47% samples of vocal and instrumental poly-
phony and even 84% of instrumental dance music performed by the collecti-
ves of post-folklore correspond to the traditional styles of folk music (Diagram
No. 1). However, the coordination of the modes of the revived repertoire of
post-folklore and the modes of traditional music is less successful, because
the main part of the records is performed on the way of temperation. For
this reason, only about 33-35% of the modes of the parallel songs and
about 25-28% of the modes of the monody and sutartiné correspond to the
modes of the traditional ethnic music (Diagram No. 2).

Melodies of ethnic music in the repertoire of the post-folklore, folk-jazz
and world music groups are mostly performed in the authentic way, like
guotations, though these melodies in the records of the collectives of rock
music are interpreted as paraphrases. In the music of the groups of ‘pagan’
metal, which are the representatives of the ‘heavy metal’ branch of world
rock music, one can find the fragments of the texts of Lithuanian folk songs,
as well as folklore and mythological images that represent the motifs of
ethnic, cultural and social history.

In general, the connection with the traditions of folk performance and
intonation are noticeable in about 84% of post-folklore (Diagram No. 3),
about 28% of folk-rock (Diagram No. 4) and in about 97% repertoire of
folk-jazz and world music (Diagram No. 5) groups of popular music.
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Having done the research, it is possible to draw the conclusion that all
the mentioned groups of Lithuanian popular music have a close connection
with the heritage of folk music traditions, because a noticeable part of the
repertoire of these collectives is based on the features of ethnic music. The
means of contemporary music, namely the use of electronic musical instru-
ments while performing folk melodies, are the features of the current point
of view on the traditions and modernity which are characteristic of the deve-
lopment of popular music in other countries.

Key words: Lithuania, ethnic music, popular music, rock, jazz, folklore.
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Music of Mournful Lamentations in Latvia:
Local or Non-Local Tradition?

Dr. Ethnology Alfonsas Motuzas
Professor at Vytautas Magnus University, Kaunas

Introduction

While working in the universities of Latvia and attending Catholic
churches during Lent, the author has heard time and again the singing of the
Mournful Lamentations (ROgtas asaras-in Latvian). It is noticeable that in
Latvia the melodies are different from the Lithuanian ones. This fact has led
to the question: why do the melodies differ and what has influenced it? In
order to answer the question, the published literature and sources were used:
in Latvia, besides liturgical prayer and hymnal booksTeicit Kungu (1990:
58-70) and Slavc¢jiet Kungu(1994: 64—78) and a canticle bookTeicit Kungu
(1986: 59-66), other sources about theMournful Lamentations were not
found. In Lithuania, the music of the Mournful Lamentations is discussed in
the textbook for higher education establishmentsKatalikg liaudies pamal-
dumo praktikos Lietuvoje (“Practices of Catholic Folk Devotion in Lithu-
ania”) written by the author of this article (Motuzas 2005). The melodies of
these canticles are thoroughly presented in Polish the hymnal bookspiewnik
koucielny(Siedlecki 1994: 776—780),Upiewnik liturgiczny (1998: 494-498)
and Abba — Ojcze (2005: 298-302).

Having considered the above mentioned materials, the music of the can-
ticles of the Mournful Lamentations was chosen as th@bject of the research

The aim of the researchto analyse the music of theMournful Lamentations .

The objectives of the research
— briefly present the historical origin of the devotional practice of the

Mournful Lamentations ;

— present the musical examples of Latvian, Lithuanian and Polish canticles
of the Mournful Lamentations ;

— carry out the comparative analysis of the presented melodies;

— draw conclusions.

The hypothesis of the researchthe music of theMournful Lamentations
in Latvia is not of local origin; it is borrowed and mixed with local traditional
tunes.

The methodology of the researchretrospective analysis, synthesis and
comparative analysis.
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The origin of the devotional practice of
the Mournful Lamentations

The Mournful Lamentations are one of Catholic Church’s Additional
prayers or the practice of folk devotion. They are sung during Lent before or
after the Holy Mass in churches, churchyards, open spaces near crosses, or
at home. In the Latvian language, this devotional practice is calledRUgtas
asaras but in Eastern Latvia — Latgale —Ryugtés sopes

The historical data show that the pioneers of devotional practice of the
Mournful Lamentations are the Poles who created the genre of the Passion
called ‘lamentations’ (‘lamento’ in Italian means ‘lament’ or ‘weep’) for Lent
in the 15" century (Droga Krzyyowa 1987: 26). In 1616, in Kalwaria Zebrzy-
dowska (10 km from Krakow), a chapel called Gorskie yale (Mournful
Lamentations) was built on the Way of the Cross with its own dedicated
prayer and canticle (Chadam 1984: 12). Soon after that the brotherhood of
St. Roch established at the Church of St. Cross in Warsaw by the bishop of
Poznan Stepan Wierzbowski began to spread the cult of thielournful Lamen-
tations all over Poland (Vaidnora 1958: 77). At the end of the 18" century,
Pope Pius VI and at the beginning of the 19 century Pope Pius VII confirmed
this devotional practice for Poland, Lithuania and Latvia (Encyklopedia Kato-
licka 1989: 1310). It shows that the Mournful Lamentations devotional
practice originates in Poland.

The structure of the Mournful Lamentations is comprised of three parts.
All three parts share the same Hymn R{gtas asaras- in Latvian) of the
beginning. After that a reading is read, which provides the theme for reflection
and the intention. The reading is followed by a canticle, the hymnLai palums
rinas. Then follows the lament Rauda Jezus, brismeigai krysta néveithe
final part of which is In Excelsis Deo (Esi sveicyndts- in Latgalian). After it
a canticle dedicated to the Mother of God Mary is sung Ak, es Mbte). The
Mournful Lamentations end with the Hymn Tu, kurs par mums esi citis
(Teicit Kungu 1986: 59-66).

Considering this structure we can see that its core is comprised of can-
ticles. Therefore, let us look closer at the music of thévlournful Lamentations .

The music of the Mournful Lamentations

The Mournful Lamentations are a dramatized reflection of the Passion
of Christ weaved with music. Since this reflection takes place during Lent,
musical instruments are not used for its performancel({iturgijos appvalga
1996: 74).
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While discussing the music of these canticles, it is necessary to review

their origin. For this purpose we will note the original orthography: the
Mournful Lamentations are calledR{gtas asarasn Latvia, Gorskie yalein
Poland and Graud(s verksmaiin Lithuania.

The first canticle of the Mournful Lamentations is the Hymn of the
beginning (ROgtas asaras- in Latvian, Ryugtés spes -in Eastern Latvia).
Polish Encyklopedia Katolicka indicates that the lyrics and the melody of
this canticle are of the 18" century Polish origin (Encyklopedia Katolicka
1989: 1310).

Ryugtos sopes
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Example 1. Latvian melody Ryogtés sépesthe Hymn of the beginning
(Teicit Kungu 1986: 60)
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Example 2. Polish melody Gorskie yale: the Hymn of the beginning
(Siedlecki 1994: 776)
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Pro graudzius verksmus giedokim (pradzios giesmé)
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Example 3. Lithuanian melody Graud(s verksmai:
the Hymn of the beginning (Motuzas 2005: 60)

It is obvious that Polish and Lithuanian melodic lines are the same,
only the tonalities are different, while Latvian one is completely original.
This allows denying the proposition of Encyklopedia Katolicka that the
melody of this canticle is of Polish origin from the 18" century.

The second canticle of theMournful Lamentations is the Hymn. Encyklo-
pedia Katolicka also notes that the lyrics and the melody of this canticle are
of the 18" century Polish origin (Encyklopedia Katolicka 1989: 1310).

Itis obvious that the examples of Latvian and Polish melodies are almost
identical, except that Latvian is at times more vivid. Also their tonalities are
different. The Latvian melody is original in its tune and rhythm. The analysis
of the melodies of these canticles reveals that the Latvian melody is a copy
of the melody of Polish canticle combined with the local tunes.

Lai zalums runas
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Example 4. Latvian melody of the canticle Lai palums riinas
from Rdgtas asaras(Teicit Kungu 1986: 61)
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Example 5. Polish melody of the canticleYal duszae Gciska
from Gorskie yale (Siedlecki 1994: 777)
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Example 6. Lithuanian melody of the canticle Giesmé
from Graud(s verksmai (Motuzas 2005: 60)
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The third canticle of the Mournful Lamentations is the Lament. Polish
musicologists agree that this canticle originates from Latin Gregorian chant,
which, together with Christianity, reached Poland and later Lithuania and
Latvia (Motuzas 2005: 59).

We can see that Polish and Lithuanian melodies are almost the same.
They are of Latin Gregorian chant type and differ in tonalities. The Latvian
melody is original.

Jezus, brismeigai krysta novei
Nasteidzit mf

Example 7. Latvian melody of the canticle Jezus, brismeigai krysta névei
from Rdgtas asaras(Teicit Kungu 1986: 62)

Jezu, na zabicie
Lament duszy nad cierpiacym Jezusem
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Example 8. Polish melody of the canticleJezu, na zabicie
from Gorskie yale (Siedlecki 1994: 778-779)
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Example 9. Lithuanian melody of the canticle Rauda
from Graud(s verksmai (Motuzas 2005: 61)

The final part of the canticle Lament is In Excelsis Deo. The Polish
hymnal books state that it is of the 18" century Polish origin (Abba — Ojcze
2005: 298).

Having compared the examples of this canticle we can see that Latvian
and Polish melodies are almost identical. The Latvian melody is mixed with
local tunes that are revealed by a peculiar rhythm and tonality. The Lithuanian
melody is original.
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Example 10. Latvian melody of the canticle Esi sveicyndts
from R0gtas asaras(Teicit Kungu 1986: 63)
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Example 11. Polish melody of the canticleBadé pozdrowiony
from Gorskie yale (Siedlecki 1994: 780)
Garbé Tau, Jézau
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Example 12. Lithuanian melody of the canticle Garbé Tau, Jézau
from Graud(s verksmai (Motuzas 2005: 61)
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The fifth canticle of the Mournful Lamentations is dedicated to the
Mother of God Mary. In the Polish hymnal books this canticle is presented
as a ‘lamentation’. At the beginning of this article we have mentioned that
the pioneers of the devotional practice of theMournful Lamentations are
the Poles who created this genre of the Passion for Lent in the ¥5century
(Droga Krzyyowa 1987: 26).
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Example 13. Latvian melody of the canticle Ak, es Mote
from RQgtas asaras(Teicit Kungu 1986: 64)
Ach, ja Matka tak zalosna
Rozmowa duszy z Matka Bolesng
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Example 14. Polish melody of the canticleAch, ja Matka tak yatuosna
from Gorskie yale (Siedlecki 1994: 780)
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Skundas

ple - Ny dras - ko so - pu - liai.

Example 15. Lithuanian melody of the canticle Skundas
from Graud(s verksmai (Motuzas 2005: 62)

We can see that all these melodies are similar but their rhythms and
tonalities differ, which shows that the Latvian melody is of Polish origin but
mixed with local tunes.

The Mournful Lamentations end in the Hymn of the ending. The histo-
rical sources mention that the author of its lyrics and music is thought to be
the Pole Wladyslaw from Goleniow (Vaionora 1958: 173).

The analysis of the melodies shows that the Latvian canticle is in minor;
it starts with the major dominant, ends in the first degree and its rhythm is
4/4 and 6/4. The Polish melody is shorter. It is in minor and of Gregorian
chant type. The Latvian and the Polish melodies are similar. The Lithuanian
one is original and distinctive. The melody of Latvian canticle is of Polish
origin mixed with local tunes.
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Example 16. Polish melody of the canticleKtéryl z anas cierpiat rany
from Gorskie yale (Siedlecki 1994: 124)
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Tu, kurs par mums esi citis
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Example 17. Latvian melody of the canticle Tu, kurs par mums esi citis
from R{gtas asaras(Teicit Kungu 1986: 65)

Kurs uz mus kaltus kentéjai (pabaigos giesme)

0 | | | |
P A — — - t — T T ]
A = o —7 o —m 2 z
A4 k= 3 I Il I 1 - T I T I ]
3] T I T [ T T T
Kurs uwz mus kal - tus ken - te - jai, Je - zau
5
o] | | , |
b4 I T T
o —eo—p = 7 o—Fp
V4 I I I Il T I | [ hl ]
o T T 1 T I T
Kris - tau, Dic - wve mil - su, bik mums gai - les -
9
h | 4 4 | | (3 k)
o I T T T I I T I n |
b o—p e A —l |
V4 I I I r ] - T I il |
oJ I J i T
tin - gas. bitk mums gai - les -  tin - gas!
12
o] |
p* T Py T I T i |
g b = = = = r T I I il |
L & oo WA T I T ] = [} o il |
<D T T i T T i © i |
o T T T |
Biik mums gai - les - tin - gas!

Example 18. Lithuanian melody of the canticle Kurs up mus kaltus
kentéjai from Graudds verksmai (Motuzas 2005: 62)
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Conclusions

The research allows drawing the following conclusions:

— The Catholic folk devotional practice of the Mournful Lamentations
and Latvian melodies of its canticles has originated in Poland.

— Having reviewed Latvian, Lithuanian and Polish melodies of the canticles
of the Mournful Lamentations we can see that four of the Latvian can-
ticles are of Polish origin mixed with local tunes, and two are of Latvian
origin.

The conclusions justify the hypothesis that Latvian music of theMiournful

Lamentationsis not of local origin; it is borrowed and mixed with local tunes.

ROgto asaru mQzika Latvija —
lokéla iezime vai pladéka m¢roga fenomens?

Alfons Motuzs

Kopsavilkums

ROgto asaru dziedajumus atskaoo tikai Latvija, Lietuva un Polija. To
pamaté ir katoiu l0gdanu teksti, un do tradiciju sakotncji iedibinja poiu
maki, 15. gadsimta radot fpadu scru dziesmu panru. LatvijarGgto asaru
dziedajumus izpilda pirms un p¢c mesas Liela Gavcgoa laika — baznicas, baz-
nicu darzos, pie krustiem, majas. Kopuma ir sediigto asaru dziedajumi.
Tomcr svarigi rast atbildi uz jautdjumu: vai tie atspoguio lokalu Latvijas
tradiciju, vai tomgr aizgQti no arpasaules?

Raksta mcriis bija izpctit rlgto asaru mizikas iezimes. No ta izrietgja
raksta uzdevumi:

— aplikot dapadusrigto asaru dziedajumu piemgrus,
— veikt to salidzinodu analizi,
— sniegt rezumgcjumu par do dziedajumu Tpatnibam.

Pctljuma rezultati rosindja dadus secinajumus:

— latviedurGgto asaru ligdanu tradicijas un atbilstodas mizikas pirmsa-
kumi mekigjami Polija,

— éetru dziedajumu melodijas ir poiu cilmes, tomgr vienlaikus tajas jatams
latvisks kolorits,

— divu dzieddjumu melodijas radudas Latvija.

Secindjumi apstiprina hipotczi, ka latviedurigto asaru dziedajumi nav
lokélas cilmes, bet aizgdti no Polijas un laika gaité ieguvudi latvisku koloritu.

Atslcgvardi: Latvija, relilija, rOgtas asarasnacionalas lgdanu tradicijas,
mazika, dziedajumi.
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Progressive Rock:
Issues of Style Identification and Evolution

Elena Savitskaya

Summary

The article is dedicated to progressive rock — one of the most important
rock styles that began to develop in the late 1960s — early 1970s in Great
Britain and has been living till nowadays. The key features of progressive
rock are the complexity and the variety of composition, means of expression,
ideas and concepts; its credo is the synthesis of rock and other forms of
music (classical music, jazz, and folklore). Among the progressive rock’s
‘golden fund’ there arePink Floyd, King Crimson, Van Der Graaf Generator,
Genesis Yes Jethro Tull, Rush, Marillion , Dream Theaterand other bands.
Progressive rock has experienced several waves of developing. But in spite
of its great impact on the rock music style system in general, progressive
rock has remained outside of massive popularity (except the period of its
prime in the first half of the 1970s) and is known as a peculiar ‘high art’ in
rock music.

The interaction with classical music (old and contemporary) is mani-
fested in a variety of forms: from quoting musical themes, arrangements
and stylizations to strong influence on the musical language of rock — at the
level of harmony, melodies and themes, forms and composition, arrangements
and sound. The rhythm structures are often non-regular, asymmetrical and
include many syncopes and breaks; the harmony is far from ‘three simple
chords’ and is strongly influenced by jazz, romantic music and avant-guard
(extended tonality, symmetric scales and so on). The sound (the complex of
typical features of rock sound produced by means of electricity and ampli-
fication) of progressive rock is mostly balanced, soft and voluminous; a
great amount of orchestral and acoustic instruments, as well as all kinds of
synthesizers, keyboards, ‘fantastic’ timbres, etc. are widely used.

There are many stylistic and historical periods of music — from medieval
and baroque to romantic and avant-garde music — that have been attracting
progressive rock musicians’ attention. There are also lots of substyles and
species of progressive rock: from old, ‘classical’, coming from the 1970s, to
the newest, often adjoining to other styles and forms of popular music. The
classification issues of progressive rock are rather complicated. The author
suggests using the style models (such as medieval, baroque, classical, romantic,
expressionistic, folk, jazz, pop, metal, ‘retro’, etc.) theory for the aims of
classification.
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After the crisis at the end of the 1970s, the phenomenon of progressive
rock has been reviving in new forms, enriching with new trends from popular
music to metal and radical avant-garde. In the 1990s and especially the
2000s, the ‘retro’ tendencies became very evident, which was connected both
with the ‘classic rock’ nostalgia and the lack of new ideas. At the moment,
progressive rock can be considered a huge ‘conglomerate’ of styles, a ‘sum
of many trends and substyles, whose common feature is the tendency to a
style dialogue and the enrichment of means of expression. Progressive rock
remains creative, elegant and strives for high forms of art, but it cannot
avoid some stylistic ‘conservatism’. In spite of the fact, progressive rock has
never reached broad popularity; it remains an important part of modern
rock music and has inspired different rock styles for almost 50 years.
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(Gaéié 6éeéaa, iMudoyagee 1ddaieniota aditéiyodl 1fRoiodliipp
dadiog ia eidpudp ie+aal 1auaal i i6glélé, ia filitanoaiaaé eo ioi-
oanNeNaglino oifios . eéol i alaaeaas e aledd annieed 0daalaa-
ieé e id fiicaaaae o netaeé aéy naiiniaddegainoaiaaiey. liyofio éi ca-
+anoop 16e6iaeéini Toéacltaaouny 10 1ddaiecd aitd aey ied éodiia eée
0éida+eaaol eo, ianéieuél aiciieeli, 0aé éaé iaiiiaed iiaeée fadieal
foadeol edeeadicyénoal é iifayoeou adaly 6+aiep ( Visuotinis vargo-
nininkg draugijos susirinkimas 1909). Iii&ei i3e61ae&ifi adineou 1daai-
iTa a6t é «[...] agyouny ca daalood a adoaié id+iié iodanee [...], ii+oé
anyeé icedaeny, éaé e aad a06aaolny ia aieda ataiaiop neodsedd nou e ia

jodaienda» (Senis argonininkas 1909).
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408, aiciizefi, iae4leaa AGfET Tiea+ea Eeoad (600
364646 a a1a). Nofeuet sea (600 fiada ) cadaaa00aas 13aa-
iefio iMAnoIé gefen & &ifioasa aidiaa Dieeeeen DoAleld Eial ( Ru-
dolf Liehmann, 1855-1904). i3aa4a, 85714 &1 0, 36&7aTA04-
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A Catholic Church Organist in Lithuania: Profession or Mission?
A Historical Insight

Eglé beduikyté-Koriené
Summary

An organist is one of the most deeply rooted musical professions in the
history of Europe, as well as that of Christian Lithuania (since 1387). The
profession of a church organist encompasses a particularly wide spectrum
of activity. The church organist is a performer, a teacher, a choir leader, a
conductor, a vocal specialist, an improviser, an expert of liturgics, and rather
commonly also a composer. A particularly significant factor of disseminating
and establishing the traditions of organ art is a specifically oriented system
of educating professional organists, i.e. its school. The goal of this paper is
to research the functions and other relevant issues pertaining to the contem-
porary multifaceted profession of organist. The analysis is performed by
investigating archival documents and carrying out the empirical research of
the current state of Lithuanian organists. In addition, the paper sets out to
reveal the change of the organist’s mission since the late 1®entury to this
day. The processes that affected the organists’ multifunctionality have been
analysed in this paper by applying a socio-cultural approach.

The researchaim and key objectivesof the study: by analysing the histo-
rical development of the organist’s profession to distinguish the tendencies
of stability and variability in the education in this musical field; to establish
former and contemporary priorities and relevant issues in the complex con-
temporary profession of the organist. Therelevanceof the present study: the
specificity of a church musician’s profession and the problematic character
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as to its social aspect has not been extensively researched as a complex pheno-
menon. The researchmethods the historical research method; the analysis
of archival documents; empirical research.

Key words: multifunctionality of an organist, professional competence,
social status.
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Introduction

This article reveals the circumstances related to the Lithuanian emigrants’
contribution to building the empire of musical theatres outside Lithuania.
The Lithuanian emigrants’ cooperation with the majority of famous artists
and theatres is marked. The author sheds the light on the Shubert (Shimansky)
family, emigrants from Lithuania, who originated in Kudirka Naujamiestis
and had a great impact on the development of the American musical theatre
in the first half of the 20 ™ century. The history of development of the musical
as a genre and its traditions are also reviewed. In the 20century 104 theatres
were in control of the Shubert family. Due to their effort there were theatres
established in New York, Chicago, Boston, Los Angeles and other cities in
USA where such celebrities as Jerome Kern, Richard Rodgers, Fred Astaire,
Sara Bernhardt, Arthur Miller and others were employed. Al Jolson, a famous
Broadway actor and singer, whose input into the history of both the musical
and the cinema is undeniable, is also in the author’s focus of attention.

Key words: musical, composer, theatre, actor, singer, emigrants.

*kk

The musical is considered to be one of the newest genres of the contem-
porary musical theatre. America is the native country of this unique genre.
There is no doubt that a musical originated in Broadway, New York. This
paper aims at highlighting the role of the Lithuanian emigrants in the estab-
lishment of the American musical theatre. They were able to overcome the
majority of American and world famous producers and develop the entire
empire or musical theatres due to their talent, progressive insight and intelli-
gence.

The aim of the researchis to analyse the Lithuanian emigrants’ contri-
bution to the establishment of the American musical theatre with a special
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focus on the tendencies of their activity and creation in the developmental
context of the musical genre.

The subjectof the research ighe Lithuanian emigrants’ innovative acti-
vity while establishing the entertainment commercial genre of a musical.
The light is shed on the epicentre of the musical theatre: the activity of
theatre producers is analysed on the background of the tendencies prevailing
in the development of this genre in the first half of the 20" century.

In order to achieve the aim the following objectiveswere set:

— to analyse the producers’ versatile activity;

— toreveal the new developmental principles in the history of the musical
theatre;

— to evaluate their encounter with the developmental traditions of the

West European musical theatre.

The following research methodsvere applied:

— the analysis and the generalisation of the historical sources;
— the methods of forecasting and logical abstraction.

The development of the musical as a new genre of the Z0century took
place longer than a century. Its emergence was conditioned by the forms of
music that had been widespread in the American culture since the end of the
18" century. The genres that influenced the musical were of entertainment
and commercial character. The previous forms of the musical genre such as
a ballad opera, theatre of minstrels, extravaganza, burlesque, vaudeville,
and revue gradually disappeared in the 20 century, yielding to the cinema
art; however, they left a considerable imprint in the history of the musical
development. At the end of the 19" century, a massive emigration from
Eastern Europe to America took place, where the newcomers expected a
better and full-fledged life. Some of their dreams, certainly, came true. Among
the emigrants there were such gifted and famous composers as Irving Berlin,
George Gershwin, the famous entertainer and representative of the popular
music Al Jolson (a descendant from Lithuania). However, the most important
and significant role in the history of the establishment of the musical genre
belongs to the three Shimansky brothers (who changed their family name to
Shubert in America). After the death of Shimansky brothers the long-lived
chairman and chief executive officer of the Shubert Organisation Gerald
Schoenfield, also called Mister Broadway, maintained, that “contemporary
American musical theatre had not been existing without the Shubert brothers
Sam, Lee, and Jacob. During the entire twentieth century, the name Shubert
was synonymous with Broadway and the theater” (Schoenfeld 2012: 2).
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The origins of the musical

The genre of a musical is typical for the theatrical America, and every
day it is becoming more and more popular in the world. Americans cannot
live without jazz, the same as the American theatre cannot survive without
a musical. The best performances of the genre have been staged in many
countries. Their originality, pulsating rhythm, democracy have attracted the
attention of many world-famous people of the theatre and its critics. The
genre of a musical has deep traditions that have been developing since the
theatre of Greece (the 8 century BC). In Greek and Roman tragedies and
comedies, songs and dances also dominated over spoken dialogues. In the
middle Ages, theatre troupes transformed themselves into mobile groups of
travelling minstrels who introduced musical comedies to the audiences of
many cities, and that was the outset of the musical. In the Renaissance period
the theatre would discover newer and newer forms of expression, e.g., com-
media dell’arte, where the content of a play was revealed through humour.
Alongside that, the musical language as such became more and more compli-
cated. Meanwhile, some changes occurred on the stage: the English ballad
opera overlapped the features of the German drama, French comic opera,
Vienna operetta was substituted by vaudeville, burlesque, shows by minstrels.
The latter ones carried the character of entertainment, the repertoire of their
performances included different genres: songs, dances, elements of circus
were performed. In 1866, the play by George Bicknell entitledThe Black
Crook was staged. It united the elements of a song, a melodrama and a
show.

The appearance of this performance became the starting point in the
history of a musical. And, finally, the musical developed itself in America at
the beginning of the 20" century (primarily in 1920s—-1930s). And this article
is meant to answer the question about the role of the Shubert (Shimansky)
family in the history of the American musical theatre.
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The Shubert (Shimansky) family and the socio-economic reasons
that determined the evolution of the American musical theatre

At the end of the 19" century — the beginning of the 20" century, the
prompt development of the musical as a genre was influenced by socio-
economic circumstances that were also the attraction of emigrants from all
over the world. At the end of the 19" century — beginning of the 20" century
in America there appeared a new generation of emigrants, the so-called ‘the
fifth wave’. It mainly encompassed the emigrants from Eastern Europe. It
has to be stressed that at that period much attention was paid in the country
not only to education but also to culture. As concerns education and culture,
the discussed period in America was compared to the Golden Age. There had
never been so much concern about those two fields in America throughout
the whole history of the country development. The richest people of the
country, such as Morgans, Wanderbilts, Astors, Goulds and others, became
the sponsors of many schools and institutions of culture. At the end of the
19" century, a law encouraging parents to provide good education to their
children was enforced. Good education also became the goal of emigrants
from Europe. There appeared favourable economic conditions for establishing
theatres, inviting celebrities from foreign countries. Famous artists from
England and France used to come to America. The famous French actress
Sarah Bernhardt, while touring in America, kept recording the notes where
one can find such a line saying that “Chicago is a city of iron, with the smog
from the railroad trains in the streets, tangled telegraph wires covering the
sky, the banks equal to the size of the Louvre and insurance companies that
can be compared to the Palace of Versailles. There are 600.000 inhabitants
swarming in it, all of them frantically running after the almighty dollar”
(Bordman 2001: 16). At that time there used to be two companies of produ-
cers under the guidance of Charles Frohman and Abraham Lincoln Erlanger
who took the control of all the American theatres. However, there was no
management strategy of theatrical activities that would bring a variety in
actors’ performance and music repertoire. And that gap was covered by the
Shubert (Shimansky) brothers. The Shubert (Shimansky) family arrived in
America at the end of the 19" century. First, the father immigrated to America
from Kudirka Naumiestis, later his arrival was followed by his wife and
seven children who settled in Syracuse (situated near New York). Soon the
powerful mother sent her three sons to sell newspapers in the street in front
of the Syracuse theatre. When Sam was nine, he was offered by the producer
to sell souvenirs and programme sheets inside the premises of the theatre.
Later on he became a manager of the theatre. The other Shubert brothers,
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still confined during the day to the drudgery of waiting on customers at his
haberdashery, leapt at the chance in the theatre (Hirsch 1998: 17). Later Sam
Shubert, having got acquainted with the inside world of the theatre and its
back stage, became willing to produce some plays himself. Having received
a financial support he rented the Herald Square Theatre situated at 35
Broadway Avenue, in the very heart of New York. However, the Theatre
Syndicate, whose boss was Frohman, comprised more than half of the American
theatres, and they refused him to rent other American theatres for perfor-
mances. They did understand the power of the newcomer who could become
their competitor. In the consequence of that, the Shuberts made use of huge
tents that hosted spectators several times more than a usual theatre and started
organising performances in various cities of America. That was the way the
famous French actress Sarah Bernhardt’s tour was organised in America.

Figure 2. Shubert Theatre
(New York) !

Figure 3. Sarah
Bernhardt and Shubert
brothers?

1 Shubert Theatre http://www.newyorkcitytheatre.com/theaters/shuberttheater/
theater.php (accessed 20 September 2015).
2 |bid.
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The Shuberts’ theatre business had been developing rather rapidly. They
opened theatres in Boston, Philadelphia, rented the premises of the Waldorf
Theatre in London, England. The Shuberts rushed to develop their business
and they were successful at it. Unfortunately, a great loss happened in the
family — Sam Shubert was killed on a train accident when he was travelling
to Pitsburg on business to prepare the documents for the theatre opening.
Although the owners of the American theatres expected the biggest competitor
to disappear, it was just the opposite — the Shubert family business started
prospering. After the brother’s death the other two, Lee and Jacob Shuberts,
received a substantial insurance and went on expanding their business even
more intensely. They decided to fulfil their brother’s wish — to create the
empire of the American musical theatre (Steyn 2000: 26, 76, 120). In 1924,
the Shubert brothers established the Shubert Theatre Corporation that became
a dominating power in the American theatre. At that time it either owned or
controlled 104 theatres in 29 American cities and 7 theatres situated in Lon-
don, England.

They produced a new type of a show that was demonstrated in the
overcrowded theatre halls stretching from New York to Portland and Oregon.
Since the Shuberts had a full-time staff of writers, composers and designers
on hand, it was easy to piece together enough material for a revue — as to
quality, that was in the eye of the beholder (Kenrick 2008). The Shubert
brothers’ control of the theatres till 1929 defines the first Golden Age in
Broadway. In the period of the Great Depression, hundreds of theatres closed
down in America. Many theatres went bankrupt, the actors used to go on
strike because of their low salaries. Whereas the biggest theatres run by the
Shuberts did remain open, they were mostly attended and kept bringing
their owners a huge profit. The Shuberts included many stars of that time
into the repertoires of the performances. They invited Marilyn Miller, a star
of a tremendous talent, from England. In 1914 she took part in the opening
night of the Passing Showproduced by the Shuberts in New York. In the
theatres run by the Shubert brothers there used to sparkle such outstanding
stardom as John Ethel, Lionel Barrymoor, Helen Hayes, Spencer Tracy,
Jeanette McDonald, Sarah Bernhardt, Bert Williams, the Irish playwright
George Bernard Shaw, the pair of dancers Fred and Adele Astaire, the com-
poser and conductor Sigmund Romberg, the singer, dancer and choreographer
George M. Cohan, the singers Sophie Tucker and Georgie Price. As it has
been mentioned before, the Shubert brothers liked a variety, therefore, further
to the celebrities of a classical type the audiences could enjoy the performances
of the actors and singers of a comedy genre Ed Wynn, Fannie Brice, Fred
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Allen, Jack Benny, Eddie Cantor, Jack Pearl,
Willie Howard, Bob Hope, George Jessel, or
the performers of vaudevilles such as Lou Clay-
ton, Eddie Jackson and Jimmy Durante, the con-
ductor Ted Lewis and his band, the composer
Irving Berlin, the famous Scottish songwriter
Harry Lauder, the actress and singer Mae West,
the biggest star of burlesque Rose Lee, and the
famous Al Jolson (born in Lithuania).

In 1911, the Shubert brothers leased the
Winter Garden Musical Theatre, remodelled
it and opened for the public once again. On
that occasion the famous composer Jerome Kern
wrote a musical entitledLa Belle Pareein which
the leading role was performed by Al Jolson, a
man who was born in Seredpius. In around the
1920s, Al Jolson happened to be the most popu-
lar American star, earning the highest salaries
among the American stars till World War Il. Later he featured in the musical
Honeymoon Express at the Winter Garden. Al Jolson spent 30 years in
Broadway. His contribution to the cinema art is also tremendous. He entered
into the history of the world as an actor who took the leading role in the
first feature-length Hollywood ‘talkie’ film The Jazz SingerThe script of
the movie was based on the true facts from Al Jolson’s life. He also featured
in the Hollywood film-musical Go into Your Dance (1935) together with
his wife, the famous actress Ruby Keeler.

Al Jolson took part in many Hollywood productions (in 26 films in
total), such asSay It with Songs(1929), Big Boy (1930), Mammy (1930)
(Grudens 2006: 224).

The Shubert family ran not only the theatres and produced performances.
When the television was launched they became the shareholders of the most
famous TV companies, managed the business of ticket selling throughout
the whole America. The screenplay writing monopoly was also under their
power. Unfortunately, the last family descendant died in 1972. Since 1973
the Shubert Organisation has been managed by Gerald Shoenfeld and Bernard
B. Jacobs.

Figure 4. The photo of
Al Jolson®

3 The Museum of Family History. Great Artists Series Presents the Immortal Al
Jolson.http://www.museumoffamilyhistory.com/ajolson.htm (accessed 20 September
2015).
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Figure 5. Brothers Shuberts (Lee, Sam, Jacob)

Conclusions

Throughout the entire period of the existence of the Shubert Organisation
a true American Musical theatre was created. The innovation of it lays in
the Shubert brothers, as one of the first producers, the awareness of the fact
that exactly in America, where a rapid expansion of economics was in boom,
there were all the favourable conditions for the purely commercial genre of
the musical. Within the period of the Shubert brothers’ reign, such musicals
as My Fair Lady, The King and I, Westside Story The South Pacificand
many others were composed and staged. The musicals for the theatres were
composed by such legendary composers as Irving Berlin, Jerome Kern, Richard
Rodgers, etc. In 1945, Lee and Jacob Shuberts establish&m S. Shubert
Foundation meant for the future of musicals. This foundation also supports
the studies of the young performers of musicals, as well as conducts other
charitable activities. Owing to the gifted emigrants from Lithuania — the
Shubert brothers the musical had finally developed itself as a genre. They
gave a good example to other countries of the world which followed up the
traditions of the American musical. Al Jolson’s presence in the world of
theatre and cinema gave birth to a wonderful masterpiece — the first feature-
length ‘talking’ film The Jazz SingerDue to Al Jolson the genre of a musical
encompasses a wide range of the means of musical expression.

4 Pearlman, Gary.Lee Lawrence: The Last Shuberthttp://www.thepalmbeach
times.com/Pages/Broadway.php (accessed 20 September 2015).
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Lietuviedu emigrantu loma amerikdou mazikla vgsturg
(20. gadsimta pirma puse)

Ircna Karsokiene

Kopsavilkums

Mazikls k& panrs savéa padreizgja veidola radies 20. gadsimta ASV. P¢c
dapadam transformécijam, ko tas gadu gaita piedzivojis, viens aspekts tomgr
palicis nemainigs: mdzikls ir un vienmgr ir bijis komerciélas izklaides panrs.
Taja apvienojudas vairakas makslas: mdzika, deja un teatris. Taéu, ta ka
mazikls cclies no muzikalas komgdijas, prioritate taja atvclcta tiedi mizikai.

Amerikaou mazikla vesturg bdtiska loma ir emigrantiem no Lietuvas.
19. gadsimta beigas braiu Blbertu (sakotngja uzvarda Bimansku) iimene no
Kudirkas Naumiestes parcglas uz Oujorku un tur izversa aktivu darbibu
teatra joma. Pirmajos gados braii Blberti teatra telpas ircja; turklat vioi
daudzviet ASV rikoja izrades lielas teltis, kuréas bija krietni vairak skatitaju
vietu neka teatros. Braii bija noslcgudi ligumus ar vairakiem izciliem 20. gad-
simta sakuma maziiiem, piemg¢ram, Dpordpu Ggrdvinu; vioi organizgja ASV
viesturneju slavenajai Sarai Bernarai no Parizes; visbeidzot, vioi k& producenti
sadarbojas ar Elu Dponsonu un daudziem citiem. 1924. gada braii Bldberti
izveidoja organizéciju, kas apvienoja 86 teatrus ASV un vienu teétri Lielbri-
tanija (Londonda). Pai organizacijai piedercgja daudzi nekustamie padumi
dapadas ASV vietas, pirmam kartam Oujorkas centra. Tai bija arf tedtra un
koncertbiiedu izplatidanas monopols. Kad nomira pcdgjais braiu Bdbertu
pcctecis, organizacija veica reformas, un darbu saka tas jauna vadiba. Mlsdie-
nas DBlbertu organizacijai pieder 17 teatri Oujorka, ka ari vairaki teatri citviet
ASV, un liela daia iendkumu tiek veltita labdaribai. Kopuma bréiu Bdbertu
ieguldijums ASV un pasaules mUziklu v¢sturg ir neizmerojami liels.

Atslcgvardi: mazikls, komponists, teétris, makslinieks, dziedatajs, emig-
rants.
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Introduction

This study examines the development of Lithuanian piano pedagogy,
discusses its origination and prosperity. The author also analyses the tra-
ditions, the influence of Russian and European piano schools, and the integra-
tion of Lithuanian piano pedagogy in the European cultural space. Besides,
the leading pedagogues’ individual methods and their pedagogic repertoire
are considered; the inestimable contribution of the repertoire to the general
development of national musical culture is emphasized.

Key words: piano pedagogy, music, concerts, composer, pupil, repertoire.

*k%

Nowadays it is possible to summarize Lithuanian piano pedagogy,
discuss its place in the perspective of professional art and forecast its evolution.

The development of Lithuanian piano culture, including pedagogy, is
reflected in musicological literature. Significant researches about the birth
of Lithuanian piano art belong to Mariam Azizbekova; later various analyses
of piano pedagogy belonging to Danguolé Leonaviéilté-Medidauskienég,
Liucija Drasutiené, Leonidas Melnikas, Eugenijus Ignatonis, Nemira Pipikaité
have been published. It is impossible to generalize a piano school without
studying the methodical experience of the most prominent pedagogues. In
addition, it is necessary to mention the collections of articles published by
the piano pedagogues of Lithuanian Academy of Music and Theatre where
creative and pedagogical practice of well-known pianists is discussed as well
as their biographies and attitude towards piano culture are shortly reviewed.
That forms the foundation of further explorations of the development of
piano culture.

However, we still lack summarizing publications that could provide a
complete view of the general tendencies of the development of piano peda-
gogy, as well as attempt to incorporate the activity of different pedagogues
into the context of Lithuanian music history.

Lithuanian piano pedagogy is discussed in distinct evolutionary stages,
depending on the periodization of Lithuanian music history which is common
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in musicology and corresponds to the changes of social and economic forma-
tions. In these time segments, the directions of pedagogy crystallization are
very clear as is the activity of crucial artists who have stimulated the further
development of piano culture.

The problem: The exploration of Lithuanian piano pedagogy will give
a possibility to take a deeper look into piano culture, forecast further per-
spectives of the development of musical performance. Lithuanian piano peda-
gogy has been selected as the subject of the present paper.

The aim of this paper is to analyse the development of Lithuanian piano
pedagogy, assess the influence of the piano schools of Western and Eastern
countries, systematize a high variety of archival materials, and discuss the
methodical principles of well-known pianists-pedagogues and the changes
in the piano repertoire.

The discussionof the general principles of teaching methodology repre-
senting the whole generation of pedagogues is based on students’ memories
that have been collected by means of the questionnaire. The lessons and
master classes delivered by experienced pedagogues have been observed as
well.

On the one hand, summarizing the piano school is difficult. Most of
famous pianists avoid discussing the methods they use. On the other hand,
many of them have already passed away taking all their pedagogical expe-
rience with themselves. Itis likely that this study will provoke further scientific
investigations.

While analysing the traditions of piano culture and the development of
pedagogy, the following methods have been used: the historical-analytical
method, the applied analysis of literature, the study of archival data and
periodicals, as well as summarizing the stories told by witnesses, pedagogues
and their pupils, and the opinion poll (a questionnaire).

The dawn of Lithuanian piano pedagogy

Lithuanian piano culture is an eminent and unique phenomenon. It came
from Western Europe to Lithuania rather late. Ancient keyboard instruments
were replaced by the first pianos only at the beginning of the 19 century.
Taking the first cautious steps, it relied on the artistic experience of foreign
composers, performers and pedagogues. Later it started to accumulate its
own experience, the piano literature and its repertoire developed and matured.
Closely related with the establishment of the Lithuanian national school
and the general cultural environment, Lithuanian piano pedagogues more
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bravely formed new traditions of performing music, trained professional
artists, established the traditions of musical performances.

The roots of the piano culture in Lithuania may be found in Vilnius,
where lived and worked Johann David Holland (1746-1827), Jozef
Deszcyfiski (1781-1844), later Stanislaw Moniuszko (1819-1872) and other
musicians who developed multiple compositional, performing and pedago-
gical activity. Aiming to cultivate the piano culture it was essential to create
the system of music education. An important role was assigned to Musicology
Department of Vilnius University where pupils studied theoretical disciplines
and played different instruments. Johann David Holland gave lessons there
for two decades since 1802. In his workTraktat akademicki o prawdziwej
sztuce muzyki(“Academic Treatise on the Real Art of Music”, 1806) he
considered the problems of musical performance and related questions about
piano pedagogy to the elementary theory of music.

Piano classes functioned in most of intermediate schools as well as in
some private institutions. However, there, like in household musical practice,
piano education did not reach high-level professionalism. Music teachers
mostly followed empirical principles and a great deal of their attention was
drawn to technical mastery.

The development of piano pedagogy was strongly influenced by the
spread of literature. In bookstores it was possible to buy pieces of piano
virtuosos Henri Herz, Johann Baptist Cramer, Ignaz Moscheles, Friedrich
Kuhlau, Frédéric Chopin, Franz Liszt, and Robert Schumann. However, signi-
ficant composers’ piano opuses were rarely played at concerts and seldom
included in pedagogical repertoire. Such literature seemed to be too difficult
and incomprehensible on account of the lack of professional basis of music
education.

Later on these music education forms began to dissatisfy the increased
demands of piano culture and the necessity to establish specific institutions
for music education emerged. The very first ones were initiated at the second
half of the 19*" century, whereas in most of Western Europe capitals, as well
as in the biggest cities of Russia — Saint Petersburg and Moscow — higher
music schools had already been founded.

A progressive role in these processes was played by Vilnius Department
of Russian Music Society which was highly influential in the development
of music culture for about a half of the century. In 1874, that society estab-
lished the very first music school in Lithuania (it functioned until 1884)
where the specialists of high professional level, students of Moscow and
Saint Petersburg conservatories, were invited to work. In pedagogical activity
they used the methods and strategies from their conservatories. In this way
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the principles of different schools and directions were introduced to Lithu-
anian piano culture. Alongside the music school established by Russian Music
Society also different piano courses and private schools functioned in that
period. As a consequence, at the beginning of the 2Z0century, amateur
playing grew into professional music education.

The development of music culture and piano pedagogy was stimulated
by concert life which became increasingly intense with every decade. The
favourable geographical location (among Western Europe and Saint Peters-
burg) determined frequent tours of foreign performers. Local artists also
began to perform more often. The growth in the level of their mastery is
evident while studying the changes in the repertoire. Purely virtuoso piano
literature was replaced by more complex compositions by Johann Sebastian
Bach, Russian composers, especially Pyotr Tchaikovsky, Anton Rubinstein.

However, almost until the beginning of the 20" century, Lithuanian
piano culture did not acquire national uniqueness. Hostile circumstances
prevented the development of Lithuanian professional culture; the cultural
situation was not encouraging for the development of national celebrities.
In this period, all the main positions in Lithuanian piano culture were taken
by foreign artists — composers, performers and pedagogues.

A new leaf was turned over and the development of national piano
culture was encouraged by Mikalojus Konstantinas Eiurlionis (1875-1911).
His more than 150 qualitatively new piano opuses were comparable to the
highest achievements of West European composers, they reflected new
methods of the use of national folklore: from direct quotation to deeper
layers, revelation of nation mentality. Exactly these pieces formed the basis
for national piano pedagogy.

Having acquired musical education in Poland and Germany, being influ-
enced by those countries’ piano schools, by taking the very first steps the
young artist aimed at embracing the good traits of those schools and creatively
adapt them to Lithuanian piano culture. However, the level of his pupils
was not equal to the talent of the artist and his education. Intending to give
more information, the pedagogue more willingly worked with advanced
young pianists than with beginners. Eiurlionis was not about to indulge his
pupils’ shoddy taste. It is obvious if one takes a look at the educational
repertoire that included a lot of fundamental examples of the piano literature.

Eiurlionis thought Bach’s works to be the foundation of piano pedagogy.
His methodology of teaching polyphonic works has a lot in common with
modern pedagogy: it is a thorough analysis of polyphonic forms, expressive
intonation of melodic lines, attention to polyphony, understanding the
stylistics of compositions, etc.
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While teaching his brothers and sisters, Eiurlionis proposed them a lot
of piano works by Wolfgang Amadeus Mozart and Ludwig van Beethoven,
he also included their symphonies arranged to play the piano four hands.
Robert Schumann was the favourite from the romanticists. The pedagogue
thought Carl Czerny’s etudes to be the basis of training technical mastery;
he also included the masterful compositions by Chopin. The pedagogue did
not like playing scales, but when working on Charles Louis Hanon’s exercises
he taught to control hearing, trained the sense of beautiful sound and rhythm.
Eiurlionis constantly enriched his pedagogical repertoire with the transcrip-
tions of folksongs for the piano. A lot of his pupils remembered an impressive
playing of their teacher during lessons, his exceptionally spiritual interpre-
tation of different authors’ pieces.

Together with his colleague Eeslovas Sasnauskas (1867-1916), Eiur-
lionis had a vision of Lithuanian conservatory. Unfortunately, that idea was
realized only 24 years later. Eiurlionis’ progressive pedagogical thought,
obvious in his piano works, provoked the crystallization of the national
style of performing, determined the further direction for the development of
piano culture. Later his ideas were elaborated by other Lithuanian artists.

The Years of Independence

During the years of independence, the development of culture lacked
attention and funds, but theatres, music schools were being established,
concert life became more intense and clustered in the temporary capital Kau-
nas, as well as in smaller cities — Klaipéda and Diauliai.

The constantly increasing level of musical culture initiated the develop-
ment of professional musicians’ training base. The very first sprouts of profes-
sional pianism started to appear in 1919 in Kaunas, at the school established
by Juozas Naujalis (1869-1934). The most famous Lithuanian pedagogues
were invited as piano teachers: from Moscow Conservatory — Elena Stanek-
Laumenskiené (1880-1960), Vladimir Rupickij (1890-1952), from Saint
Petersburg — Lidija Dauguvietyté-Malko (1883-1955), Emilija Janickiené
(1874-1940), Elena Bilminidté-Eiurliené (1892—7?). They brought to Lithuania
the pianistic traditions of Anna Yesipova, Anton and Nikolaj Rubinstein, as

t At the beginning of the 20" century the following conductors and composers
studied in Saint Petersburg Conservatory: Eeslovas Sasnauskas, Mikas Petrauskas,
Juozas Tallat-Kelpda, Aleksandras Kaéanauskas, Juozas bileviéius, Stasys Bimkus,
Mykolas Bukda.
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well as the personal influence of the late romanticism coryphaeus Alexander
Scriabin, Sergei Rachmaninoff and the modern piano culture trends.

In 1927, the composer Juozas Gruodis (1884—-1948) was assigned to a
post of the music school director. He succeeded in increasing the level of
teaching, establishing the appropriate training base, and in 1933 the school
was transformed into Kaunas Conservatory. In that higher school, pianists
constituted 40% of students, but because of the high fees for studies only
several specialists graduated the school every year. On the other hand, there
was no particular programme aimed at the development of music education,
therefore the teaching process lacked purposefulness, consistency, clearly
formulated goals and objectives. There was too little attention paid to
students’ practical activity — even pedagogical practice was not included.

Despite the mentioned weak points, Kaunas Conservatory became the
methodological and cultural centre of Lithuania. Pianists who studied in
well-known conservatories in Germany (Jadvyga Eiurlionyté, 1899-1992,
Balys Dvarionas, 1904-1972), Paris (Vytautas Bacevieius, 1905-1970, Jurgis
Karnaviéius, 1912-2001), Warsaw (Ignas Prielgauskas, 1871-1956, Sta-
nistiawSzpinalski,1901-1957), Moscow (Rupickij) one after another returned
to Lithuania. Having acquired the latest interpretation achievements of
various piano schools, they included the compositions of various epochs
into their concert repertoires; therefore their performances had educational
influence, too. As pedagogues, those artists injected the meaning of musical
expression, the importance of composition analysis, tirelessly cultivated
artists’ versatility, accustomed their pupils to think and try to achieve precision
in their performance, to thoroughly study a composer’s text.

Vladimir Rupickij 2, a student of Moscow Conservatory professor Kon-
stantin Igumnov (1873-1948), was an extremely popular pedagogue in Kau-
nas Conservatory. He developed his students’ technical mastery, stimulated
wide studies of piano repertoire and artistic interpretations. He concentrated
his students’ attention on unforced sound, fingers’ free contact with the key-
board. He gave a lot of technical etudes, required to transpose them into a
lot of keys, asked to play scales. Rupickij gave courses of virtuoso mastery
and prepared a great deal of pianists who were like a fresh stream to Lithu-
anian piano culture. Among his students there were Biruté Damijonaityté-
Stroliené, Sofija Naujalyté-Didenkiené&, Andrius Kuprevieius, Aleksandras

2 Rupickij was thought to be a wunderkind. Being nine years old he made his
debut as a pianist in America. Being sixteen years old he graduated from Moscow
Conservatory. In 1926-1933 he taught piano in Kaunas music school, in 1933—
1941 - in Kaunas Conservatory.
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Kuéilinas, Rimas Geniudas, Aldona Babiniené, Galina Juodakyté-Leonienég,
Biruté Nasvytyté-Smetoniené&, Chaimas Potadinskas, Aldona Smilgaité-Dva-
rioniené, Ona bitkuté-Radzeviéiené, and others.

Another significant piano pedagogue was Vytautas Bacevigius. In
1927-1928, he studied in Paris Russian Conservatory in the classes of Sant-
jago Rijera and Nikolaj Tcherepnin, and graduated that with the first level
degree diploma. Rijera was a student of Georges Mathias who had studied
with Chopin. Because of that fact, Baceviéius considered himself to be the
fourth generation student of Chopin. For a decade the pianist intensely
performed in Western Europe cities, a lot of people loved his artistic erudition,
innate, natural musicianship, extremely rich artistic imagination, and virtuosity.

In the pedagogical activity of Bacevieius, Dvarionas, Stasys Vainilnas
(1909-1982), Jurgis Karnaviéius, Aldona Dvarioniené (1907-1982) the conti-
nuation of Western Europe traditions was obvious. They took a lot of prin-
ciples of musical performance from their pedagogues: Dvarionas — from
Robert Teichmuller and Egon Petri, VainiGinas — from Emil von Sauer, Karna-
vieius — from Alexander Libermann, Dvarioniené — from Walter Gieseking.
However, in their work they also adapted the best traditions of Russian
piano school. Each of the mentioned Lithuanian piano pedagogues had been
studying with the members of Russian piano school: Vainiinas — with Arvids
Daugulis (a student of Yesipova and Felix Blumenfeld), Karnaviéius — with
Marija Judina, Dvarionas — with Alfrcds Kalnidd, Dvarioniené — with
Rupickij.

At that time, the young pianist Andrius Kupreviéius (1921-1997) began
his concert and pedagogical activity. Being a student of Kaunas Conservatory
professor Rupickij, he attracted attention with uncommon talent, artistic
erudition and memorable concerts in Lithuania, Latvia and Estonia. The
pianist was thought to have an impressive career, but as a lot of other great
pianists (Baceviéius, Rajauskaité, Kueilinas), because of political circum-
stances and war, he immigrated to the USA and disappeared from our horizon
for a very long time.

People’s Conservatory established by ElenBaumenskiené in 1930 in
Kaunas was highly influential in the system of music education. It provided
professional primary musical education. People’s Conservatory developed
the traditions of tuition-free school, functioned in Russia because of Milij
Balakirev’s iniciative. There it was possible to acquire professional music
education for a small fee (sometimes free of charge). Thoughtfully prepared
teaching programmes for more talented pupils allowed continuing studies
in higher music schools. It served as the primary educational level, helped to
find talented students, stimulated the development of primary piano education.
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In Klaipéda, because of Stasys Bimkus’ (1887-1943) concern, in
1923-1930 musicians were prepared in Klaipéda music school where the
piano was taught by the former professor of Warsaw conservatory Ignas
Prielgauskas, Sofija Paleéek-Levickieng, Sofija Juodvalkieng, Jadvyga Eiurlio-
nyté and Stasys VainiGinas.

Because of the international affairs, Vilnius was separated from Lithuania
and belonged to Poland almost for two decades. The intelligentsia still
remained in the occupied region and promoted the development of arts,
participated in active and versatile cultural life. In Vilnius, there were a lot
of bookstores founded, musical theatres functioned, and art exhibitions were
organized.

Then, in Vilnius there were several music education institutions: Jadwiga
Wojewodska’s music courses, Mieczysuaw Karlowicz's conservatory and
Jewish music institute. Those schools prepared a considerable number of
musicians who later became famous. In 1940, those schools were joined and
reorganized into Vilnius Music School.

In different periods there functioned musical courses all around Lithu-
ania: in Panevépys — the courses organized by Mykolas Karka, in Teldiai —
by Domas Andrulis, in Kaunas there started to appear the centres of private
music education initiated by Ippo-Gechtman, Elza Herbeck-Hansen who
had interned in Vienna with Leopold Godowsky, the legend from Vilnius.
Those and other centres of music education, where the vocational level of
teaching was quite different, produced a great influence on the development
of Lithuanian piano pedagogy. There the principles of professional pedagogy
were formed, youth’s musical taste and understanding of art were cultivated,
those institutions helped to uncover talented performers, guide them to further
studies.

During the years of Lithuanian Independence, when Lithuanians did
not have an opportunity to study in Moscow or Petersburg conservatories
and only some musicians could study in foreign countries, the establishment
of national professional music education institutions was of particularly high
importance.

Soviet years

The further development of the national piano school was suspended
by World War Il and the soviet occupation. A lot of artists emigrated and
those who stayed had to change their artistic attitude. In 1940, when Soviet
authority was consolidated in Lithuania, cultural life also changed. The
particularity of the period, the political and cultural isolation of the society,
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and the new Marxist ideology influenced all the areas of art. However, the
artistic processes that proceeded in that time also were natural and more or
less related to the tendencies of the 2Qcentury European music development.

The evolution of professional art is always related to purposeful activity
of educational institutions. In this period, a consistent system of music
education was established: children’s music school — high or ten-year music
school — conservatory. The preparation of professional musicians expanded,
their professional mastery increased.

Music schools worked towards effective playing for several decades,
their guides were the programmes and piano repertoire confirmed by Moscow
Central Music School. All music schools had to follow the compulsory voca-
tional guidance strategy.

Striving for extremely high, systematic music education and preparation
of contingent for conservatories, in 1945 in Kaunas and in 1948 in Vilnius
ten-year music schools were established. Together with them, students for
higher art schools and independent musical activity were prepared in high
music schools (then known as technical schools, now as conservatories) in
Vilnius, Kaunas, Klaipéda, biauliai.

By resolution of 11 October 1944, the State Conservatory was estab-
lished in Vilnius. Its basis was the reorganization of Vilnius music school:
the higher courses became the foundation of the conservatory; the middle
ones formed the music school, whereas the primary courses served for the
establishment of children’s music school. The pedagogues Elena Laumen-
skiené and Lidija Dauguvietyté, invited from Kaunas conservatory, started
to teach in Vilnius as well as did the local pedagogues Stanislaw Szpinalskij,
Tamara Girsovié and others.

After the war, for some time there functioned two conservatories in
Lithuania: conservatories of Kaunas and Vilnius. However, it was clear that
doubling of art specialists’ preparation in a small country was not purposeful.
In order to solve the problem it was decided to join those music schools into
one. Thus, on 1 September 1949, basing on two music schools the state
conservatory was established in Vilnius. The best musicians of the period,
including the pianists Vainilinas, Dvarionas, Dvarionieng&, Karnaviéius, were
invited to work there. Another part of artists emigrated to Western Europe
and the USA.

The lack of specialists was offset with the invited members of Russian
piano school Jakov Ginzburg (1900-1963) who came to Lithuania in 1945,
Olga bteinberg (1920-2005) who came in 1948, and Mariam Azizbekova
(1919-2012) who came in 1950. By the intense concert activity, the pre
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motion of Lithuanian national music and selfless pedagogical work they,
together with performers of our country, formed the main body of piano
culture, further developed the unique face of piano pedagogical school. They
raised musical performance to professional heights, enriched that with
intellectuality, artistic scope, virtuosic perfection, and pithiness.

Those artists’ piano pedagogy spread the consistent methodology of
Russian piano school, the opportunities of the adaption of versatile perfor-
mance techniques searching for authentic interpretation based on deep analysis
of a musical piece, aesthetic and theoretical attitude of the author. A lot of
attention was paid to the conceptual and the artistic aspects of performance.

After breaking up the relations with the music centres of Western Europe,
the collaboration with Russian schools became more intense. A lot of positive
young artists’ training traditions were taken from them. The best performers
had opportunities to intern in prestigious Soviet conservatories, improve
themselves in assistantship. Because of that a lot of creative biographies of
middle or young generation pianists (Aldona Dvarionaité, Aldona and Halina
Radvilaités, Biruté VainiGnaité, Jurgis Karnaviéius junior, Petras Geniudas,
Albina Bikonilté, Aleksandra bvirblyté and others) were very similar: well-
educated in Lithuania, later they studied or interned with the most famous
Russian pianists and creatively synthesized their experience with their indi-
vidual style. Some performers even before 1990 had adopted the achievements
of Western European piano culture: Veronika Vitaité studied at Vienna Uni-
versity of Music and Performing Arts, Ramuté Vaitkeviei(ité — in Rome,
National Academy of St Cecilia, Biruté VainiGnaité, Aleksandra Juozapénaité-
Eesmaa — in Paris National Conservatory.

Since the 1960s, playing the piano has become extremely popular in
Lithuania. The network of music schools quickly developed: on the basis of
the data provided by Ministry of Education, in the school year 1960/1961
there functioned 21 seven-year music schools with 3250 students. The quanti-
tative rates were chased by the qualitative ones. The level of piano training
increased also in periphery. Very influential on increasing the qualification
of piano pedagogues and wider pedagogical horizon were the seminars-
practicums organized by Kaestutis Grybauskas. Later those pedagogues joined
the International European piano pedagogues’ association (EPTA).

Close relationships with the pedagogues from Moscow and Leningrad
(now Saint Petersburg) Conservatories (they conducted master classes during
annual conferences, organized their students’ piano evenings) after some
time were extended with the help of new acquaintances and various Western
Europe pedagogical schools. The attitude towards many postulates changed
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notably, more attention was paid to the variety of instrumental sound, under-
standing and rendering of artistic image, artistic decisions dictated by the
stylistics of a composition. All that strengthened the young Lithuanian piano
school and raised national personalities.

The Restoration of Independence

Professional art was directly influenced by the important political events,
ideological turning points, and the restoration of Lithuania’s Independence.
The two decades promoted new perspectives, the spirit of Western world to
musical culture stimulated new, uncommon initiatives. After the fall of the
‘iron curtain’ and often unfair selection in Moscow, the fight for an oppor-
tunity to participate in international competitions, festivals or simple concerts
was no more necessary. There remained the only criterion of talent, profes-
sional and artistic abilities. On the other hand, there developed the freedom
stimulated emigration to and the integration of young artists into the USA
or Western Europe countries. Owing to the young pianists Andrius blabys,
Eglé Januleviéilté, Gediminas Alekna, Edvinas Minkdtimas, the distant world
of American pedagogy, which had been remote and unknown for a very
long time, became available.

Lithuanian pianists more and more bravely conducted master classes
not only in Lithuania, but also in other countries. That fact that the increasing
number of our pianists won international competitions shows the worldwide
acceptance of Lithuanian artists.

While analysing Lithuanian piano pedagogy nowadays, we see that the
main methods, the attitude towards performances have a lot in common,
and that allows for discussing the purposefulness of Lithuanian pedagogical
school. That is extremely important when aiming at properly revealing the
unigueness of a composer’s creative work. The understanding of musical
stylistics, the logical rendering of its development, the disclosure of an author’s
idea should be based on a detailed analysis of form, harmony, melody and
rhythmics. Still, such a methodology does not prevent an artist from the
revelation of individual emotions; it prevents him from shallow interpre-
tations, outer brilliance or groundless burst of emotions.

In many cases, the attitudes of Lithuanian pedagogues towards musical
interpretation are similar. That may be said about the precise rendering of
an author’s text, some general pedalization, and the principles of fingering.
However, in other fields of piano pedagogy we could not find such a unity
of standpoints.
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Visual associations arising from emotional contents of a musical piece
differ; questions of sound production are being solved individually as well
as individual methodology in training technical mastery is being used. Some
pedagogues prefer definite literature of technical training — training etudes,
collections of technical exercises edited by different authors, others, apart
from examples of artistic literature, also develop pianists’ virtuosity abilities.

The preparation of a pianist is determined by several factors: musical
talent, individuality or requirements in a certain phase of training. That is
reflected in the tendencies of pedagogical repertoire. Looking through peda-
gogues’ individual programmes, we see that the traditions of Eiurlionis peda-
gogy are being continued, a lot of attention is paid to creative works of
baroque masters (especially Bach) and Vienna classics. By studying the com-
positions of these authors, students learn to understand musical forms, clas-
sical proportions, cultivate sound culture and beauty.

Romanticists’ (Chopin, Liszt, Rachmaninoff, Scriabin) and impressio-
nists’ (Claude Debussy, Maurice Ravel) opuses are no less important in prog-
rams. Unfortunately, works of contemporary composers are rarely studied,;
repertoire often contains no more than the compositions by Sergei Prokofjev,
Béla Bartok, which have already become classics.

Traditional international competitions of Mikalojus Konstantinas Eiur-
lionis, Balys Dvarionas, Stasys VainiQinas stimulate our performers to come
back to the roots of our national school, to know better and perform more
mesmerizingly the creative legacy of these artists. Moreover, Eiurlionis’ theme
is alive and a lot of composers develop it in their music. Pieces, written
especially for the purpose of competition, embody a lot of ideas of classical
music; stimulate the performer to feel continuity of generations.

Conclusions

The analysis of piano pedagogy has showed that Lithuanian piano peda-
gogy has been influenced by different piano schools and their most significant
representatives. In training methodology of Dvarionas, VainiQinas, Karnavi-
eius, the continuation of Western Europe traditions is obvious. A lot of metho-
dological principles have been taken from their pedagogues: Dvarionas —
from Teichmdiller and Petri, VainiGinas — from von Sauer, Karnaviéius -from
Libermann, and Dvarioniené — from Gieseking. They also adapted the best
traditions of Russian piano school. Every of the mentioned Lithuanian pianists
(VainiGnas, Karnaviéius, Dvarionas) studied with the members of Russian
piano school. The traditions of Russian piano school and its most significant
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members Samuil Feinberg, Yakov Zak, Heinrich Neuhaus were developed
by Mariam Azizbekova, Olga Bteinberg, Veronika Vitaité, Aldona Dvario-
naité and others.

Even though a lot of methods of piano teaching are quite similar, some
pedagogues prefer their own. They pay less attention to everyday practice of
piano techniques but rather emphasise artistic intuition, direct emotional
understanding of music, thinking, highlighting student’s artistic and musical
training. When beginning to work these pedagogues focus their students’
attention on significant primary emotional understanding of musical piece.
Perhaps, because of that they pay a lot of attention to the demonstration of
a musical piece with the help of the musical instrument. In this way, by
establishing necessary artistic image, they try to explain the creative process
more clearly. Other pedagogues combine artistic training with thorough
analysis of distinct technical details, explanation of performing problems
and its consolidation in the same lesson. This method corresponds to the
traditions of Moscow piano school.

The achievements of piano pedagogy are shown by vocational prepa-
ration of young pianists which allows them to participate in different piano
competitions and become prize winners, as well as develop their concert
activity outside our country.

The features of the national piano school are revealed while playing
compositions of Lithuanian composers: it is sincere emotionality combined
with reservation and avoidance of outer effects, more chamber treatment of
musical images as well as the demonstration of expressive means of perfor-
mance: variety of sound colours, pedalization, articulation, wide dynamic
scale, etc.

Some Lithuanian pedagogues do not use innovative or individual metho-
dological principles. That is natural, because the national features in pedagogy
become more obvious through the national repertoire, the stylistics of piano
pieces. For example, works of Debussy, Prokofjev have promoted the creation
of new methods of piano playing. Such phenomenon did not occur irLithuania.

Lithuanian piano pedagogy is a vital process because it is constantly
undergoing new artistic changes. Since there does not exist historical retro-
spective, it is difficult to objectively assess and analyse a lot of facts and
circumstances. However, some phenomena allow for optimistic forecasting
of the further development of Lithuanian piano pedagogy.
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Lietuviedu klavierpedagoiijas attistiba
Ramune Kripauskiene

Kopsavilkums

Raksts veltits lietuviedu klavierpedagoiijai: apspriesta tas izcelsme un
attistiba. Analize rada, ka dapadam klavierskolam un to nozimigakajiem
parstavjiem bijusi ioti liela ietekme lietuviedu pedagoiija.

Mdazikas kultOras strauja attistiba Lietuva 20. gadsimta sdkuma radija
nepieciedamibu profesionalu mdziiu izglitodanai. Profesionéala pianisma
pirmie iedigii rodami 1919. gada Kauo4, skola, kuru dibindja Jozs Naujalis.
Klavierspcles apmacibai deit tika uzaicinati padi slavenakie lietuviedu peda-
gogi: Elena Staneka-Laumenskiene, Vladimirs Rupickis no Maskavas konser-
vatorijas, Lidija Dauguvietite-Malko, Emilija Janickiene un Elena BilmioQte-
Euriiene no Pcterburgas. Vioi atveda sev lidzi Annas Jesipovas, Antona un
Nikolaja Rubindteinu pianisma tradicijas, ka ari personiskos iespaidus, ko
guvudi no velina romantisma korifejiem Aleksandra Skrjabina, Sergeja Rah-
maoinova un modernajam klaviermakslas vgsmam.

Vitauts Baceviés, Balis Dvarions, Stasis Vaiolns, Juriis Karnaviés un
Aldona Dvarioniene savukart parstavcja Rietumeiropas pedagoiiskas tradi-
cijas. Vairakus atskaootajmakslas principus vioi bija aizguvudi no saviem
pedagogiem: Dvarions — no Roberta Teihmillera un Egona Petri, Vaiolns —
no Emila fon Zauera, Karnaviés — no Aleksandra Libermada, Dvarioniene —
no Valtera Gizekinga.

Turpmako klavierpedagoiijas attistibu partrauca 2. pasaules kard un
padomju okupécija. Vairaki méakslinieki emigrcja; savukart tie, kuri neemi-
grc¢ja, bija spiesti mainit savu méksliniecisko poziciju. Specialistu trikumu
daicji kompensgja uzaicinatie krievu klavierspcles skolu parstavji: Jakovs
Ginsburgs, Olga Bteinberga un Mariama Azizbekova. Intensiva koncertdar-
biba un nesavtiga pedagoiiska darba, atbalstot lietuviedu nacionalo maziku,
vioi kopa ar vietgjiem pianistiem turpinaja klavierpedagoiijas attistibu.

Laikd, kad bija sarautas saites ar Rietumeiropas mdzikas centriem,
sadarbiba ar krievu klavierspcles skolu parstavjiem kiuva intensivéaka. Laba-
kajiem interpretiem tika sniegta iespcja praktizcties prestipas padomju konser-
vatorijas un uzlabot savas pedagoiiskas prasmes. Tadgjadi vairaku vidgjas
un jaunakas paaudzes pianistu (Aldonas Dvarionaites, Aldonas and Halinas
Radvilaidu, Birutes Vaidlnaites, Juria Karnaviéa juniora, Petra Geduda, Albi-
nas bikdoites, Aleksandras bvirblites u. c.) radodas biogréfijas ir ioti lidzigas:
labai izglitibai Lietuva sekojudas studijas Krievija, macoties pie populara
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kajiem krievu pianistiem, un 87 izglitiba sniegusi pladas iespcjas radodam
personiska stila un pieredzes apvienojumam.

Lietuvas neatkaribas atjaunodana bija ne tikai svarigs politisks notikums
un ideoloiijas pavcrsiena punkts, ta arf tiedi iespaidoja profesionalo méaksilu.
Divas beidzamajas desmitgadc¢s daja joma pavcrudas jaunas perspektivas,
pastiprinajusies Rietumu pasaules ietekme mazikas kultdra un aizsékudas
jaunas, neparastas iniciativas. Pcdzelzs priekdkarakridanas vairs nebija
nepieciedama biepi vien negodiga sancensiba Maskava, lai gitu iespcju pieda-
[tties starptautiskos konkursos, festivalos vai vienkardos koncertos. Vienigais
kritcrijs, kas saglabdjas, bija makslinieciskas spc¢jas. Jauniegita briviba stimu-
Igja mQziiu emigréaciju no Lietuvas, viou integraciju ASV un Rietumeiropas
kultdrvidg. Savukart jaunie pianisti Andrus blabis, Egle JanuleviéQte, ledi-
mins Alekna un Edvins Minkdtims uz Lietuvu atveda ari amerikaou peda-
goiijas principus, kuri lidz tam daudziem vietgjiem klavierspcles pedagogiem
diita tali un nesasniedzami.
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Gidon Kremer and Saulius Sondeckis:
in Search of the Means to Form New Artistic Reality

Leonidas Melnikas

Summary

The violinist Gidon Kremer and the conductor Saulius Sondeckis are
two musicians who have done much for the transformation of the vision of
musical culture of their time. The distance between where they started and
where they came is vast, and their artistic communion and cooperation became
one of the elements of those wonderful achievements. In which forms did
this communion take place and in what did it result — these are the questions
engendering lively interest and presenting an interesting aspect for study.

The history of Sondeckis’ and Kremer’s friendship lasted more than
fifty years. Naturally, over such a long period their cooperation took different
forms. The first period of their communion could be characterized by the
formulae ‘teacher-student’ or ‘fathers and sons’. During that period the diffe-
rence in their ages was most acutely felt (Sondeckis is older than Kremer by
almost twenty years). Sondeckis, having begun his pedagogic activity at the
beginning of the 1950s, formed professional and personal contacts with
Riga violin pedagogues, first and foremost with the wonderful teacher Vol-
demars Stlresteps, in whose class Kremer studied. Sondeckis met the wunder-
kind back at the end of the 1950s. He quickly noted the future great violinist,
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followed his development, and even organized Kremer's first solo concertin
Vilnius. Sondeckis took a ‘fatherly’ interest in Kremer up through the latter’s
sparkling victories in prestigious musical competitions.

The second period of the creative communication of Sondeckis and
Kremer took place in the 1970s, and it could be characterized generally as
the model ‘conductor — soloist’. That was the time of unforgettable creative
searches, experiments, and achievements. Kremer was a soloist with whom
Sondeckis performed quite a lot. It was then that they prepared the premieres
of works by Alfred Schnittke and Arvo Part, introducing them to the musical
world.

The third period was the second half of the 1990s. That period could be
called ‘kremerata’. Kremer turned specifically to Sondeckis, the outstanding
teacher of orchestra performance, with a proposal to participate in the
creation of an orchestra of a brand new type. Sondeckis accepted, and the
orchestraKremerata Balticabegan its star-lit history.

The fruitful artistic cooperation between Sondeckis and Kremer gave a
push to the formation of a new artistic reality and a renewal of the musical
landscape.

Key words: Saulius Sondeckis, Gidon Kremer.
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Rigas madzikas dzive divu pasaules karu laika:
kopigéas un atdiirigas tendences

Dr. art. Baiba Jaunslaviete

Jazepa Vitola Latvijas Mlzikas akad¢mijas asocicta profesore un
Daugavpils Universitates viespctniece

Kara laiks arvien ir lielu vgsturisku satricindjumu periods: visas kult(ras
dzives jomas, tai skaitd maziku, skar bltiskas parmaioas, kas izpaupas gan
estctiskajas nostadngs un koncertu formés, gan repertuéra izvglc un citos
aspektos. Latvija 20. gadsimta gaita dadas parmaioas piedzivojusi divreiz —
pirmoreiz Pirma pasaules kara gados (1914-18), t. i., period4, kas pagaidam
mdsu muzikoloiiskaja literatGra nav sikék pctits. Otrs zimigs laikposms
bija PSRS-Vécijas kara gadi (1941-1945) k& daia no Otra pasaules kara
perioda. Do gadu norises iztirzatas 2011. gada izdotaja, Arnolda Klotioa
vadiba veidotaja monogréafija Mlzika okupacija (Klotiod 2011).

Sava raksta esmu izvirzijusi merii salidzinodi analizct atsevidias pilsgtas,
proti, Rigas, mazikas dzivi abu pasaules karu laika. Apldkoti divi aspekti:

— kara laika mizikas dzives panru un repertuara prioritates, koncertu
norises formas,
— kara ietekme uz mizikas kritiiu darbibu.

Galvena uzmaniba veltita panriem, kas tradicionali ir akadgmiskas mazi-
kas miiotaju fpada interedu loka — simfoniskajai mizikai un operai.

Atslcgvardi: Riga, Pirmais pasaules kard, Otrais pasaules kard, mizikas
dzive, repertuars, politika, latviedu, krievu un vacu mazika.

*kk

Pctot kara laika mQzikas dzivi, arvien nékas skart retorisku jautajumu:
ciktal ir taisniba sparnotajam teicienam par ieroéiem un mizani?

Meklgjot athbildi, vispirms jaatzist, ka norises Riga kara gadu sdkum-
posma vc¢l neb(t neliecina par mizikas dzives noplakumu. leskatam dapi
faktino Pirma pasaules karaperioda: ka v¢sta laikraksta Rigasche
Rundschaul914. gada laika publicctie sludindjumi, dapos panros vgrojams
pat koncertu intensitates pieaugumgai arf aptuvens pirmskara limeoa sagla-
bajums. T4, piemcram, Rigas Vacu Teétra un Koncertu biedribaRigaer

1 Kad runa ieroei, mlzas klusg(Inter arma silent Musae).
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Deutsche Theater- und Konzertvereifj 1914. gada ziema un pavasari (no
janvara lidz aprilim) bija sarikojusi divus simfoniskos koncertciklus: t. s.
abonementkoncertus (reizi vai divreiz m¢nest) un p¢epusdienas koncertus
(divas lidz tris reizes mg¢nesi). Nakama gada rudent abi die cikli atjaunojas
citas organizacijas — Rigas Ieizariskas Krievu mizikas biedribas pasparfg
un tagad jau tie notika, ar nedaudz izocmumiem, gandriz ik ned¢iu. Arnolds
Klotiod, izvertgjot atsevidias simfonisko koncertu kategorijasOtra pasau-
les kara laika, konstatc, ka dapés no tam koncertu skaits ik ndkamaja
kara gada pieaudzis: piemgram, Operas oriestra simfoniskie koncerti
1941./1942. gada sezona notikudi 10, 1942./1943. gada sezona — 12, bet
1943./1944. gada sezona — jau 14 reizes (Klotidod 2011: 363)Dada mizikas
dzives intensitates kapinajuma, diiet, saskatams kas drudpaini izmisigs:
mazika bija iesp¢ja kaut islaicigi aizmirst kara apstakiu realitati un uzkavcties
ideala pasaulg, tapcc koncerti un izrades tika rikoti daudz un guva lielu
atsaucibu. Tiesa, tikai lidz zindmai robepai: kad frontes Iinija jau tuvojas
pilsctai, bija vgrojams krass koncertdzives apsikums. Pirm& pasaules kara
laika par 6adu pavgrsienu kiuva 1915. gada pavasaris, kad, tuvojoties vacu
karaspckam, sakas Latvijas iedzivotaju un institliciju evakuécija uz toreizcjas
Krievijas valsts iekdieni (skat. par to, piem., Bartele, Balda 2002: 83). Savukart
Otra pasaules kara gados intensiva mQzikas dzive turpindjas gandriz lidz
kara beigam, t. i., lidz 1944. gada vasaras nogalei, kad, Rigai tuvojoties
padomju karaspckam, daudzi iedzivotdji, tai skaitd maziii, pils¢tu atstaja.
Raugoties dada rakursa, iepriekdcitctais teiciens par lielgabaliem un mzam
neapdaubami ir pamatots.

Cits jautajums, kas pelnijis ieveribu, ir dapadu panru proporcijas kara
laika mazikas dzivg. Pirmais, kas pieverd uzmanibu bdtiski pieaug vokalas
mazikas loma, respektivi, priekdplana izvirzas skaodarbi ar verbalu tekstu,
kas tiedak neka tiri instrumentalas kompozicijas sp¢j uzrunat pladu klausitaju
loku. Daudz biepéki kiGst ne vien solodziedatéju un koru koncerti, bet art
koncerti ar jauktu programmu — piemcram, Pirma pasaules kara gados tadi
ir reguléri rikotie labdaribas koncerti, kuru iendkumi tiek ziedoti kareivjiem
un/vai viou piederigajiem.

2 Abonementa koncerti notika no 8. oktobra, P¢cpusdienas koncerti — no 120k-
tobra.

8 Lidzigu ainu vgrojam Rigas operteatra darbiba. Kopgjais operizrapu skaits
pirmskara sezona (1940/1941) bijis pusotra simta, savukart kara gadu sezonas —
[idz pat 229 (gan 1942/1943, gan 1943/1944; Klotiod 2011: 114, 412, 418).

4 “Kopgjais Operas apmekictaju skaits bijis 433 000, par 10 000 lielaks neka
iepriekdcja sezond. leejas kardu vienmgr tricis, apmg¢ram pusi no tam sad¢mudas
kara iestades,” raksta Klotiod par 1942./1943. gada sezonu (Klotidod 2011: 412).
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1. attcls. 1. pasaules kara s@kumperiodam
raksturiga koncertprogramma (divi
patriotiski koncerti par labu slimiem un
ievainotiem kareivjiem). Rigasche
Rundschau, 1914. gada 15. oktobris

Attieciba uz Otro pasaules
karu interesanti mingt muzikolo-
ies Ligas Pctersones vgrojumu. Ap-
|0kojot Vitola trio (1933-1944,
pianists Janis lepitis, vijolnieks
Voldemars Rudgvics, éellists Atis
Teihmanis) koncertprogrammas,
vida secinjusi: miera laika (t. i.,
galvenokart 30. gados) ansamblis
uzstajies lielakoties patstavigos
koncertos, kuros skancjudi instru-
mentaldarbi trio mlziiu snieguma.
Turpreti kara laika (1941-1944)
tas biepak iesaistijies jauktos vokali
instrumentalos koncertos, kur trio
un atsevidiu ta daltbnieku spcle
mijusies ar solodziedajumiem, tai
skaita ar latviedu komponistu
dziesmam. L0k, raksturigi Vitola
trio koncertprogrammu piemcri
miera un kara laika (skat. 2. att.).

Kara apstéakii iespaidoja ari
koncertzaiu izvcli. T4, piemcram,
kamermQzikas koncerti Otra pa-
saules kara laiké lielakoties notika
nevis dim panram atbilstoda, sali-
dzinodi neliela auditorija, bet viena
no Rigas lielakajam zéalcm, kas jo
ipadi piemcrota koru koncertiem,
proti, Universitates aul, jo lidzdi-
ncja kamerkoncertu norises vieta—
Latvijas Konservatorijas zale — bija
vacu karaspcka parzidad un par-
vcrsta par lazareti. “Universitates
aulas liela pieprasijuma dci kon-
certi tur notika gandriz katru va-
karu, bet svctdienas sakuma divi

5 Pctersone, Liga (2014).Klavieru trio atskadotajmaksla Latvija. Datorraksts
(topods promacijas darbs). Glab4jas Ligas P¢tersones privatarhiva.
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un no 1944. gada pat tris koncerti— 13.00, 16.30 un 19.00. Aula bija jarezervg
divus mc¢nedus iepriekd, un, par spiti pieticigajai apkurei, apmekictaju
netrika,” atzist Klotiod (Klotiod 2011: 379). Kamerkoncertu norise dada
panram neierasta vid¢ zindma mcréa simboliz¢ vispargjo tieci uz verienigam
koncepcijam, kas kara gadu kultGrai neparprotami ir raksturigaka neka
kamerstila nianses.

a) b)
2. attcls. a) Vitola trio programma 1933. gada 21. oktobra
koncertam Latvijas Konservatorijas zalg, b) Vitola trio programma
1942. gada 11. marta koncertam Universitates aula

Ipads izraudzitas tgmas aspekts ir nacionalas attiecibas kara laika un to
ietekme uz mizikas dzivi.Vai komponista nacionala piederiba,
ja viod parstav, nosaciti,naidigo naciju, var kit par dicrsli
vioa mlzikas atskaoojumam kara apstakios?

Atbilde uz do jautdjumu nav isa un viennozimiga. Ja apldkojam vacu
un austriedu mazikas likteous Pirma pasaules kara laika, redzam, ka patiesi
sastopami politiska rakstura iebildumi pret tas iekiAvumu koncertprog-
rammas. Tos paududas ne tikai Krievijas valsts varas iestades, bet arf latviedu
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inteliience. Daudzi tas parstavji daja laika perioda bija noskaooti prokrieviski
un pret saviem lidzpilsodiem vacbaltiem izturcjas ne Tpadi draudzigi. Liela
mgcra tas, protams, skaidrojams ar gadsimtiem ilgajam, krasajam sociali ekono-
miskajam atdiirtbam starp latviediem un vacbaltiem. Lai arf 20. gadsimta
sakuma tas bija mazindjudas, tomcr pagatnes aizvainojumi nebdt nebija
aizmirsti; tapcc likumsakarigi, ka Pirméa pasaules kara sGkumposma latviedu
mazikas kritik&, kam diietami jabat talu no politikas, ne reizi vien sastopami
aicindjumi mazinat vacu/austriedu ietekmi Rigas koncertdzivg. Raksturigs
piemgrs ir komponista un mdzikas kritiia Jada Zalida recenzija par 21.sep-
tembri sarikoto Rigas Latviedu biedribas koncertu, kura ienakumi ziedoti
latviedu kareivjiem un vidu piederigajiem. Zalitis atzim¢, ka koncerts, kas
ietvcris pladu vokali instrumentalu programmu, bijis labi apmeklicts. Tomer
repertuars raisijis kritiia iebildumus, un pirmam kartam tie saistiti ar jauna
klaviervirtuoza, Annas Jesipovas bijuda audzckoa Arvida Dauguia uzstadanos:

“Visu lielo pusi no vida [Dauguia] izpilditiem gabaliem ied¢ma taisni
vacu un ungaru komponistu darbi (Lists, Blberts, BUmanis). Ko gan ar to
god. pianists ir gribgjis uzsve¢rt? Savu absoldto tiras méakslas apoloictu piede-
ribu, daursirdibu pret tagadcjiem lielajiem vesturiskajiem gara dzives parver-
tibu notikumiem vai arf savu cilvgecisko un maksliniecisko indiferentismu?
[..] Ak, die miera ideju sludinatdji ciou laikos! — Daugulla kungs labi daritu,
ja ari savu citadi pieklajigo klavieru repertuaru kaut cik batu piemcrojis
laika gara prasibam. Ir taéu Bopcns, Grigs, Rahmadinovs, Skrjabins, Glazu-
novs, ladovs u. c. Acumirkli tie mums batu tuvaki, it ka vajadzigaki neka
naidigo vacu-ungaru-pradu ieneraciju priekdstaviji. Protams, tikai pagaidam.
Vclak, kad tagadcjas tautu asas attiecibas bds nolidzindjudas, kad cidu gara
vieta atkal iestasies mierigaka, kulturcli nosvcrta dzive, tad jau vargsim visas
ais nevistodi daiias, romantiskas ceiinieku dziesmas un ddpuiu dziesmas ar
divkartigu baudu atg(t. Visu varb{t arf do nevajadzctu teikt, vienigi nesavtigs
makslas nollks — doreiz turpretim bij japiediir tam ari zindma nacionala
lepnuma un patriotisma pieskada” (Zalitis 1914: 183).

Pirméa pasaules kara sdkums iespaidoja Rigas vacu mdzikas dzivi ioti
nelabvcligi. 1914. gada rudeni Pilsctas 1. (Vacu) teatra makslinieki vairs ne-
guvaiespgju sakt jauno sezonu, jo teatris tika slcgts: vacu valoda kara apstakios
nedrikstcja skanct uz skatuves, un tadgjadi darbu partrauca ari tradicijam
bagata opertrupa. Skaidri bija jGtama vairidanas no vacu un austriedu mazikas
iekiavuma repertuéra, taéu ta bija raksturiga ne tikai Rigai, bet visai toreizcjai
Krievijas valstij. Latviedu mQzikas kritiiu vidQ bija ari personibas, kas
uzdrodindjas paust savu opoziciju danodes lietaij, viou vid( nakotng ievcro-
jamais rakstnieks Janis Sudrabkalns. Laikrakstdidums publicctaja raksta
par latviedu diriienta Voldemara Bisenieka koncertu vidd norada:
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“Rigas mdzikas skolas koncerts ceturtdien, 9. oktobri, Interimteatri
shiedza vienigi vai slavu maziku. Dai zida viod ir simptomatisks, jo reakcija
pretiermanismu tagad iesakusies visa Krievija. Ekstrcmi, lidz k&diem noiets,
par piemcru, Petrograda, kur no repertuara nodemtas visas Vagnera operas,
gan var katru Tstas makslas draugu tikai apbcdinat. B¢thovens, Mocarts,
Bahs un Vagners, liekas, nepieder pie tiem vardiem, kuri batu aizmirstami”

(Sudrabkalns 1914).

Krievu un ari kopuma slavu mizika kara apstakios turpretfi tika spcicta
biepi (skat. divas laikmetam tipiskas koncertprogrammas iepriekd, 1. attcla).

3. attcls. Hansa Bmita raksts par
ieizariskas Krievu mazikas biedribas
1914. gada 19. novembra koncertu.
Rigasche Rundschay
1914. gada 20. novembris

Tuvojoties 1914. gada beigam,
attieksme pret vacu/austriedu ma-
ziku tomc¢r nedaudz uzlabojas.
Rigas leizariskas Krievu mizikas
skolas rikoté koncertcikla ietvaros
5. novembri (t. i., 4. koncerta) pir-
moreiz skancja ari Johana Sebas-
tidna Baha un Franéa Blberta kom-
pozicijas. Nedaudz vclak, 20.no-
vembri, Ludviga van Bcthovena
Otras simfonijas atskadojums bei-
dzot deva iespgju prominentajam
vacu mazikas kritiiim Hansam
Pmitam rakstitRigasche Rundschau
slejas: “Vakar bija sevidii svctigi
un dziii iespaidojodi pcc ilgakas
pauzes atkal reiz dzirdct B¢thovenu”
(Schmidt 1914).

Otréa pasaules kara gados
Riga bija pavisam cita politiskaja
situacija neka Pirmé pasaules kara
laika, un tas izpaudas ari reper-
tuaraizvclc. Atbilstodi Treda reiha
politikai programmas neparadijas
ebreju cilmes maziiu, piemcram,
Fcliksa Mendelszona-Bartoldi vai
Gustava Mélera vardi. Vacu ma-
zikas loma pieauga, un ta tika no-
stiprinata ar direktivam metodcgm.
Piemcram, Arnolds Klotidd gramatéa
MQzika okupacija piemin ligumu,
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ko 1942. gada vasaras simfonisko koncertu rikotajf noslgcgudi ar vacu varas
iestadem (Klotiod 2011: 365). Tas paredzgjis, ka koncertu repertuara tiks
iekiauti 50% vacu, 25% — latviedu un 25% — parcjas mazikas. Citu zZimigu
liecibu par koncertdzives tendenc¢cm sniedz Ludvigs Karkliod gramat@imfo-
niska mizika Latvija:

“1942. gada, kas vacu fadistiem izradijas liktenigs un noteica kara izna-
kumu, simfonisko koncertu programmas neatrada vietu neviens krievu kompo-
nistu skaddarbs. Bet skancja J. Bramsa “Vacu rekvicms”, “Traiiska uvertira”
(Karkliod 1990: 129).

Vienlaikus gan jaatzimg, ka dada situacija nav bijusi raksturiga visam
Otra pasaules kara periodam — krievu mdzika tolaik Rigas koncertprog-
rammas paradijusies samcra biepi. Lidzigi k& pirms kara, sevidii populara
bijusi Pctera Eaikovskadaiirade: 1943.—1944. gada izpildita vida fantazij-
uvertira Romeo un Dpuljeta, tris pcdgjas simfonijas (Ceturta, Piekta, Sesta),
turklat Sesta pat trisreiz — ari vacu viesdiriienta Hansa Udo Millera (Hans
Udo Miller) vadiba. bis atskadojums guvis atzinigu atsauksmi okupacijas
iestapu oficioz& Deutsche Zeitung im Ostland, Alfrcda beiles recenzija:
“Beigas fascingjoda, pat aizraujoda interpretacija izskancja EaikovskRatc-
tiskd. Hansam Udo Milleram, impulsivam un temperamentigam muziiim,
dis darbs acimredzami ir Toti tuvs, un ar visu savu intensitati viod nekur
nekiuva nekulturéls. Bi karstasiniga mizika arvien sl¢pj sevi draudus zaudct
orientierus melanholijas, ekstazes un ritmiski dinamiskas brutalitates vidc.
Piecu ceturtdaiu valda elegance un vieglums jaizcei jo Tpadi” (Zscheile 1943).

Rigas operteatra repertuara kara gados bija gan Eaikovska baletSulbju
ezers gan operasJevgeoijs Ooegins un Piia damaabas pcdgjas laika no
1941. lidz 1944. gadam tika izraditas katra tiedi desmit reizesHiia dama
gan vienigi 1943./1944. gada sezond). Jaatzist tomgr, ka, salidzinot ar pirms-
kara laiku, Eaikovska operizrapu kopskaits bija krities: 1940./1941. gada
(t. i., padomju varas) sezonadJevgeoijs Ooeginssien tika uzvests 22 reizes,
Piia dama — devioas reizes.

Otrs popularakais krievu komponists vacu okupctaja Riga bija Alek-
sandrs Borodins Vidoa operasKoazs Igorsslaviski patriotiska tematika nebija
dicrslis tas uzvedumiem Rigas operteéatri no 1943. lidz 1944. gadam div-
padsmit reizes. Borodina Otra simfonija, ko iedvesmojudi krievu varodeposu
tcli, pcc Ludviga Kéarklida sniegtajam zidam, kara laika izskancjusi jauna
diriienta Bruno Skultes vadiba. BT pada makslinieka repertuara bijusi Nikolaja
Rimska-Korsakova BeherezadeAleksandra Skrjabina Otra simfonija un
vairaki Eaikovska darbi (Karkliod 1990: 130).

SPadi koncerti notika pilsgtas parkos — galvenokart Vgrmanes darza.
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No vacu komponistiem Riga Otra pasaules kara laika sevidii iemfiots
bija Rihards Vagners— piemcram, 1943./1944. gada sezona vidd, pcc Arnolda
Klotida apkopotajiem datiem, bijis tredais popularakais Rigas operteéatra
repertuéra parstavctais komponists (pirmaja vieta — Dpuzepe Verdi, otraja —
Dpakomo Puéini; Klotiod 2011: 419). Lai arf zinams, ka Vagners bijis Adol-
fam Hitleram tuvs un nacistiskas okupécijas laika ipadi propagandcts kompo-
nists’, tas, doméajams, nav bijis galvenais iemesls vida popularitatei Riga,
kurai ir jau senas v¢sturiskas saknes. To apliecina Rigas Pilsctas 1. (Vacu)
teatra repertuars 1914. gada pirmajos piecos m¢nedos, t. i., pcdcja sezona
pirms teatra slggdanas Pirma pasaules kara dc¢i: no 24 operizradgm kopuma
devidas parstavcjudas tiedi Vagnera daiiradi (nadkamais popularékais kompo-
nists bijis Puéini, kura vards dis sezonas afidas paradas eetrreixjagnera
popularitati, iespgjams, ietekmgjusi 1 komponista biogréfijas kadreizgja
saikne ar Rigu: 1837.—1839. gada viod bijis Rigas Pilsctas teatra kapelmeistars.

Vacu mazikas kritiii labprat meklicjudi Vagnera mizikas iespaidu
latviedu komponistuskaddarbos — reiz¢m visnotai pamatoti, bet citkart, iespg-
jams, tomgr parspilcti. K& interesantu un zimigu dai sakaré var izcelt pole-
miku, kas 1942. gada vacu presc raisijusies saikng a&lfrcda Kalnida operas
Baoduta uzvedumu Rigas operteatri. Diskusiju par to aizséka nevis kads Rigas
vacu kritiiis, bet gan Vacijas rakstnieks Valters Blgcms (1868-1951) — savulaik
ievcrojams romanists, viens no 20. gadsimta 30. gados visvairak lasitajiem
autoriem (Blgma romanu koptirdpa sasniegusi apmc¢ram divus miljonus;
skat. Damerau 1968: 193). Savos darbos viod cildingjis vacu nacionalas vare-
nibas un militarisma idejas. Raksta avizeiDeutsche Zeitung im Ostland
1942. gada 10. janvari dis autors stasta par kddu negaiditu parsteigumu, ko
piedzivojis Latvija:

“Ar karu saistito dienesta pienakumu sakaré man nacas uzturcties Riga,
un tur, blakus daudziem citiem nozimigiem iespaidiem, guvu vienu sevidii
iepriecinodu — proti, iepazinos ar kadu lielu komponistu. Meistaru, kas rada
augsta, visaugstakaja [fment, ir 62 gadus vecs un — lielajai mzikas pasaulei
gandriz sveds” (Bloem 1942a).

Turpindjuma Blgms parstasta vacu lasitajiemBadutas iestudgjuma
vgsturi un uzsver, ka Kalnida tautasbraii latviedi nekad do operu neesot pie-
nacigi novgrtcjudi. Vioo raksta:

7 Stkak par to skat: Metapolitics: From Wagner and the German Romantics to
Hitler . Tepat ar? Adolfa Hitlera citats: “Ikvienam, kurd grib saprast nacionalso-
cialistisko Vaciju, japazist Vagners” (Viereck 2004: 132).

8Dati no teatra afiou un programmu apkopojuma TheaterzettelLatvijas Univer-
sitates Akadgmiskas bibliotckas Reto gramatu un rokrakstu nodaia
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“Savu ceturto inscengjumuBaouta piedzivoja padreizcjas Rigas operpub-
likas klatbltng — proti, 60—70% skatitaju parstavgja vacu armiju. Veiksme
bija patiesi liela. Es runaju ar visu dienesta pakapju biedriem, gan tiem,
kuriem muzika tuva, gan tiem, kuriem ta sveda — vioi visi bija glupi tikpat
aizrautiga sajlsma ka es. — Picrslis nebija pat tas, ka no dziedata teksta m¢s
nesapratdm ne varda. lespiests libreta variants vacu valoda neeksistc, un
teatra programma sniegts vienigi skops satura atstastijums. Tomcr operas
muzikalas vertibas ir tik spilgtas, ka vacu klausitijos tas gQst viennozimigu
atzinibu. [..]

Un nu dapi teikumi par Badutasmuzikalajam vcrtibam!

Abu pirmo cclienu skatuviskais risindjums tik ioti atgadina ainas no
Nibelunga gredzenaun Tristana un Izoldes, ka, tas vcrojot, es gandriz ka
padsaprotamu gaidiju ieskanamies kaut ko [ildzigu. Tas nenotika. [..] Kalniod
rund nemainiga, sev raksturiga valoda. [..] Vida radodo darbibu vairaku
desmitu gadu laika absol(ti nav ietekmcjudas jebkadas laikmetigas paradibas,
kuras m¢s dodien apzimgjam ar jcdziendeienergjusies makslaTas, doma-
jams, ari ir iemesls, kalab vidd neguva ne mazako sava laikautoritativo
kritifu pclastibu. Kalnida mdzikas valoda ir izsmalcinata, ta tiecas apliecinat
savu seju un neatkaribu, tomgr ta nepazid maldu ceios un nav tidi samudpi-
nata. Dis skaouraksts dod dziedatajam iespgju pilntba atklat savas balss
skaistumu, un gan tumdu kaislibu ainas, gan spopos, milas parpilnos skatos
vokalo Iiniju vainago brinidiigi kapinajumi, it ipadi lielaja milas dueta, kas
ir pamaté treda ccliena noslggumam.

[..] Visa Baodutéa bagatigi izmantotas kora ainas” (Bloem 1942a).

Vclak Valters Blgcms, acimredzot jatot piendkumu iepazistinat aBaoutu
ari publiku arpus Latvijas, izteicies par do operu v¢l viena preses izdevuma —
1942. gada 26. februaraDanziger Vorposten. Taja viod uzsver: “Es nevaru
vien pietiekami skaii un svinigi pasludinat:Baouta ir darbs, kas nostatams
[idzas visu laiku dipakajam operam. Tam priekda uzvaras gajiens, kuréa tas
kédreiz apstaigas visu pasauli. Kadreiz...

Savukart mums, vaciediem, rodas priekpilns pienakums — palidzct dim
vertigajam darbam, ko radijusi maza, bet uz savu jauno kultGru pamatoti
lepna tauta, iekarot jau sen pelnito pasaules slavu” (Bloem 1942b).

Tiesa, ar diem cildindjumiem diskusija neaprobepojas. Laikmetam tipiska
ir ari asé reakcija uz Blcma rakstu, ko laikrakstd Danziger Vorposten
1942. gada 2. aprili paup k&ds pusanonims autors, kurd norada savu dienesta
pakapi — virsleitnants. Vida rezumgjums, kas seko iznicinodai Alfrgcda Kalnida
operas kritikai: “Patiesiba ta ir mlzikas attistibas gaita jau sen novecojusi
Riharda Vagnera epigonisma forma [..]. Ta vieta, lai palidz¢tuBaoutai gat
pasaules slavu, vienkardaks un pateicigaks uzdevums bitu iepazistinat latviedu
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operpubliku ar pasaulslaveniem vacu darbiem.” Un raksta noslcguma — brads
sauklis Heil Hitler! (Augst 1942).

Protams, virsleitnanta spriedumu nevar uzskatit par kompetentu. Zina-
mu saikni ar Vagnera operam varam vcrot tikai padas visparcjakajaBaoutas
iezimgs (vadmotivu sistcma, pieverdanas senas teikas sipetam), taéu Kalnioa
mdzikas valoda ir krasi atdiiriga — t& nav harmoniski tik piesatinata un
disonanta k& Vagneram, ir daudz dzidraka, gaidéka. Jasecina, ka virsleitnanta
pausto kritiku noteikusi drizak politiska, nevis tiri muzikala motivacija.

Apllkojot latviedu komponistu skaddarbus, kas abu pasaules karu laika
skancjudi Rigas koncertzalcs, redzam, ka te izpaupas lidziga likumsakariba
k& koncertzivg kopuma: krasi pieaug gan vokalas, gan vispar ar verbalu
tekstu saistitas (programmatiskas) mizikas fpatsvars. Biepi vien centra izvirzas
dzimtenes tematika (piem., Pirma pasaules kara laika Alfrcda Kalnida svita
simfoniskajam oriestrim Dziesma par dzimtenj 1915; Otra pasaules kara
laika Lcijas Gar(tas kantateDievs, Tava zeme deg!1943; u. c.).

Ka glupi jaunu un savam laikam neierastu akcentu Otra pasaules kara
mdzikas dzivg var izceltJada IvanovaCeturto simfoniju Atlantida (1941).
Atdiiriba no daudzam talaika Riga tapudam kompozicijam, dis skaddarbs
neietver kara apstakios tik ierasto un publikas novcrtcto patriotisma aplie-
cindjumu, ko pavada vairak vai mazak tiedi pausts atbalsts vienai no karojo-
dajam puscm; Ilvanova dramatiska skaodarba centra ir sipets par seno salu
Atlantidu, kas lidzibas v¢sti par visas cilvgces bojaejas draudu. Tadcjadi
spilgti pieteikta globalizacijas tcma latviedu maksla — tgcma, ko Francija kara
laika paralcli risindja Olivj¢c Mesians (Kvartets laika galam, 1941) un mQs-
dienas, jau ar glupi cita laikmeta lidzekiiem, turpina Pcteris Vasks. Lai ari
Ivanova skaddarbs bija ieceres zida pavisam neparasts uz talaika Rigas kon-
certdzives fona, jaunais komponists tika augstu novcrtcts. Okupacijas avizes
Deutsche Zeitung im Ostland recenzents, dr. Helmd{ts Lungershauzens,
rakstija pcc 1943. gada 8. septembri notikuda pirmatskadoojuma:

“Koncerta otraja daia k& vakara nozimigakais numurs tika pirmat-
skadota Sinfonia-Atlantida, vietgja komponista Jada lvanova Ceturta simfo-
nija. [..] Jau ievada taktis ietver simfonisku eneriiju, kas liek saausities. Vareni
kapinajumi tiek sasniegti pirmas daias izstradajuma. Oriiinals ir sieviedu
kora dzieddjums Igcnaja daia — bez teksta, absolltos patskaoos, iekiauts kopcija
ritcjuma k& sava zida instrumentala tembru kombinacija. Par kulminacijam
Kilst abas pcdcjas daias. Neraugoties uz programmatismu, darbs krietni
parsniedz simfoniskas po¢cmas ietvarus. Ja tik jauns komponists raksta savu
ceturto simfoniju, tad tas kaut ko jau nozime. [..] Jaapbrino, ar k&ddu kon-
sekvenci un drodibu dis autors parvalda simfonisko stilu. Turklat vida mdazikai
viscaur ir padai sava seja. Mums ir daridana ar nopietna mdziia nobriedudu
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darbu, un ta autors var staties lidzas maslaiku ievgrojamajiem komponistiem”
(Lungershausen 1943).

*kk

Kara laika mlzikas dzives izpcte sniedz vertigu vielu pardomam ne vien
muzikologiem, bet ari v¢sturniekiem, dapadu socialu un etnopolitisku procesu
pctniekiem. Var secinat, ka daudzi daja perioda tapudie skaddarbi ar savu
augsto emocionalo spriedzi v¢l mdsdienas rod pladu publikas atzinibu. Tiesa,
jauni radikali meklcjumi mdzikas valodas joma kara laika kompozicijam
nav raksturigi — Ivanova Atlantida ar tolaik latviedu mQzika neierastajam
poliharmoniskajam saskadam dai zida vertgjama k& izocmums. Tapat nav
raksturigi intensivi jauna repertuara meklcjumi arpus latviedu mazikas: lielaka
vieta koncertprogrammas ir jau pirms kara iepazitiem arzemju komponistu
skaodarbiem, galvenokart parbauditam klasiskam vcrtibam.

Kara laika mlzikas dzive batu pelnijusi ari turpméaku daudzpusigu ana-
[izi: bOtu interesanti salidzinat norises dapados laikmetos un dapadas pilsctéas.
Gribgtos cerct, ka impulsu dadai izpctei dos raksta ietvertais Rigas koncertu
un operizrapu, ka arf mazikas kritifu spriedumu izvertgjums. ledziiinddanas
daja tematika Tauj labak izprast faktorus, kas ietekmcjudi mdzikas vegstures
procesus visa to pretruniba un daudzveidiba.

Musical Life in Riga during the Time of Both World Wars:
Similar and Different Tendencies

Baiba Jaunslaviete

Summary

Wartime remains a period that has a dramatic effect on history, and is
notable for significant changes in the field of culture, including musical life.
Itis expressed both in the transformation of aesthetic ideals, as well as concert
forms, repertoire selection and other aspects. Over the course of the 20
century, Latvia experienced those changes twice — first during World War |
(1914-1918), the period that has not, up until now, been studied in depth
with regards to musical life. The second significant period was the years of
the war between the Soviet Union and Germany (1941-1945) as a part of
the time of World War 1l (in those years Riga was occupied by the German
Wehrmacht forces). The events of that period have been reviewed in the
monograph Mizika okupacija (“Music during the Occupation”), edited by
Arnolds Klotiod (Klotiod 2011).
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The aim of the present article is to analyse the musical life in one parti-
cular city during both World Wars — in this case, Riga — and, in that way, to
gain a broader understanding of how war can affect music history as a whole.
The main focus is on two aspects:

— the priorities of genre and repertoire in musical life during the war, as
well as the forms of concert events,
— the influence of the war on the opinions of music critics.

A particularly significant aspect of the selected theme is the national
relationships during the war and their influence on musical life. The principle
guestion that we seek to answer is: can a composer’s nationality, if he repre-
sents a clear ‘enemy’ nation, be an obstacle to the performance of his music
in the time of war?

It is not possible to answer this question quickly and decisively. If we
review the fate of German and Austrian music during World War | in Riga,
we can truly see objections to its inclusion in concert programmes, directly
due to political motives.

During World War 11, the political situation was completely different,
and that was also reflected in repertoire priorities. The role of German music
grew, and it was also strengthened with directive methods. For example,
Arnolds Klotidd mentions the contract that the symphonic music concert
organisers signed with representatives of the German powers in the summer
of 1942 (Klotiod 2011: 365). The contract required that the concert repertoire
would be made up of 50% German, 25% Latvian, and 25% other music.
Of German composers, Richard Wagner was particularly loved during World
War Il in Riga, and from Russian music, as before the war, Pyotr Tchai-
kovsky’s works were particularly popular.

The study of musical life during the wartime provides many ideas for
consideration not only for musicologists, but also historians, and researchers
of various social and ethno-political processes. Many works composed during
the wartime, with their great emotional tension, still broadly resonate with
listeners, even today; an example is LOcija Gar(ta’s cantat®ievs, Tava
zeme deg!(“Lord, Your Land is Burning!”, 1943). It is true, that searches
for new, radical musical language in this field were, overall, not characteristic
of that era — the Symphony No. 4 by Janis lvanovsAtlantida (“Atlantis”,
1941), with its courageous polychords could be considered one of the few
exceptions. Intensive search for a new repertoire beyond Latvian music was
not characteristic either — most of the concert programmes consisted of works

9 These kinds of concerts took place in the city’s parks — mainly the Vgrmanes
Garden.
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by foreign composers that were known prior to the war, including established
classics.

Musical life during the wartime has earned further analysis from many
aspects: it would be interesting to compare the processes in varied eras and
in varied cities. | would like to hope, that motivation for such research will
also be given by the evaluations of Riga’s concerts and opera performances,
as well as the opinions of music critics. A deeper study of this theme will
allow for better understanding of the factors that have influenced music
history processes as a whole.
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Mdazikas izglitibas atjaunodana R¢zekng
(1945-1950)

Mg. paed., Mg. hist. Valda Eakda
Rc¢zeknes Augstskolas lektore

levads

Mazikas izglitibas pieejamiba Rg¢zekng ir samc¢rojama ar vidgji garu
cilvgcka mapu, jo mazikas skola pils¢ta darbojas vairak neka 80 gadus. Tapat
k& cilvgcka mOpu, ari skolas vgsturi raksturo dapadu laikmetu liecibas, ko
glabaarhiva dokumenti un cita veida izzidas avoti. Balstoties uz tiem, pagat-
nes notikumu vgsturiskais konteksts iegQst jaunas, skaidrakas aprises, kas
Tauj argumentcti atspgkot pat dapus iesikstgjudus piedgmumus un mitus.
Raksta mcriis ir sniegt ieskatu mizikas izglitibas atjaunodanas noris¢s un
ideoloiiskas dzives problgmas, ar ko saskaras Rgzeknes mizikas vidusskolas
pedagogu kolektivs pcec Otra pasaules kara— PSRS uzspiestas kultdrpolitikas
apstakios.

K& jau zindms, 1940. gada 17. jOnija Latvija aizsékas padomju okupé-
cija. 1940. gada septembri ar Izglitibas Tautas komisariata Skolu departa-
menta padomes Icmumu tika pasludinats, ka tautas konservatorijtiuzturcg-
danu paroem valsts. Makslas dzives tiedai un centralizctai vadibai 194§ada
26. septembri tika izveidota Makslas lietu parvalde, kuras pakiautib&4 nonaca
ari mazikas izglitiba. Pamatojoties uz LPSR Tautas komisaru padomes Icmumu
nr. 638, Makslas lietu parvalde izdeva pavclino 1941. gada 16 maija visam
“tautas konservatorijam pariet uz jauno kartibu un saukties par valsts mizikas
skolam” (Klotiod 2011: 171). Sovetizacijas pirméa posma ideoloiija atspogu-
Tojas gan mizikas méacibu iestapu pakiautibas noteikdana, gan ari tautas
konservatoriju iedibinato izglitibas tradiciju deformécija. Pati Makslas lietu
parvalde atradas dubultd pakiautibd, diktcjot mdzikas skolu pedagogiem
centraliz¢tas planodanas prasibas, ko tai izvirzija gan padomju Latvijas val-
diba, gan ari PSRS Tautas Komiséaru padomes Makslas lietu komiteja. Bajas
prasibas domingja galvenokart ideoloiizcti un par obligatiem pasludinati
pasakumi, kuru realiz¢danu partrauca Otrais pasaules kard un nacistiskas
Vacijas istenota okupécija.

! Tagadgjais nosaukums — Jaoa Ivanova Rg¢zeknes Mlzikas vidusskola.
2 Tautas konservatorijas — macibu iestades, kas dapados Latvijas reiionos nodro-
dindja mazikas izglitibu laikposma no 20. gadsimta 20. gadiem.
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Mazikas pedagogi okupacijas varu apstéakios

Gan pirmaja padomju okupécijas perioda, gan ari vacu okupécijas
apstakios (kad tika atjaunota tautas konservatorija) maziku R¢zekng méacija
galvenokart tie padi pedagogi, kas bija darbojudies jau Latvijas brivvalsti.
1941. gada rudeni Vili Bvinku direktora amata nomainija Bernhards Tiltiod
(1913-1989), kurd vadija ari vijoles klasi. Klavierspgli pasniedza Janis Usitis,
Vilma Malnace un Janina Kudrjavceva, dziedadanu — Emilija Drivioa un
Marija Tihanova. Savukart teorctiskos un kora zinibu priekdmetus mécija
Klements Mediod (Klotiod 2011: 453), kurd pirms kara vadija pils¢ta jauniz-
veidoto 110 dalibnieku lielo arodbiedribu kori, bet kara gados veica ari
Rc¢zeknes teatra mlzikas daias vaditaja piendkumus. Holokausta rezultata
Rc¢zeknes mlziiu saime zaudgcja divus klavierspgles pedagogus — Rebeku
Poiaku un Bernhardu Rivodu.

Pcc PSRS aviacijas spcku istenotas R¢zeknes bombardgdanas (1944. gada
6. aprili) tautas konservatorija partrauca darbu. Atjaunojot pils¢téd padomju
varu, 1944. gada 5. novembiri tika dibinata tautas konservatorijas vgsturiska
pcctece — R¢zeknes mizikas vidusskola. Par tas direktoru tika iecelts aktiva-
kais pilsgtas mazikas dzives entuziasts Klements Mediod (1907-1987), kurd,
veiksmigi “sadarbojoties ar pilsctas vadibu un KultGras ministriju, spgja pa-
nakt atbalstu ari mdzikas macibu iestades atjaunodanai” (Abolida 2014195).

Mzikas vidusskolas darbibas pirmsakumos audzckoi pgc tautas konser-
vatorijas parauga bija sadaliti divas paképcs. Zemako veidoja b¢rnu mazikas
skola, bet augstako — mizikas vidusskola (Abolida 2014: 195), macibas
notika latviedu un krievu plismas. Abas pakapes lidz 1949. gada 1. martam
bija pakiautas LPSR Makslas lietu parvaldei (b¢rnu mazikas skola, kas tur-
pindja darboties p¢cc mlzikas vidusskolas reorganizacijas, dis parvaldes
pakiautiba atradas lidz 1956. gada 1. septembrim).

Ka liecina viena no K. Medioa parakstitajam pavclcm, pcc diviem gadiem
(no 1946. gada 15. augusta) skolas vadibu papildindja méacibu daias vaditajs
Janis Usitis (1907-1977). Kopd tautas konservatorijas kultdrizglitojodas
darbibas laika viod bija iecienits un R¢zeknes sabiedriba atzits koncertgjods
pianists, kurd atjaunotaja vidusskola vadija klavieru klasi. Kopa ar K. Mediou
un J. Usiti Rgzeknes mazikas vidusskola darbu turpinaja vgl dapi no tautas
konservatorijas laikiem sabiedriba pazistami mdziii (skat. 1. tabulu), bez

3 Latvijas Nacionala arhiva R¢zeknes zonalais valsts arhivs, 180. fondR¢zeknes
mazikas vidusskola un B¢rnu mizikas skola 2. apraksts, 3. lieta (Pavgiu gramata
(1945-1950)), 52. Ip. Turpmakajas atsaucgs izmantoti saisinajumi: Latvijas Naciona-
lais arhivs— LNA, R¢zeknes zonalais valsts arhivs- RZVA, fonds —f., apraksts—a.,
lieta —1.
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tam pedagoiiskaja darba pakéapeniski tika iesaistiti vecako kursu audzckoi,
no kuriem dapi jau bija ieguvudi vidusskolas vai pat skolotaju instit(ta izglitibu.

Vidusskolas kolektivs

1. tabula

Mazikas priekdmetu
pedagogi

Visparizglitojodo priekd-

metu pedagogi (no 1947. g.

1. septembra lidz 1949. g.
pavasarim)

Vispargjais
personals

Stanislavs Silovs
(1902-?) — vijoles klase

Jakovs Poiaks- militaras
macibas skolotajs

(?) Zutis — pirmais skolas
gramatvedis

Valeska Panteiejeva
(1883-1958) — no 1945. g.
jOnija b¢rnu mazikas
skolas klavieru klase

Veronika Anéupane —
latviedu valodas, vgstures
un vacu valodu skolotaja
vidusskolas klascs

Zigrida Usite — vecaka
gramatvedeno 1944. g.
rudens lidz 1946. g.
pavasarim; no 1947. g.
15. janvara lidz 1949. g.
31. augustam vecaka
gramatvede bijaTerczija
Padurska (Broka)

Marija Tihanova
(1885-1967) — no 1945. g.
marta b¢rnu mazikas
skolas klavieru klase

Milda Medida — krievu
valodas skolotdja vidus-
skolas klas¢s

Tatjana Semjonova—
pirma skolas sekretare

Aleksandrs Starodumovs
(1918-?) — krievu tautas
instrumentu klase, mizi-
kas elementarteorija un

solfedpo (abas pakapcs)

Staoislavs Orlovskis—
iimijas skolotajs

Tergzija Badurska

(Broka) — sekretére (no
1946. g. 29. novembra);
no 1947. g. 15. janvéara
lldz 1949. g. 31. augus-
tam sekretéare bijaAnto-
oina Pukste (Mepinska)

Arnolds Aboliod — lat-
viedu tautas instrumentu
klase (abés pakapgs)

Staoislavs Broks— fizikas
un matematikas skolotajs

Bronislava Moroze —
apkopcja

Zina Cgrpina — ritmo-
plastikas skolotaja (no
1946. g. 25. novembra)

Janis Rimds- skatuviskas
sagatavodanas skolotajs

Antoodina Bikure —
kurinataja

Lidija Cera — solo dzieda-

danas, mQzikas literat(iras,

kora literatdras, itéiu va-
lodas un solfedpo skolo-
tdja (no 1948. g. 1. sep-
tembra nostradaja vienu
gadu)
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Lidzas direktoram K. Medioam un macibu daias vaditajam J. Usitim
no tautas konservatorijas laikiem pedagogu saim¢ darbojas dziedadanas un
klavierspcles skolotdja M. Tihanova (1885-1967), kura v¢l 19. gadsimta
bija beigusi Pcterburgas konservatoriju, un bijudais tautas konservatorijas
audzcknis — vijolnieks S. Silovs (1902—7?), kurd augstako profesionalo izglitibu
v¢l nebija ieguvis. Nedaudz vclak b¢rnu mizikas skolas pedagogu saimei
pievienojas klavierspcles pedagoie V. Panteiejeva un dapi jaunie specialisti,
kuri Rgzekng uzturgjas visai isu laiku (skat. 1. tabulu). Savukart aktivakie
un sekmju zioa spopakie vecéko kursu audzcgkoi S. Orlovskis un S. Broks,
tapat ka K. Medioa dzivesbiedre M. Medida, traiiski boja gajudas R. Poiakas
dcls J. Poiaks un V. Anéupane no 1947. gada tika iesaistiti visparizglitojodo
priekdmetu macidana. Vclak vidiem pievienojas ari Eduards Belasovs,
T. Dadurska (Broka) un A. Pukste (Mepinska). Tiedi die pirmo p¢ckara gadu
mazikas vidusskolas audzckoi, absolvcjot Latvijas Valsts konservatoriju un
uzséakot darba gaitas, pakapeniski ieguva teicamu profesionéaiu reputaciju
gan starp Latgales, gan parcjo Latvijas novadu diriientiem.

Ideoloiijas atspoguiojums macibu procesa

Mdazikas vidusskolas darbibas s@kumposma R¢zekne bija drupas, maci-
bas notika gan skolai oficiali ieraditajas telpas, gan ari pedagogu dzivokios.
K. Mediod atmioas par do laiku raksta, ka periods bijis grQts un organizato-
risku rlpju piesatinats, toties “palicis atmioa ar savu straujumu un jaun-
celsmes patosu” (Mediod 1990: 7)Citats spilgti apliecina pielagodanas un
konformisma garu, kas pirmajos p¢ckara gados PSRS istenotéas kultGrpoli-
tikas apstakios caurstravoja radodas inteliiences, tostarp latviedu maziiu,
aprindas un sabiedribu kopuma@, nefaujot “aktivi pretoties vai oponct dau-
dzadm jaunés politiskds un ekonomiskéas elites uztieptajam nejcdzibam”
(Stradiod 2007: 435). K. Mediod, kurd atmioas par R¢zekng nodzivotajiem
gadiem rakstija jau pgc parceldanas uz Rigu, uzsver, ka Rgzeknes mizikas
vidusskola kiuva par “nepieciedamu iestadi pils¢tas un apridia mizikas
kulthras celtnieciba, [..] pedagogi un audzg¢koi sistematiski rikoja koncertus
pilsctas kultGras nam@, piedalijas valsts sv¢tkos ar attiecigam koncert-
programmam, brauca uz apridia skolam un klubiem konsultct paddarbibas
kolektivus, uzstajas koncertos” (Mediod 1990: 7). Bada frapainiba bija rak-
sturiga padomju perioda vadodajiem darbiniekiem, to var v¢rtct k& nodevu
savam laikam. Lai ari par skolas kolektiva darbibu liecina arhiva dokumenti
un periodika, tomgr neviena no diem avotiem nav tiedas informacijas par
mazikas pedagogu attieksmi pret okupécijas repimu. Vienigi ioti kartigi nofor-
mctie skolotaju konfereneu protokoli, kuros doming tiedi augstakstavodo
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instaneu prasibu atspoguiojums skolas ikdienas darbiba, netiedi norada, ka
PSRS kultrpolitikas ideoloiisko nostadou respektcdanai mizikas vidusskolas
vadiba piev¢rsa Tpadu uzmanibu. Bi apgalvojuma pamata ir gan arhiva
materialu izpctc konstatctais dokumentu informativais saturs, gan ari fakti,
kas rasti, salidzinot tautas konservatorijas un mdzikas vidusskolas macibu
procesu iezimes. Tautas konservatorijas darbibas laika par audz¢kou mizikas
izglitibas kvalitati atklatajos koncertos vargja parliecinaties ikviens inte-
resents, turpreti mQzikas vidusskolas darbibas pirmaja posma visi audzckou
koncerti bija sl¢cgti, un pat arhiva lietas to norisei veltitas vien ioti lakoniskas
zidas. Var konstatct, ka audzckou vecuma diapazons ir no 10 lidz 30 gadiem,
programmas apguves vcrtcjumos (piecu ballu skald) doming atzimes 3 vai
3,5, retak 4. Lietas parasti ir tikai éetras lidz sedas lapas, koncertu norise
atspoguiota ioti isas audzckou snieguma vertgcdanas tabulas, ko parakstijudi
klatesodie pedagogi un komisijas priekdscdctajs K. Medidod. Piemcgram,
1946. gada 17. novembri plkst. 19.00 skolas telpas (Darzu iela 61) notikudaja
slcgtaja koncerta piedalijudies septioi V. Panteiejevas klavieru klases, devioi
J. Usida klavieru klases, sedi S. Silova vijoles klases, ka arf sedi M. Tihanovas
dziedadanas klases audzckoi (tostarp divdesmitgadigas A. Pukste unBa-
durska). Ail¢ par atskadojuma trikumiem fiksctas sekojodas piezimes: “jauc”,
“spclc no lapas”, “nervoz¢”, “stipri sit ar kaju”, “nevieta elpo”, “asi norauj
frazes” u. c. Vienigais, kurd daja macibu gada (17. februara slcgtaja koncerta)
sadc¢mis teicamu novertgjumu, ir vidusskolas klavieru klases audzcgknis Janis
Mediod* (pedagogs J. Usitis). Uzdemdana mizikas vidusskola turpinajas visu
macibu gadu, un aprili uzstajas ari tris A. Starodumova tautas instrumentu
klases parstavji. Izvertgjot pieejamo informaciju, var secinat, ka audzckou
koncertrepertuaru veidoja skaddarbi, kas bija raksturigi ari tautas konser-
vatorijas darbibas laikam, un to apguve sekmgcja mazikas izglitibas kvalitates
nodrodinadanu. Tadcjadi japiedem, ka die koncerti apliecina mizikas peda-
gogu iekdcjo poziciju: viou vertibu izpratni un mizikas pedagoga darba jcgu,
kas bija pretruna ar arcjo — sovetizacijas ideoloiija ietverto mazikas izglitibas
politiku.

Do politiku, atdiirtba no mazikas izglittbas satura kvalitates liecibam,
atspoguio proporcionali daudz apjomigaks arhiva materialu klasts, to vidQ
pedagogu konferenéu protokoli, skolas macibu gada atskaites u. c. doku-
menti. Konferences jeb pedagogu sapulces mizikas vidusskola notika gandriz
katru nedciu, tajas piedalijas visi skola stradajodie pedagogi. Galvenokart

4 K. Medioa d¢ls, v¢lak ilggadgjs polifonijas pasniedzgjs Jazepa Vitola Latvijas
Valsts konservatorija (tagadgja JVLMA).
5LNARZVA, 180.f., 3. a., 13. . ( Slcgto koncertu novertgjums 1946. g), 1.-5. Ip.

143



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

vi0i apsprieda kartgjos pasakumus PSRS kultdrpolitikas Tstenodana, ko pie-
prasija Makslas lietu parvalde un ari vietcjie partijas funkcionari.

Mdazikas skolu iesaisti ideoloiiz¢tajos kultQras pasédkumos sovetizacijas
sakumposma ietekmgja dapadi kontekstualie nosacijumi, sakot ar mQzikas
kultdras tradicijam un beidzot ar partijas birokratijas un sabiedribas lideru
gaumi attieciba uz jaunpievienotaja republika valdodo vertibsistcmu. Totali-
tariem repimiem vienmgr raksturiga varas istenotas kultGrpolitikas propa-
ganda, kuras mgriis ir tautas mobilizacija un iedzivotaju apstrade masu
pasakumos. lzvcrtgjot arhiva dokumentu informaciju, var secinat, ka arpus
tiedd macibu procesa ari R¢gzeknes mizikas vidusskolas kolektivam nacas
pakiauties repima diktctajam prasitbam: uzoemties atbilstoda repertuéra nodro-
dinddanu politiski nozimigos pasakumos, k& ari vadit reiiona iedzivotaju
makslinieciskas paddarbibas kolektivus un organizct dapadas skates. Tas
bija viens no totalitara repima fstenotajiem mizikas skolu atjaunodanas
aspektiem, kas sovetizacijas sakumposma kalpoja ne tikai ideoloiiskiem,
bet arf socialiem mcriiem, paredzot, ka, piem¢ram, masveida iesaistidanas
kori vai cita paddarbibas kolektiva radis pretsparu komunisma cc¢laju briva
laika nelietderigai izmantodanai.

Tomc¢r misdienu mQzikas antropoloiija un socioloiija par vienu no
aktualakajam problgmam atzist tiedi mizikas un varas (ideoloiijas, politikas,
valsts) attiecibu jautdjumus, ko apliecina ari R¢czeknes mizikas vidusskolas
dokumentarais mantojums. Pievcrdoties arhiva dokumentu liecibam, redzams,
ka ikviend mQzikas vidusskolas gada atskait¢ bija paredzcta pada aile “Poli-
tiskas audzinddanas darbs”, kuré ietvertas zidas uzskatami ilustrc ideoloiijas
diktctas prasibas skolas ikdienas dziveg. Piemcram, atskait¢ par 1945. gadu
ir noradits, ka “visi skolas pedagogi apmekl¢ partijas skolu un apmekicjumu
ziod mazikas skola iedem pirmo vietu pilscta™. Savukart audzckoiem daja
gada vien bija organizctas éetras tematiskas lekcijas (1. Liela Oktobra socia-
listiska revollcija, 2. Sarkan& armija un tas uzvaras, 3. Proletariata vadooi —
ledins un Staiins, 4. Parizes kom(ina), ka ari notika eetri lekciju cikli (1. Sta-
iina KonstitOcija, 2. Nolikums par PSRS Augstakas padomes vc¢lgcdanam,
3. Lielais Tgvijas kard, 4. Ceturtas piecgades plans)Direktora K. Medioa
pavcle 1946. gada 27. janija liecina, ka “lekciju cikla par ceturtas piecgades
planu “PSRS tautas saimniecibas atjaunodanas un attistibas piecgadu plans
1946.—1950. gadam” ietvertas desmit lekcijas, par kuru nolasidanu b. Eer-
bardei Annai Jada meitai, dzimusi 1898. g., izmaksata vienreizgja atlidziba

5 LNA RZVA, 180. f,, 1. a., 1. |. ( Rgzeknes mQzikas vidusskolas gada atskaites
par skolas darbu no 1945. g. lidz 1946. g), 3. Ip.
7 Skat. iepriekdgjo veri.

144



V. Eakda. Mizikas izglitibas atjaunodana Rgzekng (1945—1950)

150.00 rbi.” Savukart norade uz pavcles pamatojumu iauj spriest, ka dada
lektoru piesaiste nav skolas pedagogu briva izvcle — to noteikusil) PSRS
Augstakas izglitibas ministra pavcle Nr. 2 no 1946. g. 12.04., 2) LK(b)P CK
Alitacijas un propagandas daias noradijums par lektora darba atlidzibu’®.
Tadcjadi ir redzams, ka mizikas vidusskolas darba organiz¢dana nebija iespc-
jams izvairities no ideoloiijas ietekmes. Skolas pedagogu arcjo pielagodanos
varas prasibam parada, piemcram, 1946./1947. macibu gada pirmas konfe-
rences protokols. Taja ietverta informécija liecina, ka K. Mediod kol¢iiem
“atrefercjis” mlzikas skolu direktoru konferencg piedemtos Icmumus (ta
notika Riga, Makslas lietu parvaldg 1946. gada 8.-9. augusta), uzsverot, ka
“katram skolotajam ne tikai jamaca, bet arf jaaudzina audzcknis komunisma
garé. [..] katra stunda jab(t politiskam momentam — jaunas vielas izskaidro-
danas gaita, vai arf sniedzot zidas par komponistu, ta darbibas laiku. Skolo-
tdjam jab(t taisnigam, japalidz novcrst netaisnibu. Jaizskaup vardu “kungs”,
“kundze”, “ar dievu” lietodana” °.

Citctais arhiva dokuments apstiprina Sergeja Kruka viedokli, kurd, atsau-
coties uz 1957. gada izdoto Vladimira Razumnija Aéaaeiéd Pacoité) darbu
Aifiieoacdéiiay oiel nadonéiar eneonnoad“Padomju makslas audzinoda
loma”), norada, ka “padomiju kultGras koncepcijas audzinadana paredzgja
mcritiecigi, metodiski ietekmct individu, lai attistitu repimam vc¢lamas un
izdevigas ipadibas, uzskatus un sasniegumus” (Kruks 2008: 110-111deo-
loiijas dogmatiii jau kopd 20. gadsimta 30. gadiem padomju sabiedribas
zinatngs bija paredzcjudi noteiktu lomu radodajiem darbiniekiem u. c. inte-
liiences parstavjiem, uzskatot, ka dim sabiedribas grupam nepiemit savs
pasaules uzskats un tam ir japaup stradnieku diiras un kolhozu zemniecibas
intereses. P¢c Otra pasaules kara padomju kultras koncepcija atbilstodi
starptautiskajai situacijai paradijas v¢l dapi jauni komponenti, kas ietekmcja
magziiu darbibu. Profesionalajiem miziiiem tika adrescti divi galvenie piena-
kumi: “1) atklat un attistit cilvckos vislabakés darba potences, vienlaicigi
mainot vida uzvedibu; 2) pieradit komunistiskas sabiedribas cilvcka intelek-
tuélo parakumu par aprobepoto un parak pragmatisko rietumu tirgoni un
patcrctaju” (Kruks 2008: 110-111).

S. Kruks norada, ka attiecibé uz mizikas izglitibas organizaciju padomju
ideoloiijas mcriis bija saistits vienlaikus ar diviem faktoriem: 1) ar v¢lmi
parvarct ierindas iedzivotaju kultlras prastbu dauribu, “uzskatot individu
par lokanu, padevigu radibu”; 2) ar pied¢cmumu, ka “mg¢ria sasniegdanu

8 LNA RZVA, 180. f., 2. a., 3. I. ( Pavgiu gramata (1945-1950), 2. Ip.
9 LNA RZVA, 180. f,, 1. a., 5. |. ( Pedagogu konferenéu protokoli, 1946. g.
29. augusts — 1948. g. 1. septembris 1.-2. Ip.
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var nodrodinat ar pladu pieeju kultdras institGcijam un padarot vestijumus
(mékslas darbus) saprotamus iedzivotaju vairakumam” (Kruks 2008: 111).

Tomgr arhiva dokumenti liecina, ka ne visi mazikas vidusskolas audzckoi
bija lokani un padevigi. Daiai no vidiem v¢l svaiga atmioa bija 1941. gada
represiju notikumi, kas sava skarbuma bija daudz tiedaki un parliecinodaki
neka partijas funkcionaru deklarctie saukii. Piem¢ram, mdzikas vidusskolas
konferencg (17.11.1946.) par Liela Oktobra sociélistiskas revollcijas gada-
dienai veltita koncerta ignor¢danu tika nolemts izteikt rajienu vokalas nodaias
audzcknei Eleonorai Udpelé?, kas iauj secinat, ka, veidojot jaunu, repimam
uzticaméaku intelektuélo eliti, macibu procesa uzraudziba tika kombincta
patagasun klidiera politika .

Pedagogu konferencgs apspriesto jautajumu loks liecina, ka sovetizacijas
iedzivinddanas sakumposma mazika tika izmantota ka lidzeklis ideoloiijas
nostiprinadanai sabiedribas apzioa. Piemg¢ram, pedagogi gari un pladi sprieda
par gatavodanos Staiina Konstitlcijas dienai, ko atzimgja 5. decemBt] par
gatavodanos vglgdanu kampaodas koncertiem, kuros “skadas un dziesmas
japarada padomiju cilvgka prieks”, lai “vienmgr un visur sekmgtu un praktiski
atbalstitu v¢lgdanu iecirkou darbu, padiem aktivi piedaloties koncertos gan
ar padomu, gan arf k& izpilditajiem” 3. Tapat reguléari notika LPSR Makslas
lietu parvaldes seminaru ieteikumu apspriedana, jo mazikas vidusskolas kolek-
tivam bija “jastrada ta, lai ritdienas darbs btu labaks par dodienas darbu™“.

Mazikas méacibu iestadgstradat labak galvenokart nozimgja gatavot
repertuaru, kas iautu audzckoiem iesaistities ideoloiiz¢to svgtku noriscs,
piemg¢ram, 1. maijam, ledina un Staiina dzimdanas dienam, iedina naves
gadadienas s¢ram veltitos u. c. repimam svarigos koncertos.

No 1948. gada ideologi, veidojot mdzikas dzivi, konstrugja jaunas iezi-
mes, kas spilgti priekdvgstija ndkamos vgstures notikumus, proti, ienaidnieka
tcla uzturgdanu. Raksturigs piemcrs bija Vissavienibas Komunistiskas (boide-
viku) partijas Centralkomitejas Icmuma (par Vano Muradeli operu Liela
draudziba) apspriedana R¢zeknes mizikas vidusskolas pedagogu konference,

10 LNA RZVA, 180. f,, 1. a.,, 5. . ( Pedagogu konfereneu protokoli, 1946. g.
29. augusts — 1948. g. 1. septembris 9. Ip.

11 Stradiod, Janis. (2004).Totalitarie okupacijas repimi pret Latvijas zinatni un
akadg¢miskajam aprindam (1940-1945). http://lpra.vip.lv/stradins.htm (skatits
2015. gada 10. februari).

12 LNA RZVA, 180. f, 1. a., 5. |. ( Pedagogu konferenéu protokoli, 1946. g.
29. augusts — 1948. g. 1. septembris 10. Ip.

13 Skat. turpat, 12.-13. Ip.

14 Skat. turpat, 12.—14. Ip.
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kurai sekoja kolektivi parakstita rezollcija: “R¢zeknes mazikas vidusskolas
kolektivs vienbalsigi piekrit VK(b)P CK Icmumam un, apliecinot to, atzist,
ka Icmuma minctie autori, kuri lidz 8im vadija un noteica daudznéaciju socia-
listiskas valsts kultGru, daudzos savos darbos ka sarepiito disongjodo harmo-
niju, ta oriestracijas zida nav pieejami un saprotami tautas pladakam masam.
Ari mQzikas skola daudzu mdsu komponistu darbus disonanéu piesatinatibas
un nesaprotamo modulaciju d¢i nevargja izmantot mdzikas audzgkou darba:
Adoneay 080daau(A. @ifoasiae+ ), Aeuaii (I61éi6uda ) u. c. Tikai [..]
Goesinu, Kabaievska, pbilinska (ne visi) un Jckaba Medioa darbi noder maza-
jiem pianistiem audzinddanas un muzicgdanas darba, jo tie ir saprotami b¢rna
psihei”®,

Rezollcijas beigas R¢zeknes mazikas vidusskolas pedagogi gan visai
diplomatiski norada, ka vclas, “lai mdsu ievgrojamékie skaodrapi, ka Mjas-
kovskis, Prokofjevs, Bostakovies, Haeaturjans, Muradeli u. c. rakstitu ari
tadus darbus, kuri pcc uzblves un satura bltu saprotami un pieejami maza-
jiem pianistiem. Katrs tdds mazikas formas skancjums bds k& miid viesis
mQsu méacidanas un audzinadanas darb&” Bi rezol(cija apliecina arf emigra-
cijas komponista Longina Apkalna diskursa ietvertas atzidas. Viod uzsver,
ka, atbilstodi totalitarisma teorijai, mdzikai bija jakalpo “socialisma celdanai”
un PSRS mdazikas dzive raksturo “norises un ietekmes, kAdam krievu kolo-
niala repima ideoloiiskais diktats pakiavis maksliniecisko daiiradi visas
padomju impgrijas m¢roga” (Apkalns 196717). Tomcr L. Apkalns nakotnes
mazikas dzivg raugas optimistiski, secinot, ka teorija “atdiiras no istenibas,
jo — ar mékslu var “uzcelt” mékslu, ar maziku tikai maziku un neko citu”
(Apkalns 1967%®). Vienlaikus viod gan piebilst, ka maziiiem nereti nakas
rciinaties ar mainigu varu diktatu, jo “drakoniskas diktatdras visos laikos
ir m¢iinajudas pakiaut makslas produkciju savam ietekme¢m, lai panéktu
sev tikamus rezultatus” (Apkalns 19679).

Secingjumi
Raksta izmantotie arhiva materiali un literatira liecina, ka R¢zeknes
m{zikas vidusskolas darbibas sd@kumperioda izpctc ir iespgjams nodiirt PSRS

15 LNA RZVA, 180. f, 1. a., 5. I. ( Pedagogu konferenéu protokoli, 1946. g.
29. augusts — 1948. g. 1. septembiris 36. Ip.

16 Skat. turpat, 37. Ip.

17 Apkalns, Longins (1967). Padomju mdzikas ¢tosa dilemmaJauna Gaita 63.
http://jaunagaita.net/jg63/JG63_Apkalns.htm (skatits 2015. gada 10. februari).

18 Skat. turpat.

19 Skat. turpat.
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ideoloiijas prasibu fstenojumu un konkrctu personibu ieguldifjumu macibu
iestades ikdienas darba. R¢zeknes mizikas vidusskolas pedagogi arcji neizra-
dija pretestibu staiiniskajai diktatQrai, bet mlzika k& vienojoda realitate iava
vidiem izjust varas ietekmi uz sevi un ari lika veidot attieksmi pret 8o ietekmi.

Varas parstavju prasibas atspoguiojas gan macibu procesa parraudzibas
sistcma, gan arf pedagogu un audzckou ideoloiiskas parliecibas iespaidodana.
Sovetizacija izvirzija priekdplana padomju mdziku, un totalitara repima
noteiktas vcrtibas izpaudas ari repertuara; tas mizikas vidusskolai bija jano-
drodina k& piedeva obligatajos koncertos, sabiedribas apzida glorificgjot
leodinu, Staiinu un socialisma celtniecibas tematiku.

Rc¢zeknes mizikas vidusskolas darbibas sdkumperioda, kas sakrita ar
padomju kultdras iedzivinddanas pirmo posmu, art mdzikas pedagogu kompe-
tences pilnveid¢ atspoguiojas Staiina personibas kults; uz to noradda gan varas
pieprasito sv¢tku atzimgdana skola, gan arf direktivi noteiktas obligatas par-
tijas vadoou darbu studijas un propagandas lekciju apmekicdana. BT perioda
mdzikas pedagogu uzdevums, vidu padu ieskata, bija papladinat mazikas
sapratcju loku, bet iekartas funkcionaru ieskata — atgadinat sabiedribai, ka
padomju iekarta ir vislabaka, vishumanaka, vistaisnigaka valsts iekarta cil-
VGCes VESturg.

Renewal of Music Education in R¢zekne (1945-1950)
Valda Eakda
Summary

There are plenty of documents and other kinds of sources available for
the research on Rg¢zekne’s musical life, and on this basis it is possible to
arrive at the conclusions that make the past events and their link to the
historical context clearer. The aim of the article is to provide an insight into
the music education renewal processes and problems of ideological life, which
the staff of the Rgzekne music education establishment had to face under
the conditions of the cultural policy imposed by the USSR during the first
years after World War Il.

During World War II, the music education tradition established by
Rc¢zekne People’s Conservatory was interrupted, but the ex-teachers of the
People’s Conservatory continued their work commenced under the circum-
stances of German occupation and during the first years after the war; they
organized the activity of Music Secondary School.

Based on archival documents, the report provides an insight into the
processes and issues of music education renewal faced by the teachers of
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Rc¢zekne music education establishment until 1950 when the activity of the
Secondary School as such was temporarily interrupted, preserving only
children’s music school.

Rc¢zekne Music Secondary School opened onSovember 1944, and
the renewed soviet rule appointed Klements Mediod (1907-1987) as its new
head teacher, who in his turn hired the pianist Janis Usitis (1907-1977) for
the position of the manager of the Study Department. The pedagogue of
singing and piano lessons Marija Tihanova (1885-1967) and the former
student of the People’s Conservatory, the violinist Stanislavs Silovs (1902 —?)
commenced their work as the teachers of the School. Later on the piano
playing teacher Valeska Panteiejeva and several other experts, who stayed
in R¢zekne for a short period of time, joined the school staff. Whereas since
1947, the most active and the best in terms of the school results senior-year
students Staoislavs Orlovskis and Staoislavs Broks had been involved in
teaching general subjects. Later on, also Eduards Belasovs, Ter¢zija BDadurska
(Broka) and Antoodina Pukste (Mepinska) joined them. After graduating the
Latvian State Conservatory (nowadays Jazeps Vitols Latvian Academy of
Music), they gradually obtained the reputation of excellent professionals
both in Latgale and among the conductors of other regions of Latvia.

Considering the system of the People’s Conservatory, students in the
Music Secondary School were divided according to the two level training:
the lower level training was called Children Music School, and the higher
one —Music Secondary School. By 1 March 1949, R¢zekne Music Secondary
School was subordinated to the Art Affairs’ Administration of the Latvian
SSR.

The documents indicate that within the first years after World War 11,
the Soviet rule dictated its own requirements to music education; all that
was reflected both in the learning process organization and the influence on
the ideological conviction of pupils and teachers. Sovietisation of music and
ideology within music education, methodology and actualization of values
outlined Russian Soviet music, where ideology values defined by the regime
became apparent in musical compositions, which as an additive of concert
life, glorified Lenin, Stalin and other topics of socialist direction.

The Soviet regime demanded the introduction of drastic changes in the
value orientation of both the society and music teachers. It based on the
theory of Marxism-Leninism, as well as the principles of class membership
and party membership, which did not match the previous sacred things of
the Latvian folk, including musicians’ habitual forms of communication in
the environment of creative freedom and education. Soviet official persons,
when inspecting the work of teachers in the Music School, categorically
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demanded to introduce within the internal communication the address
‘comrade’, indicating that the musical corporative culture elements main-
tained by the previous regime were ‘bourgeois’ and did not correspond to
the ideals of the Soviet society formation and to the policy of education im-
plementation. The archival documents testify to the fact that in the beginning,
when R¢zekne Music Secondary School started its work, which was simul-
taneously with the first stage of Soviet culture embodying, the development
of music teachers’ competences reflected the cult of Stalin’s personality, as
indicated not only by the repertoire to be acquired, but also the mandatory
studies of party leaders’ works and attendance of lectures of propaganda
established by the directives. The task of music teachers of that period, from
their own point of view, was to broaden the range of music experts, but
from the point of view of the system — to remind the society that the Soviet
system was the best, the most humane and the fairest state system in the
history of the humanity.

Key words: R¢zekne Music Secondary School, Soviet ideology, learning
process.
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Kordziedadanas tradiciju attistiba
un problgmas Latgalg

Dr. paed. Edgars Znutiod
Daugavpils Universitates asocictais profesors

Kordziedadana latviedu vidg, ka jau zinams, intensivak saka attistities
19. gadsimta 30.—40. gados. To veicindja draudpu skolu tikla papladinddanas
pcc 1817. un 1819. gada socialajam reformam (dzimtbdanas atceldanas
Kurzemc un Vidzemc), k& ari Vidzemes (1839-1890) un Irlavas (1841—-1900)
skolotaju seminaru absolventu ienakdana skolotaju aprit¢. Die apstakii sti-
mulgja koru strauju, pat masveidigu radanos Vidzemc un Kurzemg, tadcjadi
19. gadsimta otraja pusc jau vargja runat par kordziedadanu kéa visparcju
parédibu —t. s. koru kustibu, kas izpaudas k& dapadu muzikélu pasédkumu,
to vidQ dziedddanas svctku, rikodana.

Latgal¢ situacija krasi atdiiras — dzimtbdana deit atcelta gandriz piecdes-
mit gadus vglak, 1861. gada, un zioas par koru eksistenci daja laika ir maz un
nepilnigas. Valentins Be¢rzkalns norada, ka, iespgjams, “atsevidii kori darboju-
dies lielakajos katolicisma centros — Kraslavas un Aglonas garigajos seminaros,
taéu dauri konfesionali, laicigaja vidg neiekiaujoties”(B¢rzkalns 1965: 16).

Zioas par pirmajiem laicigajiem koriem saistitas ar Ziemeilatgali, kur
1875. gada Vidzemes skolotaju seminara absolvents Andrejs Lesnieks izvei-
doja kori Berzpils pagasta Beoislavas nesen dibinataja skola. bis koris esot
apguvis arf Otro Visparcjo Dziesmu svctku repertuaru, taéu diempgl pados
sv¢tkos nav piedalijies (Feils 1940).

1880. gada Otrajos Vispargjos Dziesmu svctkos gan piedalijies cits kolek-
tivs — Ungurmuipas koris (saraksta mingts k& Krustpils-Ungurmuipas koris),
kas administrativi piederigs Latgales novadam. Blakus J. Steinberia vaditajam
Gostiou dziedadanas biedribas korim taparstavcjis Latgali ari Tredajos Vis-
koriem minams arf skolotéja I. Braslioa 1880. gada dibinatais koris Stripanos
un skolotdja Vickopa 1890. gada dibinatais koris Tilpa (Feils 1940).

20. gadsimta s&kuma ierosmi Latgales koriem sniegusi 1903. gada Pcter-
burga izveidota Pcterpils latviou muzikaliska bidreibd, kuras priekdgala bijudi

! Biedribas nosaukuma figurg varddatviedu, jo 20. gadsimta sakuma politiskaja
situacija apzimgjumalatgaliedupiemingdana — pat saikng ar organizéciju, kas Latgalg
nedarbojas — nebija vglama (Rupaine 2005).
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tadi sabiedriskie darbinieki k& Francis Trasuns, Nikodems Rancans, Kazimirs
Skrinda, Francis Kemps u. c. Biedriba dibindjusi ari pirmo latgaliedu kori
Pcterburga, un par ta vaditaju uzaicinats Pcterburgas konservatorijas audzck-
nis, crielnieks Janis Turss (Rupaine 2005). Kori arvien biepék radudies ne
tikai skolu (vidusskolu un institGtu), bet arf baznicu un biedribu pasparnc.
Dis process kiuvis par pamatu daudzajiem latgaliedu apvienoto koru saietiem,
kas 20. gadsimta 30. gados ik pa laikam notikudi gan vienas pilsctas, gan
reliona ietvaros.

nesis.Pirmajos Latgales Dziesmusvctko442 kori ar 6850 dziedatajiem no
Abrenes, Daugavpils, ll0kstes, Ludzas aprioiiem pieskandinaja tikko Stropu
mepa uzcelto estradi Daugavpili” (Kudida 1990: 7).

Stkék apskatot dalibnieku sarakstu, jakonstatc, ka tiedam dziedaja visa
Latgale: piemc¢ram, Daugavpils apridii [idzas 13 pils¢tas koriem vgl parsta-
v¢ja korino Aglonas, Asiines, Aizkalnes, Dunavas, Gostidiem, Izvaltas, Kalu-
pes, Kapidiem, Krustpils, Ltksnas, Livaniem, Jersikas, Medoiem, Nicgales,
Preiiiem, Skaistas, Vanagiem, Varkavas un daudziem citiem pagastiem.

Visa liela Latgales koru pliisma balstijas uz eetriem galvenajiem avotiem:
aizsargu organizacijam, reliliskajam organizacijam (katoiu, luteraou bied-
ribam), izglitibas iestad¢cm (arodskolam, iimnéazijam) un sabiedriskajam orga-
nizacijam (latviedu biedribam, arodbiedribam, lauksaimnieku biedribam u. c.).

Koru skaits 20. gadsimta 30. gados bija audzis ne tikai kvantitativi:
paaugstindjusies bija ari dziedadanas kvalitate. Ta 1938. gada IX Vispéargjo
Dziesmu svctku saraksta jau atrodami 15 (!) kori no Daugavpils un tuvgjam
teritorijam, devidi no Ludzas puses, sedi no R¢zeknes apkaimes un tris kori
no Aglonas puses, turklat divi kori? piedalijas dziesmu karos; savukart Dau-
gavpils skolotaju institta koris Jada Stabulnieka vadiba izcinija tredo vietu
un saod¢cma Rigas pils¢tas davato sudraba kausu.

2. pasaules kara gados koru kustiba panika, tom¢r jaatzim¢ Teodora
Reitera vadiba organizctie Latgales novada dziesmu svctki 1943. gada. Lai
ari skaitliska sastava zidoa nelieli (nepilns tlkstotis dziedataju) un maksli-
nieciski zemaka liment neka Latvijas brivvalsts laika, die svctki bija iezimigi
ar latgalisku koloritu, jo dziedataju kodols bija Latgales lauku kori (Broka
1990).

Pcc kara Latgales koru kustiba pakapeniski atjaunojas. Klements
Mediod, Eduards Belasovs, Uldis Balodis, Ter¢ze un Staoislavs Broki, ka art
daudzi citi diriienti padaizliedzigi stradaja gan lielakajos Latgales kultiras

2 Koru sacensiba nebija notikusi kopd 1910. gada, lidz ar to koru karu daltbnieku
skaits dajos svctkos bija pavisam mazs — tikai 13 kori.

152



E. Znutiod. Kordziedadanas tradiciju attistiba un problgcmas Latgalc

centros, gan mazpils¢tas un pagastos. Pateicoties kordiriientu un kordzie-

dadanas entuziastu mgritiecibai un optimismam, tika radita vide, kas iava

1959. gadé atkal organiz¢t Latgales dziesmu sv¢tkus. Boreiz, tapat k& pirms

nepilniem divdesmit gadiem, tie notika Stropu mepa pladaja estradg, un uz

dziedadanu bija sabraukudi 160 Latgales un citu novadu kori ar 6200 dzieda-
tajiem. Padu Latgali parstavcja 19 kori ar 1157 dziedatajiem. Vai tolaik vcl

Latgale dzied&ja Daugavpili, vai Latvija dziedaja Latgal¢? No iepriekdgjiem

eetriem vaiiem kas uzturgja korus brivvalsts perioda, nebija palicistikpat

k& neviens: aizsargu organizéacijas nepastavgja, reliliskds organizacijas —

tapat, sabiedrisko organizaciju, kuru pasparn¢ darbotos kori, gandriz nebija,

atlika tikai izglitibas iestades (turklat to vid( nebija arodskolas un iimnazijas,
kuru tikls brivvalsts laika bija skaitliski liels, bet tikai augstakas izglitibas
iestades — skolotaju institti).

Turpmakie padomju okupécijas gadi bija labvgligi koru kultOras attis-
tibai. Kordziedadana tika akceptcta ka labs izglitojods un audzinods lidzeklis,
un 87 nostadne pavcra iespgju jaunu koru dibinddanai ne tikai izglitibas un
kultOras iestadgs, bet art dapados uzocmumos, ripnicas utt. Koros bija vero-
jams dziedataju masveida pieplidums, tie bija skaitliski bagati un lielakajos
kultGras centros izcglas ari ar augstu maksliniecisko Iimeni, ko apliecina o1
perioda koru karu rezultati: 1960. gada XIlII Vispéarcgjos Dziesmu sv¢tkos
Tautas kora nosaukums piediirts koriem Daugava (dir. Stadislavs Broks)
un Ezerzemg(dir. Uldis Balodis), savukart Daugavpils kultiras nama sieviedu
koris (dir. Tergzija Broka) ieguva 3. vietu koru karos.

Ari turpmékajos dziesmu svgtkos koru karu laureétu vidQ Latgales koru
netrika. LUK, tikai dapi no zimigakajiem panakumiem:

— XIV Visparcjie Dziesmu svctki (1965): Tautas koris Daugava Staoislava
Broka vadiba — 3. vieta;

— XV Vispérgjie Dziesmu svctki (1970): Tautas koris EzerzemeUlda
Balopa vadiba — 3. vieta;

— XVl Vispargjie Dziesmu svctki (1973): Daugavpils Pedagoiiska institQta
Mdazikas fakultates jauktais koris Edvina Dreiblata vadiba — 1. vieta,
Daugavpils Pedagoiiska institita Mlzikas fakultates sieviedu koris Ha-
rija Krauia vadiba — 3. vieta;

— XVII Visparcjie Dziesmu svctki (1977) — Tautas koris Daugavaun Dau-
gavpils rajona skolotaju koris Latgale (abi Terc¢zijas Brokas vadiba),
sieviedu koriMedicus (Emilijas Slidanes vadiba) uhevioa (Antodinas
Mepinskas vadibd) — 3. vieta;

— XVIII Vispargjie Dziesmu svctki (1980) — sieviedu korisR0ta (Terczijas
Brokas vadiba) — 2. vieta; utt. (sikak skat.: Grauzdioa, Gravitis 1990).
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Koru kustiba veidojas ka sistcmiska darbiba. Tas ietvaros aizsakas
Baltijas valstu studentu dziesmu un deju sv¢tkiGaudeamus(1956), Skolu
jaunatnes dziesmu un deju svctku (1960) tradicija, koru attistibu un reper-
tuara aprobéaciju sekmgja viru koru (1958), sieviedu koru (1959), tautas koru
(1964) un skolotaju koru salidojumi (1981), neskaitami reiionali pasakumi —
kopmgiinajumi rajonos, koru skates, dziesmu dienas, novadu sv¢tki, rajonu
dziesmu svctki utt. Taéu t. s. socialistiskas sacensibaaditais spiediens, koru
(Tpadi lauku koru) spgjam neadekvata repertuara apguve mazinaja dziedataju
motivaciju piedalities paddarbibas koros (Grauzdioa, Poruks 1990).

Pcc Tredas atmodas laikmeta un neatkaribas atjaunodanas koru kustiba
Latvija saglabdja savu lielo nozimi. Kordziedatajiem radéas jauni batiski sti-
muli; to vid( bija jauna, iepriekd daigji vai pilntba nepieejama repertuara
(&rzemju komponistu, emigrc¢judo latviedu komponistu un garigas mazikas)
apguve un jo Tpadi — arzemju koncertbraucieni, piedalidanas dapados starp-
tautiskos festivalos un konkursos. Vienlaikus partraka tautas koru un skolo-
taju koru mgeritieciga kusttba, mazinajas viru un sieviedu koru salidojumu
ipatsvars. Ari daja perioda Latgales kori iekiuva Latvijas labako koru apritc,
to apliecina iegdtas vietas Visparcjo latviedu Dziesmu svgtku koru karos:
XX Vispargjos Dziesmu svcgtkos (1990) sieviedu korisRta (dir. Tergzija
Broka) izcinija 3. vietu; XXI Vispargjos Dziesmu sv¢tkos (1993) jauktais
koris Daugava (dir. Edgars Znutidd) — 3. vietu; XXII Visparcgjos Dziesmu
svctkos (1998) viru koris Olats (dir. Janis Gruduls) — 1. vietu.

K& ipads notikums jAmin 1990. gada Latgales novada dziesmswvgtki,
kuros, tapat k& pirms 50 gadiem, kopkoris sandca Stropu mepa estradgc.
Pacilatd noskadojuma dziesméa vienojas 172 kori ar 7170 dziedatajiem,
turklat jaatzist, ka vairak nekéa pusi no dziedataju kopskaita veidoja citu
Latvijas reiionu kori (no Rigas — 32, no Allkksnes — 11, no Talsiem — 10, no
Ventspils — 9).Latgales reiionu parstavgja 36 (salidzinodi, 1940. gada — 142)
kolektivi, galvenokart pilsctu kultlras centru un ciemu kori. Svctkos piedalijas
ari divi izglitibas iestapu kori — Balvu 1. vidusskolas koris Marijas Bukdas
vadiba un Vidiu sovhoztehnikuma koris, ko diriigja Eugcnija Dakda.

21. gadsimta pirmaja desmitgad¢ koru un ari to dalibnieku skaits (ipadi
viru balsu grupd) séka sarukt. Vecakas paaudzes dziedataji pcc inerces v¢l
turpindja dziedat paddarbibas koros, taéu jaunatnes iesaistidanas amatierkoru
kustib&a mazindjas. Protams, tam bija objektivi iemesli — visparcja iedzivotaja
skaita samazinadanas, Tpadi Latgales reiiona, iedzivotaju centralizacija liela-
kajas pilsctés, izbraukudo viesstradnieku skaita pieaugums, jauniedu dodanas
studct uz arzemgm utt.
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Viens no galvenajiem dziedatajus motivgjodiem faktoriem joprojam ir
Visparcjie Dziesmu svctki, ari to ietvaros rikotie koru kari, kas dziedataju
vidg raisa Tpadu rosibu pirms koru skatcm. Taéu tiedi Dziesmu svctku reper-
tuars ir kiuvis arf par vienu no iemesliem, kapcc kolektivas muziccdanas
tradicija zaudg savu kadreizcjo verienu. Nespgjot pilnvertigi apgt diapazona
zioa pladas un intonativi sarepiitds kordziesmas, daia vecékas paaudzes
dziedataju iziet no amatierkoru aprites un veido savu, atsevidiu senioru koru
kustibu?; skaitliski nelielie kori partop vokalos ansambios — kolektivos,
kuriem skatcs netiek izvirzitas tik stingras prasibas un ir lielékas atbilstoda
repertuara izvcles iespcjas skolu jaunatnes kori tiek orientcti nevis uz kla-
sisko kordziesmu, bet gan dovu, popularas mizikas atskadodanu un atbilstodu
dziedadanas manieti Deit saskatdma vislielaka pretruna starp deklargto —
a cappelladziedadanas tradiciju ka galveno ve¢rtibu, nozimigu nacionalas
identitates simbolw® — un praksc kultivgto dziedadanu dapadu instrumentu

8 Latvijas senioru koru (savulaik t. s. veteranu koru) dziesmu dienu kustiba aizsakéas
1963. gad4, kad notika pirmé sadziedadanas Kuldiga. baddgiesmu dienasaglabajas
visa padomju perioda. 1997. gada darba veteranu kori ieguva tagadgjo nosaukumu
senioru kori; dziedataju saime ar katru gadu Kiuva aizvien kupléka, patlaban ta
vieno 28 jauktos korus un 11 sieviedu korus ar apmgram 1180 dziedatajiem.

4Vokalie ansambii neiekiaujas ne Vispargjo Dziesmu svctku repertuéra, ne Latgales
novada dziesmu svctku repertuéra apguves apritc, lai gan, piemgram, Latgales Pirmajos
Dziesmu svctkosvisnotai sekmigi iesaistijas ne vien kori ar 213 (Daugavpils limna-
zija) vai 154 (Rgzeknes Valsts komercskola) dalibniekiem, bet ari 14 (Biaunes aizsargu
nodaia), 13 (Rundg¢nu aizsargu nodaia) un pat deviou (R¢zeknes latviedu biedriba
Tautaspils) dziedataju kolektivi.

5 IX (2005), X (2010) un Xl (2015) Latvijas Skolu jaunatnes dziesmu un deju
svetku repertuara atrodam tikai dapas (3—4)a cappellakordziesmas, turklat lielakoties
tas ir mOsu vecmeistaru — Jada Cimzes, Jilija Rozida, Jazepa Vitola u. c. — veidotas
tautasdziesmu apdares. Raksturiga repertuéra izvgles tendence ir dziesmu ciklu (Ulda
Marhileviéa Laika upg —es Valda Zilvera Gaismas atgriedangslaoa Lis¢naNeat-
bildcts zvans Crika EdenvaldaManas majas Valta PlcesZeme, Karia LaéaJaunibas
dziesmasu. ¢.) un popularas mizikas vid¢ pazistamu komponistu (Raimonda Paula,
Imanta Kalnioa, Jaoa LOsgna, Ulda Marhileviea, Renara Kaupera, Jada Aidpura
u. c.) skaodarbu iekiaudana programma; dis dziesmas tiek atskaootas popularas
mazikas ansambia pavadijuma.

6 2003. gada Latvijas Dziesmu un Deju svgtku tradiciju UNESCO atzina par
Cilvgeces mutvardu un nematerialé kultdras mantojumameistardarbu. 2008. gada
Latvijas Dziesmu un Deju sv¢tku tradicija kopa ar Lietuvas un Igaunijas Dziesmu
un Deju sv¢tku tradiciju tika iekiauta UNESCO Reprezentativaja cilvgces nemateriala
kultGras mantojuma saraksta, kurd apkopotas nemateriala kultGras mantojuma
izpausmes, kas demonstr¢ pasaules tautu kultGras dapadibu un nozimibu. Abos gadi-
jumos ka unikalais tiek izceltaa cappelladziedadanas tradicija.
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vai fonogrammu pavadijuma. Amatierkoru kustibas tradiciju parmantoja-
miba, talakattistiba tiedi saistita ar skolu jaunatnes dziedadanas tradicijam,
jo skolu koros gitas kordziedadanas iemaoas, pieredze, attieksme un motiva-
cija nosaka jauniedu iesaistidanos amatierkolektivos.

Latgales novada dziesmu svctki kopd 1990. gada kiuvudi par regularu
pasadkumu — ik p¢c pieciem gadiem tie notiek Daugavpils Stropu estradg.

Tadcjadi varam secinat: ideja, kuru tauté nesa pirmie latgaliedu atmodas
darbinieki Francis Trasuns, Nikodems Rancéans, bréii Antons un Kazimirs
Skrindas, Francis Kemps, Pcteris Lazdans — kopt 81 novada etnisko tradiciju
savdabibu, valodas kradoumu un bagéatibu, iedzivinat to sabiedriskaja apritc,
celt latgaliedu padapziou — spilgti izpaudas 20. gadsimta pirmaja pus¢ un
atbalsojas 1990. gada Latgales dziesmu svctkos.

Savukart 21. gadsimta pirmas desmitgades dziesmu svctki balstas vie-
notibas ideja. To apliecina ari 2005. un 2010. gada Latgales novada dziesmu
svctku galvena repisore Anna Jansone intervija ziou aient(rai portala
D-fakti.lv : “Ja rundjam par ideju, tad pats galvenais — vienotiba. Mums tas
pietrikst, mums ta nepieciedama. Dziesma vieno nevis uz dienu, bet uz ilgu
laiku” 7.

2015. gada 7. j0nija Daugavpilt, Stropu estrad¢ izskancjudie Latgales
dziesmu svctkiMana zemeciedi saistiti ar Daugavpils 740. dzimdanas dienu,
apliecinot pilsctas piederibu Latgalei un milestibu pret savu zemi — Latviju.
Taéu ar katru gadu arvien aktualéks Kilsst jautajums — ar ko atdiiras Latgales
novada dziesmu svctki no Vidzemes vai Kurzemes novada dziesmu svgtkiem?
Kas bis ta vienreizgja, paliekoda, latgaliska rota, kuru aizvedis uz saviem
novadiem kordziedatji? Vai novadu dziesmu svctki pakapeniski neparvegroas
par Visparcjo Dziesmu svctku kopkora repertuara aprob¢cdanu?

AplQkojot svetku repertuaru, jaatzist, ka gan latgaliedu tautasdziesma,
gan valoda svctkos skan samgra daudz: 1940. gada svctkos to péarstavcja
Jckaba Graubida, Emiia Melngaiia, Jalija Rozida un Alfrcda Feila kopéa sep-
tidas latgaliedu tautasdziesmu apdaré€s1990. gada latgalisko koloritu iezi-
mcja Andreja Jurjana, Jilija Rozida un Staodislava Broka latgaliedu tautas-
dziesmu apdares un divas novadu raksturojodas oriiinaldziesmas — Aldooa
Kalnidoa Latgalc un Valtera Kaminska Ezerzeme Savukart 2005. gada svctkos

” Anna Jansone: “Latgales dziesmu svctki kils par vienotibas svgtkiem”
http://www.d-fakti.lv/Iv/inews/article/17314/ (skatits 2015. gada 10. decembri).

8 Sv¢tkos izskan ari divi darbi simfoniskajam oriestrim — Jada lvanovaRaznaun
Alfrcda Feila Fantazija par Latgales tautas melodijamabi ir Latgales dziesmu svgtku
pirmatskaoojumi.
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blakus pladi pazistamajam A. Jurjana, Rozida un Broka apdar¢cm skangja
Jura Vaivoda un Jevgeodija Ustinskova veidotas apdarg<2010. gada svctkos
latgaliedu mdzika bija viskuplak parstavcta — to reprezentcja 13 tautasdziesmu
apdares, starp tdm ari divas llonas Rupaines apdard3zidit, meitys vokora
un Tymsa mani tautys vedekéa ari Aivara Broka jaundarbs korim ar pQtcju
oriestri M¢s asom (Annas Rancanes teksts) un Eugeda Korldznika tauta
iemTiota Skaidro volGda Jevgeodija Ustinskova apdarc. Pcdgjos, 2015. gada
svctkos izskancja jau tradicionalas Andreja Jurjana un Alfrgda Feila veidotas
tautasdziesmu apdares, ka ari vairakas koru iemfTiotas apdares, ko radijudi
20. gadsimta otras puses vai misdienu autori — Stadislavs Broks, Juris Vaivods
un llona Rupaine. Bo svgtku pirmatskaoojumi bija latgaliedu tautasdziesma
Dianas Kaéanovskas apdar@reis vokori vitu taisu un Jevgeoija Ustinskova
dziesma viru korim Uz Latgali (Arvida Skalbes vardi). ipadu latgalisku paci-
lattbu svctkos ienesa Cvalda Dauguiatgales k&zu reppolkaun Ai galdedi,

ai galdeodiapvienota tautas mizikas kolektivu oriestra snieguma (virsvaditajs
Cvalds Daugulis), savukart patriotisks sv¢tku izskadas akcents bijetgaliedu
tautasdziesmu virkne Jevgeoija Ustinskova apdaréiz azara augsti kolni
(Martioa Birda instrumentacija) apvienoto pdtgju oriestru izpildijuma (virs-
diriients Jevgedijs Ustinskovs). Tadcjadi lidz pat misdienam Latgales dziesmu
svctkos bdtiskas vertibas ir 81 novada etniska savdabiba — gan literara, gan
tautasdziesmas iekodc¢ta muzikala valoda.

The Development and Problems
of Choir Singing Traditions in Latgale

Edgars Znutiod

Summary

“Today Latgale is singing” — these words were published in the news-
paperDaugavas V¢stnesi®n 16 June 1940. The First Song Festival of Latgale
had brought together 142 choirs with 6,850 singers from Abrene, Daugavpils,
llOkste, Ludza regions who filled with their voices the newly built open-air
platform in Stropi forest, in Daugavpils. In the following festivals, the number
of singers from Latgale decreased considerably: in 1959 in the Second Song
Festival of Latgale only 19 choirs represented Latgale, in the Third Song
Festival of Latgale in 1990 — 36 choirs, in the Fourth Song Festival of Latgale —
28, and in the Fifth Song Festival of Latgale — 22 choirs. It is important to

9 Svegtkos izskan ari Pc¢tera Butadndatgales dziesmapQtgju oriestra snieguma.
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assess the causes for such a rapid decrease in the number of choirs and the
number of singers.

The issue of the idea of a regional song festival is growing more and
more urgent. The idea cultivated and raised publicly by the first figures of
Latgale awakening, brothers Antons and Kazimirs Skrinda, Francis Kemps,
Pcteris Lazdans — of cultivating the ethnic traditions of Latgalians, promoting
the richness and colour of the Latgalian language, raising Latgalians’ self-
awareness — has fizzled out since the Second Song Festival of Latgale. What
is the difference between the regional festival of Latgale from that of Vidzeme
or Kurzeme? What will be the unique Latgalian ornament taken home by
singers from other regions? What is the deepest source of this festival, its
essence that is brought out in the regional song festival?

Preserving the non-material culture legacy has become one of the most
significant priorities of Latvian culture. To preserve traditions, they must be
maintained and passed down to the following generations. Continuity of
amateur choir movement traditions, their further development are closely
related to the singing traditions of school teachers because the singing skills,
experience, attitude and motivation acquired in school choirs determine the
future participation of young people in amateur choirs. In this aspect one
must address both the negative changes that affect the system of general
education and changes in the public values that have contributed to the
decrease of the classical choir singing tradition. One of the major issues is
singing a cappella that is the declared major value of song and dance festivals,
its preservation and development that demands the change of priorities on
the level of national culture policy, interest education management, and
choir and ensemble management.

No less important are the issues related to the motivating factors of
amateur choir singers — why to continue singing in choirs, urging new par-
ticipants to join choirs, what attracts people to choir singing.
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Latvijas lauku kapelu koporiestris: vakar un dodien

Dr. art. Cvalds Daugulis
Daugavpils Universitates profesors

Raksts veltits lauku kapelu koporiestra spclei, repertuaram un kapelu
salidojumiem Latvija. Ta ir tctma, kas pagaidam pctita ioti maz. Pc¢dcjas
desmitgades notikumi rosina zinatniekus uzmanigék ielGkoties Latvijas mdzi-
kas kultras mantojumé. Dapadu arvien klat ndkudo pasédkumu glizma viegli
pazaudct vcrtibas ar unikélu nozimi. Batiska vieta daudzveidigo, ar tautas
maziku saistito noridu klasta ir lauku kapelu salidojumiem, kuri pcdcjos
gados partapudi par Tautas mQzikas svc¢tkiem, aptverot gandriz visus tautas
un tradicionalas instrumentéalas muzic¢danas veidus. Daja raksta pladéak apli-
kosim tikai tos Tautas mizikas sv¢tkus, kuros skangjusi kapelu koporiestra
spcle. Izvertgjot Latvijas lauku kapelu salidojumu un koporiestra tradiciju,
noskaidrosim o7 muzic¢cdanas veida attistibas tendences. Zinams, ka lauku
kapelu salidojumi ir bijudi un b0s tautas kultGras parade, tautas méakslas
vienotibas stiprinataji un spcka avots, fpada tradicija latviedu tautas mizika,
unikala pasaulc.

Ka patstavigs panrs instrumentéala tautas mdzika guva atzinibu, patei-
coties komponista un tautas mizikas pc¢tnieka Emiia Melngaiia darbibai,
taéu jo Tpadi atzimgjams Gunara Ordelovskamakslinieciskais veikums darba
ar Latvijas Radio lauku kapelu (1959-1985) — pirmo profesionélo kolektivu
daja panra, kas mcritiecigi kopis un cclis saulit¢ tautas gara mantas.

1 Emilis Melngailis (1874—1954) bijis latviedu komponists, ievgrojams folklorists,
kordziesmu meistars, vairaku Vispargjo latviedu Dziesmu svgtku organizators un
virsdiriients. Sacergjis 53 oriiinaldziesmas korim a cappella veidojis vairaku tautu
tautasdziesmu apdares, tostarp ari vokali instrumentalajam ansamblirDevioi balelioi
(1935-1947), ar sev raksturigo ietiepigo parliecibu apzinati nojaukdams robepu
starp tautas maziku, tautas melodiju parveidiem un oriiinalmaziku.

2Gunars Ordelovskis (1927-1990) bijis latviedu diriients, komponists, trombonists,
pedagogs, profesors. Tiek uzskatits par vienu no latviedu patcju oriestru misdienu
skolas pamatlicgjiem. 1949. gada absolvgjis Latvijas Valsts konservatorija Karia
Izarta trombona klasi, 1968. gada — Adolfa Skultes kompozicijas klasi. Ordelovskis
bijis dapadu ansambiu mékslinieciskais vaditajs. Vairakos Vispargjos latviedu Dziesmu
un Deju svctkos bijis ptcju oriestra un tautas mazikas oriestra virsdiriients. Rakstijis
operetes, miziklus, skaddarbus patgju oriestrim, maziku lugam u. c. Kopd 1995gada
Aucg notiek ikgadcjais Gunéara Ordelovska starptautiskais pGtcju oriestru festivals.
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Savukart lauku kapelu amatiermakslas izpausme savu patstavibu pieteica
20. gadsimta 80. gadu sakuma. Radas tads panrs ka tautas melodiju apdares
lauku kapelam, tas guva pozitivu rezonansi sabiedriba. Visa Latvija aktivi
darbojas jau vairaki desmiti lauku kapelu. Ar Ordelovska svctibu veidojas priekd-
noteikumi lauku kapelu salidojumu tradicijas uzsakdanai, bet galvenais —
koporiestra izveidei daja panra.leceres autori uzskatija: lidzigi ka kori savie-
nojas Dziesmu svctku kopkort, ari lauku kapelas, tautas mQzikas ansambii
un oriestri varctu vienoties kopcja valsi vai polka. Rosinods piemcrs oeit,
iespgjams, bija jau notikudie Latvijas koru (1959, 1960, 1964, 1967, 1972
u. ¢.) un patcju oriestru salidojumi 2 (sékot ar 1960. gadu). Badu salidojumu
mcriis ir izkopt lauku kapelu muzicgdanas maksliniecisko kvalitati, iekiauties
Visparcjo Dziesmu svctku noris¢s. To kodols ir koporiestris, ko ieceres autori
vclgjas tuvakaja nakotng redzct Dziesmu svctku Lielaja estradg. Tomger pec
Ordelovska naves (1990) tautas mizikas koporiestra panrs ir panicis.

Lauku kapelu kopmuzicgdanas tradicija pastav arf Igaunija un Lietuva.
Pirmie Igaunijas Tautas mQzikas svctki notika 1978. gada Toil&, savukart
lietuviedu lauku kapelu koporiestris uzstajies jau 1960. gada un visos turp-
makajos Dziesmu sv¢tkos. Acimredzot norises kaimiorepublikas pamudingja
arf latviedu tautas mQzikas panra kopcjus pievcrsties koporiestra izveidei.

Analizc¢t un izvertct lauku kapelu koporiestra evolQciju Latvija traucg
dapadas problgmas.

Pirmkart, jamin neskaidriba terminoloiija. Dapadi tiek skaidrots jau
pats jcdzienstautas mizika. Mana skatijuma, bdtu svarigi nodiirt to no
termina tradicionala mdzika. Jecdzienutautas mdzika iespgjams attiecinat
uz pilnigi visu tauta atskadoto miziku — no tautasdziesmas lidz zidiei un
olagerim. Ariinstrumentarijs ir visaptverods: tautas mizika izmantoti diato-
niskie, vclak hromatiskie, profesionalie, ari elektroniskie mizikas instrumenti,
cittautu instrumenti, piemcram, afrikdou bungas u. tml. Savukarttradicionala
mazika ir mdzika, kuru spcl¢ vai dzied konkr¢ta tradicionala norisc.

Otrkart, neprecizs m¢dz bt dapadu muzicgjodo kolektivu nosaukumu
lietojums: tautas instrumentu, tautas mizikas kapelalauku kapela, pilsctas
kapela, kopa, grupa, folkloras grupa u. tml. Es piedavatu sekojodu dalifjumu:
ja muzicgjoda kolektiva instrumentarijs ir visaptverods (pieiaujami art elek-
troniskie instrumenti), nosaukuma var ietvert vardkopu tautas mizika —

3 Patcju oriestru salidojumi Latvija notikudi 1960., 1964., 1969., 1975., 1979.,
1983., 1988. u. c. gados.

4 Pirmie Tautas mdzikas svc¢tki notika Igaunijas ziemeirietumu pils¢ta Toila
1978. gada, turpmakie — lielakoties ik p¢c diviem gadiem (1980, 1982, 1984, 1986,
1988, 1991, 1993, 1995, 1997, 1999, 2001, 2003, 2005 utt.).
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tautas mdzikas ansamblistautas mQzikas oriestris, lauku kapela, pilsctas
kapela. Savukart, ja izmantoti tikai akustiskie tradicionalie instrumenti, tad

atslcgvardi varctu bt tautas instrumenti (tautas instrumentu kapela tautas
instrumentu ansamblis tautas instrumentu oriestris; tuvi jcdzieni ir ari tau-
tisk& kapela, folkloras kapela).

Protams, izpctes gaita svarigi ari pievegrst uzmanibu — ko muzikanti
spclg, ar ko spclc, k& un kur spcle. Tatad iespcjami dapadi muzicgdanas veidi
un stili, instrumentarijs, funkcionéla piesaiste, tradicijai tuvaks vai stilizcts,
modernizgts skangjums. Ka galvenos var izcelt tris jcdzienus: lauku kapéla
tautas mdzikas ansambli§un tautas mdzikas oriestris’. Katram kolektivam
raksturigs savs instrumentarijs, spcles stils, repertuars un funkcionala piesaiste.

Bdtiska ir tautas un tradicionalas instrumentalas muzicgdanas mijiedarbe
ar sabiedribu. Te piedavaju nodiirt sadzives muzicgdanu (tautas mdazika) un
koncertmuzicgdanu (skatuves mizika); die virzieni dapkart pastav atsevidii,
bet var paradities ari integrcti. Pagaidam tie latviedu etnomuzikoloiija nav
pladak pctiti, jo savulaik ir izpalikusi dokument¢dana, savukart masdienu
praktiiiem pietrikst teorctisko zinddanu. Nedaudzie esodie pctijumi skar
tikai vienu aspektu — tradiciju turpinddanu; taeu arpus uzmanibas loka pali-
kusi jaunrade (apdares, aranpc¢jumi, komponisti, kas tas veidojudi). Savulaik
Melngailis polemizgjis jautajuma par latviedu tautas mizikas apdarinadanu,
un sparnots ir vioa izteikums — “Vai tad es ngesmu tauta?” (citgts pcc: Gravitis
2006: 19). Jaunrades joma nepieciedami visaptverodi izsmeiodi petijumi, tomgr

5 Lauku kapela ir mQziiu grupa (4—6 dalibnieki, reizgcm ari vairak), kas spcl¢
tautas un tradicionalo (tai skaitéa tradicionalo deju) maziku. Repertuars tiek mantots
vai apgdts no tautas muzikantiem un citam lauku kapelam. Izmantoti tautas (vijole,
ermooikas, akordeons, citara, kokle u. c.), k& ari misdienu akad¢gmiskas mizikas
instrumenti (kontrabass, trompete, tuba u. c.) athilstodi sp¢les stilam, veidam, manierei
un funkcionalajai piesaistei. Kapelai raksturigs individuals spcles stils.

8 Tautas mazikas ansamblis ir mdziiu grupa (lidz 15 dalibniekiem), kas sp¢l¢ un
dzied profesiondli apdarinatu/aranpgtu tautas maziku vai tautas mazika balstitas
kompozicijas (instrumentalas vai vokali instrumentalas). Izmantoti dapadi tautas
mdzikas un profesionalie instrumenti un to modernizgtie varianti (t. s. koncertkokles).
Ansambiu veidi var b{t jaukti vai arf viendabigi (piem., nelieli pddaminstrumentu
ansambii jeb t. s. ragu oriestri).

" Tautas mQzikas oriestris ir noteikta sastava dinamiski un tembrali lidzsvarots
mdziiu instrumentélistu ansamblis (15 un vairak mdziiu), kas spg¢l¢ profesionali
apdarinatu/aranpctu tautas mdziku un tautas mdzika balstitas instrumentélas vai
vokali instrumentalas kompozicijas. Instrumentu sastava zioa tas ir jaukts oriestris
(stigu, kokpGoamie, metalpldamie, sitaminstrumenti, akordeoni, kokle, citara u. c.
tautas mazikas instrumenti).
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td bdtu jau citas publikacijas tcma. Paja rakstd mana uzmanibas centra ir
galvenokart viens iezimctas tematikas rakurss — lauku kapelu koporiestris
un ta repertuars.

Viia Kokamegi® virzits, republikas lauku kapelu pirmais salidojums
notiek 1984. gada Ikaiilc. Bim salidojumam visi mdziii ir godpratigi gatavo-
judies. Pasdkuma piedalas 17 lauku kapelas. Pirmo reizi isa laika (nepilna
gada) tiek sagatavota koporiestra programma, kuras pamata ir tautas melo-
diju apdares. Repertuara ir igauou tautas melodijaLinu kdlcju deja, kuru
diriic Kokamegi, un Uno Vc¢nres (Uno Veenre) Polka virsdiriienta Jada
Grigaia® vadiba. Savukart profesors Ordelovskis v¢rigi noklausas koporiestra
spcli... DBajos svctkos iedibinats Lauku kapelu salidojumu kartas skaitlis (1 —
1984, 11 — 1986, 11l — 1989).

Republikas lauku kapeluotrais salidojums notiek 1986. gada 28.-29. j0-
nija Sigulda. Tas apliecina kvalitativu un kvantitativu izaugsmi: piedalas 45
kapelas ar vairdk nekad 350 mQziiiem. Divas dienas — 28. un 29. jinija —
salidojuma dalibnieki sacendas, p¢ccak daudzas stundas slip¢ noslcguma kon-
certa koporiestra programmu un paspgj v¢l rita agruméa modinat aizgulgjudos
siguldiedus arKur tu teci, kur tu teci, gailiti mans, Ka var aizmirst un citam
senékas vai jaunakas cilmes mazpilsctas godos pasmeltam melodijam Orde-
lovska mardveidigajas apdarcs. Obligataja programma koporiestrim ir tautas
melodiju apdares: Emiia MelngaiiaLatviedu deju svita K&jida, pcdioa, igaudu
komponista Uno V¢nresReinlendersun Jaoa lepidat® Mudkadrilis. Savukart
apvienotais kokiu oriestris atskado Zigismunda Lorenca veidoto latviedu
tautasdziesmas apdarApkart kalnu saule tek. Jau daja salidojuma izvirzas
jautajums: vai lauku kapelam vajag spclct profesionalu komponistu sacerctus
skaddarbus (bet apdares tadas ir), vai arf vairék uzticcties padas tautas muzi-
kalajai iztclei un spclei (Gaujas laivinieks, Latgales kazu polkau. c.), turklat
ta, k& to attiecigas puses iaudis atveido. Viedokii dalds. Mans ieteikums
bdtu gan spclctka tautd, gan iestudct skaodarbus no notim — atkariba no

8 Vilis Kokamegi (dz. 1946) ir patcju oriestru virsdiriients, bijis Emiia Melngaiia
Tautas makslas centra instrumentalas mazikas sekcijas ilggadcjs vaditajs.

9 Janis Grigalis (dz. 1945) ir tautas mQzikas oriestru virsvaditajs, bijis jaukta
kora Mozaika ilggadgjs diriients un JVLMA méacibspcks.

10 Janis lepitis (1908—-1989) bijis latviedu komponists un pianists. Latvijas Konser-
vatorija beidzis Jazepa Vitola kompozicijas klasi (1931), Paula Blberta klavieru
klasi (1932) un Jaodoa Medioa diriigdanas klasi (1934). Papildindjies klavierspclc
Pariz¢ pie Robgra Kazadezi un Visbadeng pie Valtera Gizekinga. Stradjis par koncert-
meistaru Latvijas Radio (1934-1952). Bijis pasniedzgjs Kameransambia klas¢ Latvijas
Valsts konservatorija (1945-1984), profesors un komponists — jo Tpadi rapigs kamer-
darbu autors.
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katra kolektiva sp¢jam un vajadzibas, jo daudzveide tikai bagatina. Protams,
jakopj tradicija, bet ari jamekic jauni izteiksmes veidi, un viens no tiem —

apdarinata tautas instrumentala mazika. Un te rodam lidzibu ar kordzie-

dadanas tradicijam, jo ari te iespgjams retorisks jautajums: varb(t tikai dziedat
ganu balsi? Kam ta koru kultira, Dziesmu svctki utt. ...

Atgriezisimies pie jau min¢ta 1986. gada salidojuma. Lidzas ansambiiem
ar pierastajiem kapelu instrumentiem fsti folkloriska nokrasé ieskanas tautas
instrumenti: dokas (iekava), stabule (Ikdiile) un zaiis (Jckabpils rajona
kultGras nams). Bie senie mizikas instrumenti gana labi saderas ar mQsdienu
skaourikiem. Tas ir v¢l viens apliecindjums, ka autentiskos un profesionalos
mdzikas instrumentus iespgjams apvienot. Kopé ar apvienoto tautas mazikas
oriestri uzstajas Tautas deju ansambiiRotaia un Gundega apvienotais koklc-
taju ansamblis un Rigas rajona lekavas kolhoza kamerkorisMozaika. Uz
Siguldu atbraukudi ari ciemioi no Lietuvas — Traiu rajona kultiras nama
Tautas kolektivs, lauku kapelaGaive ar savu vaditaju, Lietuvas PSR Nopel-
niem bagato mékslas darbinieku, komponistu Jurii Gaipauski Qurgis Gai-
pauskas.

Latvijas lauku kapelu 3. salidojums tiek rikots 1989. gada 15. jdlija
bréiu Jurjanu dzimtajas majasMenieii. Jaunuzceltaja estradc notiek lauku
kapelu un tautas mazikas ansambiu konkurss, k& arf salidojuma noslgcguma
koncerts. Tautas mazikas koporiestri vada tris virsdiriienti — Tautas maksli-
nieks Gunars Ordelovskis, Janis Grigalis un Vilis Kokamegi. Savukart uzve-
duma skatuviska vadiba ir uzticcta repisoram Guntim Gailitim. Repertuara
iekiautas labi pazistamas melodijasnovadnieka Andreja Jurjana Barkarola,
Alfrcda Tuea svita Deju prieks un Gunara Ordelovska parlikums tautas
mazikas oriestrim Briklenajs. Ap 40 kolektivu un 90 koklctajas tajas dienas
pieskand¢ Madonas pusi. Vidou sniegumu, atdiiriba no iepriekdgjiem salido-
jumiem, vertc padi skatitdji, piediirot visinteresantakajam un simpatiska-
kajam kolektivam citaru. Tas ir pirmais dada veida instruments Latvija, kas
izgatavots rapnieciski. Par ta fpadnieku kilst Aivara Pugaéa vaditiKreic-
burgas ziieri no Jckabpils.

Koporiestra muziccdanas limenis ir jitami audzis, un tredais salidojums
makslinieciska zioa kidst par pirmo virsotni. Trijos lauku kapelu salidojumos
koporiestri nospclctas desmit tautas melodiju apdares un viena tautas meloséa
balstita oriiinalkompozicija (Ordelovska Zioiu prieki Sigulda ). Kapelu sali-
dojumi apliecina koporiestra dzivotspcju, un do sarikojumu ievirze ir maksi-
mali demokratiska: tie ir svctki tautai un visdapadéako tautas un profesionéalas
mazikas instrumentu sp¢imadiem — jebkura vecuma parstavjiem; gan dalib-
nieki, gan klausitaji macas cienit savas tautas instrumentéalas melodijas, apzi-
naties to lidzvertibu citu tautu kultGras mantojumam. Salidojumiir kulmingjods
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notikums lauku kapelu darbiba, vispladakais tautas radoda gara apliecina-
jums: taja koncentrcti atklajas kapelu ikdienas darbs, svctku starplaika gata
pieredze novadu svctkos, festivalos, vietcjas nozimes Tautas mizikas;tos.
Salidojumos atspoguiojas ari jaunrades veikums visa daudzpusibdelkloras
materialu vakdana, pctnieciba, oriiindlskaddarbu veidodana, tautas melodiju
saglabadana un iedzivinadana. Vienlaikus salidojumiem ir arf vertiborientcjods
raksturs: spcle koporiestri iauj apzinaties savas saknes — identitati, savas
tautas patibu un vienreizibu.

Turpindjuma Tsi raksturosim apvienota tautas mdzikas oriestra turp-
mako likteni.

XX Visparcgjo Dziesmu un X Deju sv¢tku (1990) noris¢ katra novada
deju uzvedumu pavada apvienotais tautas mizikas oriestris. Svctku Noslc-
guma koncerta Mepaparka izskan darbi koporiestrim: Latviedu paru deju
svita Jaoa Grigaia apdarc,Jautrais parisViia Kokamegi apdar¢ un Jautras
dzirnas Raimonda Paula apdarg. Virsdiriienti ir Ordelovskis, Grigalis un
Kokamegi.

1991. gada 15. janija lieliskaja Stropu estrad¢ Daugavpili notiek Latgales
kapelu svctki, pulcgjot 60 dalibniekus. Tas ir pirmais dadas ievirzes reiionalais
pasakums, un ta meriis ir uzturct kapelu koporiestra muzicgdanas kvalitati
ari starplaika starp republikas salidojumiem. Koncerta piedalas lauku kapela
Dunduri, tautas mdzikas ansamblisRakari, Sutru kapela, divas kapelas no
jestris atskado Cvalda Dauguia apdaret.atgaliedu kadriiaun Tautas polka.
Virsdiriienti ir Kokamegi un Daugulis.

Savukart 1993. gada 1.-3. jdlija Riga, Daugavas stadiona, Dziesmu un
Deju svctku ietvaros pavadot dejotaju sniegumu, diriienti Grigalis un Koka-
megi organiz¢ tautas mizikas oriestri (ap 60 daltbnieku). V¢l tagad palicis
atmioa ta brinidilgais skangjums.

Turpmakajos pasakumos svctku lidzdingjais nosaukumd @tvijas lauku
kapelu salidojums) tiek nomainits ar visaptverodaku —Tautas mizikas svctki
Mainas ari pasakuma mcriis un uzdevumi: kapelas spclc, ko grib un ka var.

Vienlaikus aktivi darbojas kokl¢taju ansambii, kas 1994. gada 11. janija
Krimuldas estrad¢ aicina uz Tautas mizikas svctkienKrimulda '94 . Koncerta
piedalas 25 koklctaju ansambii, bet kopskaou kuplina arf tris kapelas un
Valkas mQzikas skolas pUtcju kvintets. Apvienoté oriestra repertuaré ietverta
latviedu tautasdziesma Viidoa Salaka apdaigdentiod, akmentiod Jura Buharta
(Buchardt) Latvju tautas valsisun Gunara Ordelovska Svgtku mizika, savu-
kart koklctaju snieguma skan latviedu tautasdziesmas Viida Salaka apdarg
Ai, mana ievida, Doncoj puidi ar meitam, Kas kait¢ja nedzivot, Seddancis
Tautas kadriia, Jandalsun Divpadsmitdancis.
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IV Tautas mlzikas sv¢tki notiek Ulbrokas Ligo parka 1997. gada
15. jOnija. Do svgtku meriis ir atjaunot lauku kapelu salidojumu tradiciju,
jo pcdcjos gados kapelu skaits Latvija ir sarucis. Svctkos ieradudies 27 tautas
madzikas ansambii un lauku kapelas, ka ari 25 kokl¢taju ansambii. Virs-
diriientu goda ir Janis Grigalis un Vilis Kokamegi. Savukart koklctajus vada
Méara Vanaga, Teiksma Jansone un leva Putnidoa. Kopspglei paredzdtsitvju
tautas valsisun Latvju tautas mardsGunara Ordelovska apdarg

Lidzigi pasakumi notiek arf reiionos. 1998. gada 20.—24. maija Kraslava
vcrienigi izskan Tautas mdzikas svctki un vienlaikusRepublikas kokiu dienas
'98 ar papildnosaukumu Kraslavai '75. Svctku koncerta 23. maija piedalas
piecas kapelasValdemars, Rakari, Kreicburgas ziieri, Daugavpils Universi-
tates kapela un Kraslavas mazikas skolas kapela. Uzstdjas arf 11 koklctaju
ansambii, mdzikas kolektivsVadstena strakensembl€Zviedrija) un kapela
no Baltkrievijas [a 11ia&4i6é6 . Koprepertuara ir Gunara Ordelovska Masu
pulka nac, vida apdareBriklenajs un Cvalda Dauguia apdarelautas melodiju
virkne. Virsdiriients ir Vilis Kokamegi, apvienotos kokl¢taju ansambius vada
Teiksma Jansone, leva Putnida un Mara Vanaga; to snieguma izskan latviedu
tautasdziesmas Viida Salaka apdar®zieddj’ tautu tiruma, Ligo laiva uz
0deoa, Dieti, dieti, jaunas meitasun Nicas dancis Ordelovska Polka, k& arf
Sergeja Krasnopjorova darbi — latviedu tautasdziesmas apdakéz ezera augsti
kalni un Latgales polka. Koporiestri muzic¢ lauku kapelas un kokiu an-
sambii.

D1 perioda kulmingjodais pasékums, mana skatijuma, ir V Latvijas mQzi-
kas svctki Jckabpili Lustes Kreicburga 1999. gada 11.-12. jGnija. Neaiz-
mirstams ir pirmas dienas vakara koncerts Jckabpill, Pils pagalmé; savukart
otraja diena notiek grandiozs kolektivu gajiens (53 kolektivi) pa pilsctas
ielam un pasékuma noslcguma koncerts Krustpils salidas Brivdabas estradc.
Festivala piedalas 17 kapelas un tautas mizikas ansambii, k& ari 20 koklctaju
ansambii un 14 deju kolektivi. Solopriekdnesumus koncerta sniedz astooi
kolektivi: Kreicburgas ziieri, Rakari, Valdemars, Pastendes kapelgkapelas
Altona un Strodi, Daugavpils rajona apvienotais tautas mdzikas ansamblis.
Daja pada koncerté pirmoreiz salidojumu vgsturg muzicg labako kapelu vadi-
taju apvienotais kolektivs. Koporiestra repertuaré ir tris skaddarbi, tostarp
Jaoa Grigaia ciklsTris latviedu tautas melodijaskas atklaj koncertu. Kapelas
muzicg ar pilnu atdevi, un virsdiriienti Vilis Kokamegi un Janis Grigalis ir
apmierinati. Kokiu virsvaditaja Teiksma Jansone koporiestri iekiauj ari
kokles.

Divus gadus Tautas mdzikas svctki notikudi Vidzemes peri¢c Ccsis.

miestidam. Koncertam C¢su pilsdrupas koporiestris sagatavo eetrus skao-
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darbus — Grigaia apdariAlus dancis,Mara lvanova Zaiumballes polku u. c.
Diempgl spccigais negaiss partrauc koncerta norisi; lietus radito pladu dci
paz(d arf skada un gaisma.

VIl Tautas mizikas svctki atkal norit C¢sis 2002. gada 27. j0lija. Reper-
tuars saglabajas iepriekdcjais, un ari virsdiriienti nemainas.

2003. gada XXIlI Visparcjo Dziesmu svgtku kdada nemanot garam
aizslid VIl Tautas mizikas svctki.

2004. gada Tautas makslas centra tautas mdzikas nozares eksperts izpcta
situéciju: Latvija darbojas viens tautas mizikas oriestris, sedi tautas mdzikas
ansambii un 20 kapelas. Kopuma dajos kolektivos iesaistiti 185 dalibnieki.

IX Tautas mazikas sv¢tki 2004. gadanorisinas Daugavpili. To spilgtékie
notikumi ir gajiens pa pilsctas centralo (Rigas) ielu un koncerts Novadpctnie-
cibas un mékslas muzeja pagalma. Koporiestris (11 kolektivi) atskado divus
darbus: Gunéara OrdelovskaMsu pulké nac un Tautas melodiju virkni Cvalda
Dauguia vadiba Virsdiriienti ir Grigalis un Daugulis. Koncerta apmekictajus
priecc kolektivi no Rigas (Hagenskalna muzikant)) un dapadiem novadiem.

X Tautas mizikas svctkiRe, kur muzikanti sp¢l¢! 2005. gada 18. jOnija
izskan Dundaga. Pasakuma mcriis ir attistit un pilnveidot tautas mazikas
ansambiu koporiestra muzicgdanas tradicijas, veicinat nacionalas identitates
saglabadanu latviedu instrumentalaja tautas mazika, ka arf celt tautas mizikas
ansambiu profesionalo meistaribu un nodrodinat svctku koprepertuara
apguvi. Batiba die ir vienigie pcdgjo gadu svctki, kuru galvenais uzdevums ir
kopt koporiestra spcli, tadgjadi svetku programma tiek apgdta kvalitativi
un (atdiiriba no vairakiem turpmakajiem svctkiem) savlaicigi. Repertuars
nav viegls: sevidii izceiama svita tautas mizikas oriestrinNodzisa vakara
blazmaCvalda Dauguia apdarg, kuras atskadojuma iekiaujas astooas kapelas
un ansambii ar 70 dalibniekiem (Andrupenes lauku kapela, Pastendes lauku
kapela, kapelasLabi, ka t&, Paurupite, Tukuma mazikas skolas lauku kapela,
tautas mdzikas ansambiiDanéu spc¢le Dimdari un viena lauku kapela no
Igaunijas), turklat Tpada vieta atvclcta zidiu melodijam. Dejiski viegli izskan
latviedu tautasdejaSudmalidasOrdelovska apdarg, ka ari igauduHijuma
valsis(Hiidlase labajalavalsg Heldura VVabela (Heldur Vaabel) apdarg. Virs-
diriientiir Vilis Kokamegi un Cvalds Daugulis. Koncerta apmekictajus priecc
viesi no Bveices — citaru ansamblis un vijoicitaru duets.
svctki. Dalibnieku pulciod ir papravs — 14 Latvijas kolektivi, to vid( viens
koklctaju ansamblis (Koklctaju klubs no Rigas lvetas Tauridas vadiba) un
eetri arzemju parstaviji (no Baltkrievijas, Krievijas, Polijas un Lietuvas). Virs-
diriients ir Cvads Daugulis. Saulei rietot, pilsgtas kradoaja parka koporiestra
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shieguma izskan tris darbi —Valodzite un Zidi, zidi, rudzu vérpa Dauguia
apdarc, ka arf Treis vosorasEinara Lipska apdarc.

Ar pladu verienu folkloras svctku ietvaros Kuldiga 2007. gada notiek
Xl Latvijas Tautas mizikas svctki Riteodarza zaiumballe Piedalas 12 kolek-
tivi (kapelas un kopas, galvenokart no Kurzemes) un arzemju kapelaAntazave
(Lietuva). MQziii ir nopietni gatavojudies, lidz ar to parliecinodi izskan visiem
labi zindma melodija Sen tas bij'Cvalda Dauguia apdarg Ka solists uzstajas
Tautas makslas centra tautas mizikas nozares eksperts llmars Pumpurs.
Virsdiriients ir Cvalds Daugulis.

Tautas mizika allap bijusi lidzas Dziesmu svc¢tku nori-sgcm. Piemcgram,
2008. gada 6. jalija Rigad XXIV Visparcjo Dziesmu un XIV Deju svctku
laikd Vermanes darza notiek kapelu maratons. Ta iecere ir pavisam vienkéarda,
bet ne mazak ambicioza k& savulaik pirmo Dziesmu svctku rikotajiem —
pieskandinat Rigu ar tautas mdzikas skadam visas dienas gaita. Atdzimstot
interesei par amatiermuzic¢danas tradicijam, panra vecmeistariem dajos
svctkos pievienojas ari pavisam jauni kolektivi, un vgrojama maksimala stilis-
tisk& daudzveidiba — no lauku muzikantu tradicionélas spcles lidz lietpratigi
veidotam tautas mdzikas apdar¢m. Kapelu maratona piedala37 tautas mdzi-
kas kolektivi ar 250 daltbniekiem. Katrs no tiem uzstéjas ar atsevidiu prog-
rammu, ko gatavojis speciali dim pasakumam. Vienigais, k& pietrikst daja
stilistiski un panriski bagataja pasakuma, ir koporiestra spcle. Kas ta batu
par skaou, kas piepilditu Vermaniti, iaujot ridziniekiem kari baudit tautas
maziku zaiumballes oriestra priekdnesuma!

Turpmakajos gados lauku kapelu koporiestra spcle Tautas mizikas
svctku programmas gan iekiaujas, gan pazdd. Ta, piem¢ram, 2009. gada
20. janija Eleja, Xlll Tautas mizikas svctkos, 14 Latvijas kapelas un lietuviedu
Diedokai spcl¢cPirmsjaou lustes Koporiestra repertuaré ir arf Ordelovska
apdare Rucavietis un Sudmalidasun Dauguia apdareSen tas bij’.Koncerta
makslinieciska vaditaja Jada Retené prasmigi veidota programma izpelnas
publikas ilgstodus aplausus.

2010. gada 7. augusta izskan XIV Tautas mdzikas svctkiustes Jckabpili —
sava zida to var uztvert ka svetkuLustes Kreicburga(1999) idejas atdzimdanu.
Piedalas devioi kolektivi: Nigrandes mizikas skolas kapel&ligrande (vaditaja
Astrida Ietlere), Medoevas lauku kapela (vaditajs Jazeps Zaremba), Lizuma
lauku kapela (vaditajs Miervaldis Vilnis), tautas mdzikas ansamblisDanéu
spcle(vaditajs Armands Krievs), spcimadu kopaSkutelnieki (vaditaji Uldis
Bcrzidd un Inguna bPogota), lauku kapelavaldemars(vaditajs Haralds Sulainis),
Viianu kultGras nama lauku kapela Bumburneicys(vaditaja Vivita Skurule),
tautas mizikas ansamblifRakari (vaditajs Cvalds Daugulis) un lauku kapela
no Lietuvas Diedokai (vaditajs litauts Gutausks / Gytautas Gutauskag).
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Sirsnigi muziccBumburneicys,savukart ar ipadu atraktivitati izceias lietuviedou
kapelaDiedokai. Koncerta izska0a koporiestris spcl¢ tauta popularas melo-
dijas Jaunibaun B¢du manu, lielu b¢du Cvalda Dauguia apdarg; viod ir art
virsdiriients.

XV Tautas mazikas svctki pcce ilgaka partraukuma atkal notiek Vidze-
m¢ —tie sarikoti 2011. gada 23. jalija Umurga. Projekta meriis ir ccls: attistit
un kopt Latvijas tautas mdzikas ansambiu un kapelu muzic¢danas tradicijas,
veicinat kolektivu maksliniecisko izaugsmi un attistibu; nodrodinat tautas
mdzikas ansambiu nozares darbibas nepartrauktibu, veicinat Latvijas tautas
mazikas ansambiu un kapelu aktivitati; populariz¢t tautas mazikas ansambiu
un kapelu muzicgdanu. Pasékuma uzdevumi: nodrodinat pasakuma dalibnieku
piesaisti un koprepertuara apguvi; nodrodinat pasdkuma programmas norisi
un koncertu maksliniecisko kvalitati. Tik daudz viena reiz¢ diez vai var paspct,
tomgr censties vajag... Piedalas 12 kapelas un viens koklctaju ansamblis —
Koklctaju klubs (11 koncertkokles, vaditaja Iveta Taurida). Koporiestris
atskado Cvalda Dauguia apdardauniba Diempcl rezultats nav apmierinods,
jo bijis tikai viens mg¢iindjums un nodu teksts nav apgdts. Savukart tautas
mQzikas nozares eksperts llméars Pumpurs rosina koporiestri sp¢lct pcc dzirdes.
Diempgl arf 8is m¢iindjums nav veiksmigs un liek secinat: koporiestri jaspclc
no notim, un piespclctpcc dzirdeslielakoties spgj vienigi dapi vecakas pa-
audzes maziii, kuriem bagataka pieredze.

2012. gada Kandava izskan XVI Tautas mQzikas svctki. Armanda Krieva
apdare Lustiga dzivodana, lai talu skanatspoguio centienus reanimgt kop-
oriestra spcli, kurd savus labakos laikus acimredzot ir jau nodzivojis. Skaidrs
ir viens: lai bOtu mékslinieciska kvalitate, koprepertuars ir jaapgUst savlaicigi,
jo citadi fascingjodie tautas mazikas instrumentu tembri viens otram vairak
traucg, neké atbalsta.

2013. gada 5. jdlija Riga notiek XXV Visparcjie Dziesmu un XV Deju
svctki. Ir s&cies kapelu maratons. Visas dienas gaitd kapelas pieskandina
Vc¢rmanes darzu. Boreiz piedalas 41 kolektivs ar vairak neka 350 dalibnie-
kiem. Individualas programmas atspoguio to muzikalo daudzveidibu, ko
aptver mdsdienu instrumentéalas tautas mizikas panrs — no tautas mazikas
ansambia lidz postfolklorai un pasaules mdzikai, no tradicionalas folkloras
kapelas lidz sadzives mizikas ansamblim. Koporiestra sp¢le nav paredzcta.

Pcdgjie, XVII Tautas mazikas svctki 2014. gada 14. jOnija notiek
Rajiena. Piedalas tikai devioi tautas mdzikas kolektivi no Latvijas un viena
Igaunijas kapela. Dalibnieku vidQ ir Aizkraukles kultGras nama folkloras
kapelaKarikste, Viianu kultGras nama lauku kapela Bumburneicys, Rencgnu
kapelaRota, Tukuma pils¢tas kultras nama tautas mazikas ansambli®anéu
sp¢le kapelasMalta, Jgregnmuipas muzikantj Karsavas mizikas un makslas
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skolas kapelaDimdari, Saldus kapelaStrops, Lodes kapelaKrastmaliedi,
Karksi-Nuijas kapela no Igaunijas. Koporiestra (Meldermeitioa Valta Plices
apdarc) spcle neattaisno ceribas.

dziesmu svctki. Daltbnieku pulké iekiaujas ari apvienotais tautas mizikas
oriestris (pieci kolektivi: tautas mdzikas ansamblisRakari, Naujenes mizikas
un makslas skolas kapela, Karsavas mizikas un makslas skolas kap&am-
dari, llOkstes kapela un postfolkloras grupaRikai) ar mgrii atdzivinat kapelu
kopspcles tradiciju. Repertuara ir divas latgaliedu tautas melodiju apdares:
klasiski romantiska Ai galdedi, ai galdediun laikmetiga Latgales kazu rep-
polka Cvalda Dauguia apdarg (viod ir ari koporiestra virsvaditdjs). Tautiski
un reiz¢ masdienigi izskan grupafikdi solopriekdnesumi.

Lauku kapelu koporiestra repertuara galvena vertiba ir tautisku melo-
diju apdares, turklat pcdcjos gados vgrojama tendence arvien biepak pie-
versties arl dlageriem un zidicm. Savulaik repertuara bagatinadana liela
nozime bijusi jaunrades lauku kapelu skatcm un konkursiem, kuros izkristali-
z¢jas ari nakamo salidojumu repertuars. Katra salidojuma vai, vclak, Tautas
mazikas svctkos arf kolektivi, kas uzstajas atsevidii, parasti veidoja savas
programmas no tautasdziesmu un deju melodiju apdarcm. Svctku rikotdji
tiecas viena koncerta paradit gan tautas instrumentalo melodiju apdaru krad-
oumu un panrisko daudzveidibu, gan kapelu repertuara kopcjas tendences
tai vai cita perioda.

Beidzamajos gados tautas mizikas kustiba piedzivo jaunu pacc¢lumu:
taja iekiaujas gan ansambii, kas atskaoo galvenokart tautas mizikas apdares,
gan kapelas ar seno sadzives muzic¢danas tradiciju pieredzi, gan folkloras
un postfolkloras manier¢ muzicgjodi kolektivi. Lidzas slaveniem ansambiiem
ar vairakus gadu desmitus koptdm muzic¢danas tradicijam rodas arf pavisam
jauni. Nevar noliegt dis mdzikas jomas pieaugudo popularitati un tas aktivo
iesaisti Dziesmu svctku dapadas noris¢s — ansambii uzstajas tautas mazikas
koncerta Latvijas Universitates Lielaja aula, kopa ar dejotajiem veido novadu
programmu starpspcles pdtcju oriestru Dipkoncertd Doma laukuméa un
veselu dienu pieskandina V¢rmanes darzu. Taéu atklats ir retoriskais jauta-
jums: kur palicis lauku kapelu koporiestris?...

Varam secinat, ka lauku kapelu koporiestra tradicija Latvija pakapeniski
izz(d. lgaudiem un lietuviediem ta tiek nopietni kopta: v¢l jo vairak, kapelu
koporiestris uz Dziesmu svctku lielas estrades atrodas goda vieta. Tomer
nebdsim pesimisti, jo pastav iespgja koporiestra tradicijai atdzimt jauna
kvalitate. lespgja, kas Tautu ikvienam kapelas miziiim sajust sevi ké liela
ritudla dalibnieku, padam KkiQt lielam. Sajust savu latvietibu, piederibu un
vajadzibu.
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Latvian Country Bands’ United Orchestra: Yesterday and Today
Cvalds Daugulis

Summary

Latvian instrumental folk music gained recognition as an independent
genre thanks to the activity of the composer and folk music researcher Emilis
Melngailis, but it was even more promoted by the artistic accomplishments
of the conductor and composer Gunars Ordelovskis in his work with the
country band of the Latvian radio. It was under Ordelovskis’ guidance that
the tradition of country bands’ gatherings and alongside that of united folk
music orchestra was established in 1984, in Ikdiile.

In the framework of the programme of the Song and Dance Festival of
1990, a separate folk music concert was organized, in which the united folk
music orchestra performed as well. The country bands’ gatherings were orga-
nized and took place in the following years too, but the tradition of a united
orchestra’s performance gradually receded. The most significant value of the
joint repertoire of country bands and ensembles is the arrangements of folk
melodies. However, concerning the enrichment of the repertoire, much impor-
tance was allotted to the shows and contests of creative country bands, during
which the joint repertoire of the subsequent gatherings was crystallized. A
programme of any gathering or later that of a folk music festival, as well as
the performances of separate collectives, are usually formed by the arrange-
ments of separate folk song and dance melodies. Musicians try to show in a
single concert both the rigour of the arrangements of folk instrumental melodies,
which reflect the developmental tendencies of the Latvian instrumental melodies
characteristic of the period of a definite festival, and the diversity of genres.

However, in recent years the movement of folk instrumental music is
facing a new upsurge, uniting both the ensembles playing arranged folk
music and the bands maintaining the tradition of domestic music playing, as
well as the collectives playing music in the style of folklore and post folklore
into one large musicians’ family. But, where is the united country bands’
orchestra? Supposedly, the tradition of the united orchestra of Latvian country
bands is gradually disappearing. Estonians and Lithuanians have preserved
and eagerly are cultivating it, even more, a united bands’ orchestra is to be
found in the place of honour on the grand stage of Song festivals.

Itis essential to participate in the united orchestra’s performance. With
one’s smallness to feel oneself in that largeness (united orchestra), to become
great! To feel one’s Latvianness, one’s belonging and indispensableness.

Key words: country band, gatherings, joined repertoire, united orchestra
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Dauguia privatarhiva)

Tautas mazikas sv¢tku koncerts Ulbrokas Ligo parkéa (1997): programma (glabajas
Cvalda Dauguia privatarhiva)

X1l Tautas mizikas svgtki Pirmsjaou lustes(Jckabpils, 2009): koncerta programma
(glabdjas Cvalda Dauguia privatarhiva)

Xl Latvijas Tautas mQzikas svctku Lielais koncerts Kraslavas pils darza (2006):
programma (glab4jas Cvalda Dauguia privatarhiva)
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lIl. MUZIKAS ESTCTIKA UN TEORIJA

Homo Musicus as an Object of Historical
and Sociocultural Research

Dr. paed. Valeriy Mozgot
Professor of Adyghe State University, Institute of Arts, Russia

Background

This research sheds light on the existence of the image of Homo musicus
in the history of musical art. The present article presents the analysis of
specific aspects of interdependence existing between the image of Homo
musicus in music and the person in a society.

In any society, there is always a musical person — Homo musicus. This
is a person who cannot exist without music, for whom communication with
music makes one of the senses of his life and who possesses ‘insatiable
requirement for music. The musical person is the person of the spiritual and
intellectual integrity, who has steady interest in various musical spheres from
folk music to musical vanguard, i.e. wide dispersion of aesthetic preferences.
On the other hand, aesthetic and musical preferences of the musical person
necessarily include a requirement for and interest in music of the academic
tradition, musical classics, music of high ideas and feelings marked by the
unity of form, content and harmony. The musical person is the person who
is tolerant to musical preferences of other people. He perceives a variety of
other people’s aesthetic values as a norm. Therefore he is sensitive to the
values of other ethnoses, shows active interest in them and is ready to make
them his values. Thus, his musical tolerance becomes a kind of cultural tole-
rance. We believe this type of a person is open to music and to the world. He
is a prototype of the main hero in the music of many composers.

The researchmethods the historical retrospective method, observation,
testing and positive emotional induction.

The researchobjective was to show the change in researchers’ views on
the perception of the image of Homo musicus in music and in the human
society from the antiquity to the 215 century.
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Antiquity

The main trait of the image of a musical person in music is integrity. It
relies on mythological ideas, cosmology and the aspiration to the general
aesthetic concepts: beauty, harmony and measure. The main idea is in the
unity of beauty, morals (kalokagathia) and harmony of the personality.

The ancient Greek philosopher Plato in his workRepublic claims:

“Of the harmonies | know nothing, but would have you leave me one
which can render the note or accent which a brave man utters in warlike
action and in stern resolve; and when his cause is failing, and he is going to
wounds or death or is overtaken by disaster in some other form, at every
such crisis he meets the blows of fortune with firm step and a determination
to endure; and an opposite kind for times of peace and freedom of action,
when there is no pressure of necessity, and he is seeking to persuade God by
prayer, or man by instruction and admonition, or when on the other hand
he is expressing his willingness to yield to the persuasion or entreaty or
admonition of others. And when in this manner he has attained his end, |
would have the music show him not carried away by his success, but acting
moderately and wisely in all circumstances, and acquiescing in the event”
(Panocaéia 1973: 158-159).

The Middle Ages

The antique harmony in the characteristic of the image of the musical
person gives way to dualism in the Middle Ages, the opposition of divine
and terrestrial, spiritual and bodily, moral and physical. At the same time,
the asceticism of the Middle Ages cancelled the cult of beauty in antiquity,
in Hellenism. ‘aniron hand’ of the church approved the relationship between
aesthetic and moral, obvious and obligatory. The spirit of the person, accor-
ding to the well-known researcher Sergey Averintsev, was cultivated “for
concentration, but not for mobility, for the address inside, instead of outside.
The system of the medieval religious pedagogy [...] demanded hypnotically
operating repetitions of the habitual” (@anoaéia 1973: 247).

Thus, the medieval person in music becomes the most attentive to the
inner self just when he addresses God in his prayers.

The Renaissance

The main idea is the ‘freedom’ of the image of the musical person, the
liberation from the power of church and the liberation of music from theo-
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logical captivity in approving the domination of secular beauty over the
divine. In the Renaissance, there emerged the traditions of professional
approach to music education (Gioseffo Zarlino). Thus, rationalistic views
on the musical person as a professional performer, a theorist and a composer
are being prepared. “If | was not afraid to pass for ulcer and blasphemer, |
would partially show ignorance and impudence of other modern fools com-
posers (I will not say musicians), which think that there are no equal to them
all over the world because they are able to put four or six musical figures.
They set little store on ancient, do not respect other of our contemporaries
and if we listen to them, it is possible to think that without doubt they mean
more in musical art than Plato and Aristotle in philosophy” ( @afioaéia
1973: 385).

Baroque

One of the main features of the age of Baroque is the existence of con-
trast, opposite passions, aspirations, desires, requirements and the highest,
spiritual aspirations in the image of the musical person. As a result, the
music of Johann Sebastian Bach and his predecessor Heinrich Schitz ama-
zingly excites, gets in, touches and emotionally lights the hearts of listeners
today.

Classicism

The contrast between the musical person as an active, vigorous creator
of his life and the forces of nature, society and destiny becomes more pro-
found. Ludwig van Beethoven’s music is an embodiment of overcoming,
fight and aspiration of the person to an aesthetic ideal. During the era of
classicism, the activity of the musical person is subdivided into that of the
composer, the performer and the listener.

Romanticism

The image of the musical person is the carrier of opposite principles:
real and ideal, situational (daily) and over-situational (universal). The trait
of the musical person in this epoch is nostalgia as aspiration to the lost
harmony, as well as the address to antiquity ideals. The examples are Franz
Liszt's music from the cycleYears of Pilgrimageand the sonataFragment
after Dante.
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The 20" century

The main trait of the musical person is mosaicism, ‘the disruption’ and
fragmentariness of consciousness and thinking and at the same time the
opposition and ‘demonstrativeness’ of conflict between the conscious and
the unconscious, the personal and the public. One of the main reasons of
this conflict is the contradiction between the musical activity of the social
environment and the inability of the person to comprehend the new musical
phenomena. That situation had no analogues in other ages of the existence
of the mankind.

Leonard Bernstein described it very precisely:

“During the last fifty years the ocean was stretched between composer
and listener. [...] For the first time we lead the musical life which has not
been based on works of our time. This phenomenon is characteristic of the
20" century; it has never arisen before [...]. Simultaneously we live at the
time of improbable boom of musical activity. The statistical data testify to
prompt take-off: more people listen to more music than ever” A&difidaéi
1975: 56). The image of the musical person becomes outrageous, opposite
to ‘the holistic man’ of the Antique era. The striking example of the above
said is Alfred Schnittke’s music (the First Symphony, Movement 1).

The beginning of the 21% century

An aspiration to the lost integrity emerges in the image of the musical
person. The image of Homo musicus becomes a person who is trying to find
the common aesthetic and musical language with other people. Modern
psychology proposes the pluralistic understanding of a person’s inner world.
It puts forward a set of theories explaining the nature of the mental. At the
same time, a number of problems arise. Among them is a problem of creative
individuality of the personality in music and art, destinies of various musical
styles (trends), etc. The image of the contemporary musical person is the
person able to comprehend new styles and genres in art. However, it is
important that such comprehension should not contradict the nature and
the structure of the personality’s inner world and the understanding of a
humanistic essence of music (art). For this the contemporary musical person
has to become a communicating person. Presently, an attempt is brightly
traced to return to the ‘new integrity’ as the compelled answer to ‘computer’
dissociation of people, in the form of desire to find a point of support in the
changing world.
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Results

The experimental study with the participation of students of various
specialties (musicians, artists, primary school teachers) was carried out on
the basis of Institute of Arts at the Adyghe State University from the middle
of the 1980s to the present. We have tested nearly 60 respondents from
teenagers to adults (aged 19-35 years). Such works as Mass in B minor by
Johann Sebastian Bach, the etude in E major by Bdéric Chopin, Threnody
to the Victims of Hiroshima by Krzysztof Penderecki, the cycléMusical Toys
by Sofia Gubaidulina, etc. were studied to reveal the alterations of the image
of Homo musicus from Homo mosaicus with a psycho-dominant of negative
emotional states to Homo communicus.

Conclusions

The results of the study show that through music, by using the method
of positive emotional induction, the students become capable ‘to return
respect for themselves’, ‘to come back to himself' and ‘to find himself’ in the
conditions of adverse society. This method made it possible to teach the
students to enter different mental states. Among such states were Homo
ludens, Homo faber, Homo meditus, Homo reflectus and Homo agents.
They were created by the centuries-old evolution of music, promoting the
emotionally and intellectually liberate and ‘open’ person.

Thus, in the course of evolution the perception of the image of Homo
musicus has undergone changes. Homo musicus in the 2tentury is percei-
ved as an image of the person open for communication and successful in the
chosen kind of activity.

Homo musicus k& vesturiskas un sociokulturalas
izpctes objekts

Valcrijs Mozgots

Kopsavilkums

Raksta analizcti Tpadi aspekti mijattiecibas starphomo musicus un
personibu sabiedriba. Badam mijattiecibam ir jau ilgas, senas tradicijas.
Jebkurai sociélajai videi ir raksturigs savveidahomo musicus. Tas ir per-
sonibas tips, kas atvgrts gan mizikas, gan sabiedribas aktualajam tenden-
ccm, un to var uzllkot k& galvena varooa prototipu daudzu komponistu
mazika.
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Raksta mcriis ir izpctit, kA homo musicustcls atklajas dapados vestures
periodos — no antikajiem laikiem lidz 21. gadsimtam. Izmantotas v¢sturiskas
retrospektivas, novgrojuma, testcdanas un pozitivas emocionalas indukcijas
metodes.

Secinats, kahomo musicus atainojums v¢sturiskas evol{cijas gaita ir
mainijies. Antikajos laikos homo musicusbija iezimigs ar daiiluma, morales
(kalokagathia) un harmoniskas personibas vienotibu. Viduslaiku cilvgks
savam iekdcgjamesvairak uzmanibas velti tikai tajos bripos, kad IGgdanas
vcroas pie Dieva. Renesanses laikmets radija augsni racionalam skatam uz
homo musicuské profesionalu atskaootajmakslinieku, teorctiii un kom-
ponistu. Baroka homo musicusspilgtakéa iezime ir kontrasta princips — viena
personibé apvienojas pretcjas kaislibas, vclmes, gaidas, prasibas un visaugsta-
kais garigums. Klasicisma mQzika kontrasts stargnomo musicuska aktivu
dzives raditaju un dabas, sabiedribas, liktens spckiem Kilst v¢l dziidks. Ro-
mantisma homo musicusatainojuma vgrojami divi pretcji principi: realais
un idealais. 20. gadsimta mdzik& m¢s verojamrhomo musicustcla maiou —
pareju no homo mosaicusar negativu emociju psiholoiisko dominanti uz
homo communicus.21. gadsimta sakum&homo musicuskilst par personibu,
kas tiecas rast kopigu estctisko un muzikalo valodu saskarsmg¢ ar citiem
cilvckiem. Bi laikmetahomo musicusir atvgrts komunikacijai un glst pana-
kumus izv¢lctaja darbibas joma.

Atsl¢cgvardi: homo musicustgls, cilvgka tcls, mdzikas vgsturiska evold-
cija, parmaioas.
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Category of Space in the Music of the 20 Century
Svetlana Mozgot

Summary

A great number of contemporary researchers — philosophers, linguists,
musicologists and others — mark the universal properties of the category of
space. In the evolution of music, the meanings expressed by music significantly
change that shows the need to continue the research of spatial properties of
amusical matter. Composers of the 20 century, feeling the potential of this
category, use a set of techniques to make a musical matter spatial. The rese-
arch objective of this paper is to identify these techniques and to examine
which meanings are disclosed through the category of space in music. Univer-
sality of the category of space creates an ontological inclusiveness and existen-
tial depth of sense of the musical work thanks to the relationship to extra-
musical experience of the person.

The methods of the research include musicological analysis, content
analysis, hermeneutics, comparative analysis.

The 20" century composers — Arnold Schoenberg, Gyoérgy Ligeti, Krzysztof
Penderecki, John Cage, Giya Kancheli and Sofia Gubaidulina — by using
numerous techniques, making music spatial, expand the expressiveness of
music. Spatial effects in their music serve to disclose the following philosophical
themes —issues disturbing the person of the 28-21% centuries: ‘the nature —
the person — the civilization’; ‘the virtual Universes’; ‘the internal space of
the person — social space’; and ‘life on the Earth after the death of Mankind'.
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In order to disclose the philosophical theme of ‘the nature — the person —
the civilization’, the model of the conflict of figurative spheres is often chosen —
two of them taken together can be opposed to one, for example, the nature
and the person are opposed to the civilization. The theme ‘the virtual Univer-
ses’ shows an interest of the person in investigating various spaces presented
both in human life and in the Universe — surrounding air environment, a
cosmic landscape. The composers often disclose the theme ‘internal space —
social space’ as the internal space of the person by using the theme of a com-
memoration and mourning of the deceased which shapes a semantic field to
embody the internal space of the person in music. The theme ‘life on the
Earth after the death of Mankind’ in music of the 20" century draws the
space filled with his own life deprived of human presence.

The subjects — challenges disturbing the contemporary person such as
‘the nature — the person — the civilization’ in diverse interaction of these
components, ‘life on Earth after the death of Mankind’, ‘the internal space
of the person’ and ‘the virtual Universes’ are uncovered in compositions of
the 20" century with the help of various techniques making a musical matter
spatial, for example, the description of the scene caught from moving fore-
shortenings.

Key words: techniques making music spatial, musical images, subjects —
challenges, musical meanings.
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Metamorphoses of Opera Singing in Contemporary Music:
Traditions and Novelty
Anna Predolyak
Summary

Nowadays the interest towards opera singing is topical. A large number
of vocal schools, opera staging, opera-style shows, increasing level of interest
in bel canto techniques. Its specifics and how opera singers use bel canto is
another significant problem in opera performance. Old and new vocal schools
are on opposite sides.

The history of raising opera singers leads us back to the ¥8century
that became the Golden Age in the development of vocal art. That was the
time of astonishing virtuosity, when singers competed with each other; vocal
problems were the first thing to discuss; even fractions were created. The
competitions took place between singers and instrument players. Children
were taught to sing using the same techniques and methods that were used
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to teach adults. The question of how to train young voices is still topical

today.

Let us now pay attention to the technical details that distinguish bel
canto from all other vocal styles, particularly, breathing and the usage of
resonators to produce the sound.

The term ‘Italian bel canto’ is used when referring to the vocal technique
of European capital cities’ vocal schools in the 18-19" centuries. In that
period, vocal tutors began writing articles about voice, its functions and
possibilities. The essence of bel canto technique can be defined as follow:
— ‘drinking sound principle’ — the vocal concept of the 18" century;

— breathing principle —the voice is needed to control breathing;

— ‘floating chest’ principle — another technical element of the old school.
Itis like a leitmotif in all the literature sources dedicated to bel canto
style and consists of the fact that a high chest position gives the possibility
to produce more sound resonance;

— out of the borders of sound identification principle, when the singer
hears his voice as if it was detached from him, far away from his own
vocal cords.

A decline in the art of opera singing occurred at the end of the 20
century. The showOpera and Iceis a new form of synthesis that leads to the
opera theatre, opera staging, reconsideration of the genre of opera, and,
thus, to the desire to give one’s full attention to this form of art.

In 2011, Arena di Verona first opened its doors to the ice show.Opera
and Ice is an international project, a show in which the main elements of
influence on the public are the bright, unusual images, created by production
directors, artists, orchestra musicians and singers. This is a peculiar form of
3D performance that includes the audience itself. The main idea of the project
is to unite the beauty of one of the most spectacular and artistic kinds of
sport with the great opera singing tradition in Verona, which is famous all
over the world.

Key words: opera performance, raising a singer, Italian bel canto,
breathing, sound attack, bel canto technical characteristics, show, synthesis,
image.

Eeodda068a
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John Cage:
Music of Changesor Changes in Music

Dr. phil. Alla Subbotniaya
Researcher at University of Ghent, Belgium

One of the current problems in modern musicology is the development
and the theoretical conceptualization of united analytical system of analysis
of contemporary music, new musical spaceThe analysis of musical works
has occupied many scholars-musicologists, such as Theodor W. Adorno,
Carl Dahlhaus, Yuri Kholopov, Lev Mazel’, Vyacheslav Medushevskt, Hein-
rich Schenker, John White, Viktor Zuckerman and many others; however,
there is still no uniform aesthetical or philosophical system of analysis of
contemporary music. A special place in the history of music is occupied by
the avant-guard works of John Cage.The aim of the article is a detailed
analysis of a composition by John CageMusic of Changesfor the piano
(1951). Relying on the scientific base of the musicological analysis of Lev
Mazel’ and Viktor Zuckerman (holistic analysis), Yuri Kholopov (axiological
analysis), Carl Dahlhaus and Heinrich Schenker, we will attempt to introduce
our own approach to the composition analysis of John Cage’sMusic of
Changes

Creativity of John Cage does demonstrate his interest in the Buddhist
East. The Western worldview correlates with the philosophy and aesthetics
of Buddhism in his compositions. As the basis for the creation oMusic of
Changescomposition, Cage used the method of random acts that had been
borrowed from divination Book of Changesof the ancient Chinese treatise
I Ching. The | Ching, or Book of Changeswas traditionally written by the
legendary Chinese Emperor Fu Xi (2953-2838 B.C.). Thé Ching originated
from a prehistoric divination technique which dates back as far as 5000
B.C. An | Ching interpretation is performed by making six binary decisions
(ahexagram). This is called ‘casting the Ching’. These are written down as
patterns of six solid or broken lines.

1 The purpose of his analysisis a “meaningful interpretation, supported by the
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Figure 1.64 hexagrams

Figure 2. The combinations of three coins
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The tossing of three coins results in 64 hexagrams or 64 different possible
variants. Tossing coins six times brings about two trigrams, which allows
obtaining a final symbol; the symbol is being defined in accordance with the
64-squared table (8x8) on the top and the bottom intersection of trigrams. If
we take three coins, there are actually four possible values for each of the lines.

The method of random acts is directly connected with the field of mathe-
matics, the probability theory, which studies the patterns of random actions.
This is the reason why the method of random acts has rational origin. The
external independency of random acts, being a structure, is the subject to
mathematical laws. The combination of these elements, in turn, is defined
by chance. The method of random acts determined Cage’s aleatoric works
from the 1940s (Variations IV, Seven Haiku, Two pastorals, Waiting, Water
Music, Black Mountain Piece, Imaginary LandscapeNo. 5, Williams Mix
and etc.y.

For the creation of Music of ChangesJohn Cage constructed his own
charts of 64 cells; such variables as the sound, the duration and the dynamics
were inserted in these cells; by tossing coins, Cage determined the numbers
of these elements and attached them together. “Virgil Thomson, in reviewing
the premiere ofMusic of Changes compared it to a kaleidoscope” (quoted
by Pritchett 1993: 88). Chaotic randomness is being held by precise deter-
ministic structure. All possible line combinations in the hexagrams symbolize
the interaction between two origins —masculine and feminine (Yin and Yang),
the light and the darkness, the intuitive and the conscious, the rational and
the irrational. The main philosophic principle is being revealed through alter-
nation of these two beginnings; the principle implies that the world is volatile,
ambiguous, random, and chaotic. Nonetheless, there is a certain numeric
series in the musical piece, according to which the composition is being
formed from the beginning till the very end. The means of musical expression —
the sonority, the rhythm, the durations, the dynamics, the tempo and the
pedals — are accurately structured.

The materials for Music of Changesstrongly determine the effect that
gives its unique voice. Each of four parts ofMusic of Changeshas detailed
introduction, the foreword, where the composer determines the rhythmic
structure, the tempo, and the notation of duration, the pedal and the dyna-
mics. The last sentence of instruction is as follows: “It will be found in many
places that the notation is irrational, in such instances the performer is to
employ his own discretion” (Cage 1961).

2 Cage mentioned “the | Ching, by means of which | write my music since the last
25 years”. From a 1973 interview with Cage quoted in Kostelanetz 2003: 84.
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Figure 3.John Cage,Music of Changes the foreword.
Peters Ed. Henmar Press, 1961

The issue of compositional choice needs careful explanation for chance
pieces. According to Cage, musical composition consists of four elements:
the material of music (sound and silence), thenethod (the means of control-
ling the continuity from note to note), the structure (composition plan,
divisibility into successive parts from phrases to long sections) and thform
(the content, the continuity). Composing implies the integration of these
elements, they form a composition strategy. Cage wrote:
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“Structure is properly mind-controlled. Both delight in precision, clarity,
and the observance of rules. Whereas form wants only freedom to be. It
belongs to the heart; and the law it observes, if indeed it submits to any, has
never been and never will be written [...]. Any composing strategy which is
wholly ‘rational’ is irrational in the extreme [...]. Method may be planned
orimprovised (it makes no difference: in one case, the emphasis shifts towards
thinking, in the other towards feeling; a piece for radios as instruments would
give up the matter of method to accident). Likewise, material may be con-
trolled or not, as one chooses. Normally the choice of sounds is determined
by what is pleasing and attractive to the ear: delight in the giving or receiving
of pain being an indication of sickness” (Cage 1973: 62).

James Pritchett provides a detailed analysis of the chart systemsMusic
of Changesin his book The Music of John Cage

“Each event in Music of Changeswas thus a product of consulting not
one, but three charts. First, an | Ching hexagram number was used to select
one of the sixty-four rhythmic patterns of a duration chart. A second hexagram
number was then applied to the chart of sounds: if it was an even number, a
silence was indicated, and the duration chosen was filled with rests. If an
odd number turned up, then the sound from that cell of the chart was coordi-
nated with the duration chosen. Finally, if the event was a sound and not a
silence, a dynamic marking was chosen from a chart using a third hexagram
number” (Pritchett 1993: 82).

The chart of sounds includes the tones of different pitches spread within
the whole piano range. These sounds create colourful timbres of sonority,
its flickering, and its fading. Due to the sonority, human consciousness enters
the sphere of a new, third dimension of sound — the stereophonic field of

32 variants of the odd-numbered cells, which include single notes, intervals,
chords, and 32 variants of the even-numbered cells between, which represent
silence.

64 hexagrams of theBook of Changeswere randomly divided into three
groups, according to three types of sound production: normal (using piano
keyboard), muted and pizzicato (the last two are played on the strings). For
instance, if numbers 6 and 44 occur, then there will be normal piano sounds
for the 1still the 5™ event, from the 6" till the 43 " — muted sounds, from the
44" 1ill the 64 ™ — pizzicato ones.

“The duration charts [...] differed from the sound charts in that they
were completely filled with sixty-four different durations, since the duration

3 The author’s translation.

198



A. Subbotniaya. John Cage: “Music of Changes” or Changes in Music

applied to both sounds and silences. Cage described the durations themselves
as being ‘segmented™ (Pritchett 1993: 79). InMusic of ChangesCage applied

“a simple procedure: he standardized the horizontal distance between notes
with the same rhythmic value. In the score ofMusic of Changes one-quarter
note is equal to two and a half centimetres of length” (Pritchett 1993: 80).
Thus Cage used measuring of length for the metrical structure and musical
duration (See Figure 3).

The structure of the piece is defined by the technique of nested propor-
tions, just like in most of Cage’s pieces from the 1940s. The proportion
remains the same for the entire work: 3, 5, 6%, 6%, 5, 3/s. Thus there are
29%/g sections, each divided into phrases according to the overall proportion:
2006: 24). In other words, the ‘time’ in music is a musical time, which is the
subject to semantic content and fosters aesthetic characteristics. Numerical
proportions are logically constructed and are subordinated to compositional
sense, the structure of composition. The whole form of the composition is
being formed from separate sounds, which make up sound sequences, phrases,
sections, and parts.Music of Changesconsists of four books, four parts.
They follow one another and form a cycle. The time frame of sounding in
each part (in minutes) is precisely defined by the author and is indicated in
each of the books (Diagram 1).

Diagram 1. The duration of Music of Changes(Books I-1V)

4 The author’s translation.
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Book | of Music of Changesconsists of three parts (29/s + 295 + 29%5).
This book is approximately 3 minutes 37 ¥ seconds in duration (copyright
indication). Book | can be considered to be the first part of the composition.
Book Il progresses after the paus€fg) and lasts approximately 16 %2 minutes.
Book Il is a culmination containing the most vivid and dynamic peaks.
Both Books Il and IV last the same amount of time — 10 %2 minutesMusic
of Changesmanuscript has a continuous numbering from the * until the
86" pagé.

Sonority sounding covers the whole piano range, transmitting all the
timbre paints of sounds, overtones, intervals, ticks, trills, melisma, and chords
dispersed across the whole keyboard. The effect of coverage of the entire
space is created acoustically. While chords in bass are consistent, chords in
the high register are in staccato. Certain accented harmonies constitute the
base of some kind, the skeleton. The usage of pedal is thoroughly written
down by the author. The dynamic contrasts from ppppppp till fffff attach
additional intensity, sharpness, angularity of musical substance.

Example 1. John Cage,Music of Changes, Book I. Peters Ed. 6256.
Henmar Press, 1961

5Book I: 1-9 pages; Book II: 10—44 pages; Book Ill: 45—64 pages; Book IV — 65—
86 pages.

200



A. Subbotniaya. John Cage: “Music of Changes” or Changes in Music

The tempo is indicated using large numbers above the staves (69, 176,
100, 58 and etc.) accompanied with the instructions: whether to accelerate
from a given value or to slow down. The rhythmic proportion is expressed
through tempo changes. The dynamic used is notated traditionally and ranges
from pppp to ffff. Various other alterations to standard notation are used to
indicate unconventional performance technigues: some notes are depressed
but not sounded, some are played on the strings rather than the keys, and
occasionally the pianist hits various parts of the instrument with specially
provided beaters, or snaps the lid to produce a sharp percussive sound.

The composition Music of Changesrepresents an individual form that
is formed by means of materials, determined in a rational in association
with the method of random acts. While the entire compositional plan is
calculated and defined clearly, the method of creation and the form of compo-
sition are random, being the result of chance operation.

The multi-chart approach demonstrates the realization of innumerable
possibilities. In the composition Music of Changes“chance appears as the
means” or the mechanism and “not an end in itself” (Pritchett 1993: 88). It
appears as if both mathematically calculated composition and the divination
Book of Changescontain certain hidden meaning, codified sense, musical
matrix for unravelling the inner message of high nature of sound.

Conclusions

— The form created by Cage was logically defined by his philosophical
thinking, which was largely influenced by the philosophy of Zen Buddhism
(the awareness of self, the concept of Nothing, meditation, self-absorp-
tion, the idea of silence, contemplation and randomnessMusic of Change
is the essence afational and irrational approaches in the logics of form
construction. The apparent outward independence represents a structure.
And the connection of the elements of this structure is determined by
chance. The application of a random duration transformed Cage’s musical
idea into something quite different than he had imagined. This is the
usefulness that Cage found in chance operations: to take his own musical
ideas and alter them, producing a fresh and spontaneous world of sound.
The sound inMusic of Changesis not a manifestation of emotional mark
of composer’s ego; the sound is the voice of chance, the voice of random-
ness amidst order and system; the voice countervailed by the sound of
pause-silence.

— Based on the example of the composition of Cage’Music of Changes
we suggest discovering the essence of rational and irrational approaches
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in the logics of form construction. The equality of rational and irrational
forces of impact on Cage’s creative works is accordant with the balance
of universal harmony (Yin and Yang). The interaction of Eastern and
Western thought in Cage’s chance compositions was continued in the
music of the 215 century and defined the processes afhanges in the
contemporary music

Dpons Keidps:Parmaiou mazika jeb parmaioas mazika
Alla Subotnaja
Kopsavilkums

Dpona Keidpa kompozicijaParmaiou mdzika (Music of Changeg atspo-
guio autora novatoriskas idejas gan semantiska satura un stila ipatnibu, gan
formas un kompozicijas tehnikas joma. Vidoa mazika mijiedarbojas, no vienas
puses, rietumniecisks pasaules skatijums, no otras — dzenbudisma filozofija
un estctika. Ta nosaka ipadu telpas izjOtu, mizikas ierasto robepu papladina-
danu, eksperimentcdanas azartu.

Parmaiou mizikaspamata ir nejaudibas princips (Iidzigi k& itniedu zil¢-
danas gramatd Czin). Keidps ir vairijies veidot iepriekd prognozc¢jamu, linearu
intonativas attistibas procesu, saistit skaddarbu ar dramas likumiem, t. i.,
veidot dinamisku formu, att¢lot Eiropas mizikai ierasto emociju loku. Vioa
aleatorisko skaodarbu pamata ir spontanitates t. i., nejaudibas ideja, kas
ataino iluzoro, nestabilo, nenoteikto, mainigo vai, citiem vardiem, iracionalo
pasaulg, daba un cilvgka.

Parmaiou mizikas ietvaros Keidps ir izveidojis vairakas tabulas, kas
sastav no 64 iedaidam un atspoguio skadaugstumu, skaou ilgumu un dina-
mikas parametrus. Metot monctas, viod izraudzijies to vai citu tabuld mingto
parametru un v¢lak tos patvaiigi savienojis, radot mQzikas matcriju. Daudz-
kértcjas monctu medanas rezultata haotiska nejaudiba pakapeniski partapa
stingri determingta struktlra. BT metode, ko Keidps vclak pilnveidoja ar dator-
programmas palidzibu, turpina vioa daiirades [iniju, kas jau agrék izpaudusies
vairakos aleatoriskos skaddarbos $eptioas haikag Seven Haiky Gaididana/
Waiting , Udens mizika/ Water Music, ledomu aina/ Imaginary Landscape
nr. 5, Koncerts klaviercm un oriestrim u. c.).

Nejaudo darbibu metode ciedi saistita ar varbtibas teoriju matematika —
tds uzmanibas centré ir nejaudu sakritibu izpcte. Tiedi tApcc nejaudo darbibu
metodei ir racionals pamats. Arcja briviba ir pakiauta matematiskam likumsa-
karibam un veido noteiktu struktQru. Dis strukt(ras elementu savienojumu
savukart nosaka nejauditbaParmaiou mazika gadijums ir uztverams ka
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[idzeklis, bet ne k& padmcriis. Keidpa mcriis, izmantojot do metodi, bija
radit jaunu, spontanu skadu pasauli.

Atslcgvardi: Dpons Keidps, darbibu iespcjas, diagrammu sistcma, racio-
nalas un iracionalas pieejas.
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Landscapes in the Finnish Vocal Chamber Music:
From lItaly to Lapland

Irina Gornaya

Summary

Blossoming force of the Finnish musical and poetic landscape took place
in the 1880s—1900s. That period became the Golden Age in the history of
art of Finland. Landscape descriptions were used in various song genres —a
lullaby, a ballad, a Christmas song. In vocal chamber music, romances-
landscapes became important. There are many songs, whose poetic texts
constitute only landscape description. In vocal music at the end of the 20
century landscape descriptions often prove to be a part of an intimate diary.
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Italy was one of the most beloved countries of the Finnish artistic elite.
In the European culture of the 19"-20" centuries Italy was as a symbol of
beauty. Italy attracted Finnish artists not only with the world-famous works
of art and architecture but also for its landscapes. In Finnish vocal chamber
music devoted to Italy, Venetian themes dominate. There are threéenetian
songsby Oskar Merikanto, Barcarolle. Venice Sondyy Heino Kaski, Venice
Songand Venetian Intermezzoby Yrjo Kilpinen, Venice by Sulho Ranta.
The reminiscences of Venetian impressions are reflected in Jean Sibelius
songLapping Waters with the lyrics by Viktor Rydberg, in which the Venetian
lagoon and the Ducal Palace are described. Italian associations present the
title of Sibelius’ songDolce far niente representing the well-known idiom of
the Italian language.

It is noteworthy that Barcarolle by Kaski is very different from the
typical barcarolle. There is no longer a light reverie or sweet melody that is
so characteristic of the genre barcarolle. The underlined fragmentary melodic
line also goes beyond the usual boundaries of the genre. Thus, this song
marked the Venetian drama rather than elegiac sadness.

Many figures of Finnish culture — Jean Sibelius, Toivo Kuula, Erkki
Melartin, Selim Palmgren, Sulho Ranta, Seppo Nummi, Eino Leino, Karl
August Tavaststjerna, Hilja Onerva, Veikko Antero Koskenniemi, Larin
Ky0sti — were real experts of the nature of their country; they had studied
the most remote places of the country. Love for forest lakes, granite cliffs,
deserted seashore associated with a particular cult of the natural pristine
landscape. Many Finnish composers left heartfelt statements about the nature
of their country emphatically denoting its role in their musical creativity.

The new view on a northern landscape appeared at the beginning of the
20™ century. The famous nature objects of the North acquired a new signi-
ficance. The subject of melancholy for the magnificent southern nature, which
is present in Sibelius’ creativity, practically disappeared in the Finnish vocal
music of the second half of the 2@' century. For the first time the nature of
the European North, and Lapland in particular, causes the interest of not
only social and natural sciences, but also the interest of art. The birth of the
Finnish pantheism as a national world view is connected with the under-
standing of a special role of the North. The subject of Lapland embodies an
ideal of primitive beauty and archaic purity in the Finnish music. Pantheistical
representations are an integral part of the Lappish religious and mythological
consciousness. Kilpinen'd-ell Songs(op. 52-54) is the first large chamber
and vocal composition devoted to Lapland. This work contains two semantic
groups. The first groups deals with the tragedy of the transience of life,
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human loneliness, epitomized by the toll of the bells, the sad song of a bird,
an abandoned church. The second group of songs is to overcome the anguish
and reflect the joy of finding life in the Lappish nature. The songs by Kilpinen
contain signs of Sami folk tunes — cleverly varied brief melodic formulas.

The national beginning is reflected in the noticeable increase in the
number of winter landscapes, in the descriptions of the Lappish nature.

The landscape united the Finnish composers and poets in the cult of the
nature. For Finnish poets, Archaic North was opening of a new beauty, the
harmony that seemed to be wise and life-giving. They proclaimed the land-
scapes of Finland as an original source of inspiration, means of education of
soul.

Eeo&a060a ¢ 450484 enoi+ieée

Elmgren-Heinonen, Tuomi (1983). Toivo Kuula. Porvoo: WSOY

Hill, Ralph (1947). Sibelius the Man. Sibelius. A SymposiumLondon: Gerald Abra-
ham, pp. 9-13

Adidaeoeiia, Aieodeé (1826). Yeaaeynoesioaidaied). hitp://www .world-art.ru/
lyric/lyric.php?id=11658 (i8fiii08 7 adéaady 2015)

Eadoein i. E. badesa. N&aay Oeieyiagy 1907 http://gallery.facets.ru/showphp?
id=748 (i8ii10d 7 4déaady 2015)

Eaddg Yeéil (1979). Enoidey ee0asacodn Oeieyiaee 10 efioieia ai éliva  O10
adeaEaieianaa: la oéa

Iyeeiai, O &if (1965). 1agiasai, E - 608a & 1aadoiéy. Musica fennicadaguneiée:
Toaaa, c. 43-62

Ciéie, Aédia (2001). D6 nfiéeé feiaiéec, idécaanoité
@eéé iaistiaioeci, idaécaanoité a binnee. Naaa&ds,

Chaanogddia, Yoee (1981) Neadeeonliieaa: 16ctiéa

Qénoié, Eaa (1876). 1éfiiil ieéieap Nodasiao 23, 26 aidaéy. Rhiay Meyia.
http://rvb.ru/tolstoy/O1text/v ol_17_18/wol_18/0656.htm (idifiiiod 7 aaéaady
2015)

a Oegiayiaee, 6eif-
c. 65

fieda: 16c0éa

213



T
Qo
5N
Q:
@
Q-
-
(&
o
>0
>S5
(@)
QD
«Q
a
L
O
o
Q.
B

~
—
=
Q
zZ
o
>
o
-~
c:
Qo
ox
o)
>
o
D:
Qo
Lol
o o
- —
= U oY
@ o
o X
=5
@: W
= O
> 81 c
=54
Qo T -
—
o B
> (D>
> Q) &,
2 &
D &
D o,
g2
aut
2 o
o
D —
('D’ o) 0%
D
o
=
«Q
o)

214



)

D

Qo

=\ Qo

)

O [T @

o @

c 5:,

& Do

o o

> (D: ox

D 8 &

Q- %

— ,

R

=N Qo

= o =

Do 4y w0 =
’ ”~
2 5
=5

O .
o .
™ 3
=
o
o
x
Qo
CIJI

o= = O
(D
> D o
D
M/
=)
%J)
_\/
Y
ox
o
. §°
Qo
'_\
(o]
a1
?

= o
O
(o))
@
pl

? D
& @ D
Qo St M Qo

-

>
ox
Qe o

Q
o
-
<
P
™
>
U=
O &

01 1é@ao feidiiee, idcaidaceodediii

ao0idii», & 1961 cadddwado GAaoup i 44 ai-
ératanoan Asaaeiesa O1a4éy ( Wiladimir

41962 &40 — x40a4d00p fieidliep Arabeskata Ti e

| Oei Qi |

ox

QJ»

=

=

@

Q-

<

|

[

i

»

o =

(o]

D
= |o -
gi Qo D/

D

%;

o

=

éa aaei-
fiedaiaacdeuii

Korhonen 1992: 4).
aae7 Oaéie, ( Heinid 1990: 10).

215



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

o

Taaasaaouny caanu

e
aa oisideediags 10 nedgel a ientia (10 17 epéy 1943 diaa), aadani-
aaiii PAfe REsaR6 ( JussiJallay 444 Neadsed 10ia+ado; «iafoiyuad a
cia+eodeliié noaidie ecaaaeéiniu 1o 61810 neiodiiee, 10 aa 0618-
iaéeécia» 7. It fivoe, ia idioyaedieé anaai neidiie+anéial iooe — 1o
i01é1aa oiotaié neiolieé E6eeddai(Kullervo, 1899) &t iaii+afioiié
N&auité, feioliee-iyit, — Neadeeo i éféae Aiital ivaiaieaiey
caaaiiinoe neiolie+anéial ailia. i1a0i aeoén ienéia noaet mi-
adaiaiita éliiigeoidnéia 0ais+anoar.

?aidada 18804, 8l ¢ , aéae ii-
adp 17 ycOéiati ndaanoaai 16¢téd a ecanne+anéed i nataé nooe Mmodiaiey
(fi.: A6&ac 2004: 84)

5 Eiddi a4 aeao iiiaina feioliee Yoeee Nagiditaasa ( Erkki Salmen-
haara) — 188a6p & Adid6p, aladéadiiind 1&dana neioliee O 2011 1ad0&iaia
(Tauno Martinen), 1aaal Oaéieidia ( Paavo Heininen) & &d.

6 NOOU yoié 8de0eée, a 0ataed Tiddadceaned &, i0e+2il, Tandseadil a Noaoud

A&od0 ieetaieé (ieefaa 2003).
7 Jean Sibelius. Mit eigenen Wortenhttp://www.sibelius.fi/deutsch/omin_sanoin/
ominsanoin_16.htm (accessed 30 June 2015).

216



A neso noiit 6aeo1dia oeinéay iochéa ia d6adeed OO-00I fiolea-
08é 1454eeeaado ianolyueé «ieidlie+aneeeé aci» °. E neioliee ioe-
olayo e ifefata °, e codéda, if ia 1adataaeeany é iaé daiaa, aaoiola 1
éliiicedidd, 6eed iéhaadgea feidiiee, 6 fieéedapo naip aéoeaiinou a
aaiili eeaiod . Neidiie+anéea 1i6  fid, ficaadaditd naaiaiy a Oei-
éyiaee, 1adacopo iilaieeédp é ianodop éadoeio Aey a4 6adaéoadai
jaioasoainé ifené a ianéieuéed iaidadéaieyo: a ioada oaiaoeée fi-
+efaieé 2, ed efifeieoaeunéial inoaaa é fiaaeidiey seaidiatd ia~ae =,
ataganoe éfiiiceoeliiis daeaieé 1 jaéliao — oaoieé éfiiicesee 15

Ec¢-ca fiaiaé dacifieailainoe oeinéeé feiolie+~aneeé ianmea n
08040 TTa4a&ony nefiodiacecacee. it 4, ialasiaeiinou iacdaea i
daciti ide~eial. Aifoedioota fatataiey aaasdo aiciiaeiiion 1oaieou

aitatoitiiol fAaataiyeiaar Atfiolyiey oeiféié i6¢aée, it déaaiia —

a
Yyat Oyidiiedie ( Eero Hameenniem), Pdaié (6 18aaéa (Juhani Nuorvala) & 40
wHaeaes Adoé (Fridrich Bruk ), AAdiai D&d4addadd Herman Rechbergey, 186-
Oéaivee i6oaasai (

(
gen Nagéaeiai (Aulis Sallinen) & 8.

Segerstan), A6

27 {&6 10daseal €i04DAN é [4&AadTidéneedl éodl 00dai (fididliee Dadaddadda,
@anoay Ad6éa), fiaycl i fifadaiaiiié e eeanfne+anéié eeoasdandsié (ATfitiay Da-
60332200, Naauiay Nagéeiaia, @anoay Yiagoiaa) eee seearenip (O déouy, Naau-
iay Adoea), istagdin yéieiaee (ganoay i6daasaia)

13 Caann aiciieeil jaee+ea é1icasoitd (feidiiee é1i+agoaiodt 3,19
Ao, Adiday Nagéeiaia & ad.) eéeé aidaoii-19a010ea&lind (Panota Yiaesias
¢ [604ad4ia, feioliee Ad0ea & 40.) +4d0 & Aaced aBeyidd imi-i ociée ( baaae-
fieioliey E. Réada eéGaragefieidliey poaié (6 1daaéa /Juhani Nuorvala/)

14 A 130401 Aie6+ad iéacacdeuia, iaiseias, Aifitiiay neidiiey AdT; af aoi-
ofi — Aeioliee Naadonoaia & Dadadadda

5 E8NIA 6afidinodaiaiins a i1adésdé 16ciéd oasiee (Raseaeecia, iiil-
deée, acdaoiaeée e ad.), cadnu aigieéapo 18eaeiaduita aaoionéea oadieée: «0dd-
jeea fiataiainé ivdunacee» N&aadfnioaia & «iicaé+iay oddieéar» Naséeiaia (E1a-
oO1i&i 2008)

217



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

a»
o
<
>
D:
<
o
.
ot

>

@]

D

|

Qo

. Ot O <

8
S
Q)

©

o
@
<
&

o
=~ Qe
=13
o
D
Qo

=
Qo
=
y DU (D
ot
T
|
>3 >
=
1

o
ot O
o
[
(@}
O
»
Qo
;D
g);
—
(@}
Qo
oS
Q»
Q-
Qo
o
(@]}
m»
Q& =
(oY
D
o
Qo
ox
[0}
WO
m»
(ID»

-3



m
m
e
Q
o
pal
@
o
=
oY
<:
a»
o
28
=
om

>

=y~
o
Qo

o

[

. O

— O
> Ox

— @ Ot

ox M
=
[T
[0}

O o
Lo

5 o
=t o
]
@
(@)

1
>
7

o2
(D
o
Qo
Qx
O
o

o

N9 s

i
& AdT, Aeen Nageeiai e 0. 4.) iainéaaopo
o}

AN sAN

U, NE&TIINOU & iTUitio 1984

=13
]

o
QJ’
SN
=
o

1 &fiilceoi-0a Aé-
/Salli Salminerd

e
fai/ Runar Salminen) atiéé aaoidaié daciiiadaciiio ée0addands-

(0]
42428 padanéeeé ycoeé a Daguneinen 6ieaddneodod (1966-1989), ecaaé ianeisial
diaita e fiaioieaia foesia. 11asiaidd T ddasecasee ifadfoaiaaodsiiiié &i-
A26e¢, & 0aéaed +4004ad iyiiinoe a 16¢chead i6daadaia ia iveidda aar Naauité
fieiotiee fi.: Efiifaa 2013



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

fi
IT 0diaceéa ni+eiaiey 11460 atou
— aanodaéoidie, i iMa+eiaiitie aivodaiiaé eaaa, naycaiiié, ia-
58143, 4 [j07é fieioiiee i daciieedieyie « i3i0eaida+eain-
08 iapaal AGUAROATAAIRY» (Aho 1991: 4), & ATRUITE — A «24AA&E i6-
04ganoaey é naanossthliren2007: 16);
i

iofiey 1Med+eea facaaied i
ifeiyeani. A 18a EGiRoT iadiae
7 ( Pyha-Luosto). Asedaiail

a
aéy. [atail éc iéd, 42003 &1ad |, idic

o

D



m
m
e
Q
o
pal
@
o
=
oY

<:
a»
o
28
=
om

A 82676 fo&IAIe 4aiT04 fi+eiaiey fieiolie+i0? Anee Anoaaeyou
1584M02A6AICA T c0aida, efidiay ec A4l ANFTAITHOE «TAR00ACAAOURAY» iTA
&ciAiaiey 16cHcacnNé AdRAN (+O7 & TABaciaaadd «asiaie+aneay
0dae0Taca» Eaidd), Of 164ieaa0l 44T ideell 1A A Ticeseé fiaspaaiey/
iaflaspadiey 045 eee &i05 ideciasta, a, fBISAa, fi ol+6e ¢daiey ad-
feiaiey/iaadiiiaiey eaisiao ooieoes. Osieseliasiiay 0dae-

Q»
(9%
-
ox
Qs Qo
o O
D:
o)
Lol
©
o
-
Q.
Qo
T Qo

1}

o @ qu; Qo
Qo
3t
D
o)

c:
N
v
~—~
>
=0
o
'_\ -
O
©
=
o ©
Y

|
=4

3
o <
[%]
Lo
y S.
@
>
R o
|
Q-
>

as , =0

83is

221



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

<
c
>
SN
QD
(D
ox
ﬁo
x
IN
o
o
: D
s QX
Q-
=
=3
Qo
o &
&
-
Qo I
o
Qo
]

A 1adaaian a

%5, Nodae fa-

= an =50
ot St St (D
i
H m)
oY
Qo
@

ée, caiee baéigaia-loacuo; dacee+ia
2 Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie
http://www.kcstudio.com/segerstam.html (accessed 6 September 2013).

Aid+aoeaiey 10 f&adoilé iveatan, 11 , Aéyay ia cadaal+ina neaen a a8oaeid acee
gana ... (Impressions of Nordic Nature No. 1,looking at & into enigmatic



= =

Qo g;g o

=4

» Q>

H 2 &

&

= CD;

.

O =
> Q-
~—~
|_\
[(e]
[¢5]
@
O
N
(D~
an
ox
=)
=

—>
>

.

(o]

=~ o

=
p
QDo 5 5
=4

)

=

Q-

<

L2

>

N

~

o3
=4
S
(e}
o
ox
m;
o

eaeada, lleedo eiaol dacita aadeaiol idi+oaiey; Neaaiaa-
i 580 A 8 >

|
sty ei0adidR0a0eY %

cliffs & rocks deep in the souls of dark forests.,.1992) Neisiiey * 28: Neioi-
je+anéea itnee 1Mnea nidit oony+aeaoeé(SymphonyNo. 28:Symphonic Thoughts
after the Change of the Millenium, 1999) Neidiiey : 33:  l0fiéé & 0d&00ai 00-
fiy+aedoed Symphony No. 33: Thoughts into the 3 Millenium, 1999)¢ a &.

27

fa AGLAROAOPUED Aeadlcaienyo fieiolieé NaA&dRoAIA Ad4il, A 1084M0-
i a

daion faie doéiatayo IGIARAN eriteidiey: idéafoapo , 11aapo Ti0da&eai-
i0& ciaee.

28 Af3 figiotiee i O dea6a0l iyoié il @anoiaanyo 1adach — it 25 1€i6o; i
@AN0I-44fY0 03400&¢ & &1 é1iva — i 24 181600, «Yid&oe+afiéié 185ié» fiedaeed
idiaieeee0deuiinod Taii-anoiié Naauiié neioiiee Neadeeo fia

2 145418 18iTMd&4aM0a4ITTA 6acaied ia eAd0 48 4edeaada eiddo 1684M0di-
aé 1i6 nCaéonéa 2 (Hors d’'oeuvre No. 2, 1998), iified 4T 0aéié oei efiie-
jaiey Roaido i1ailé a Aaaadnoaitalé i6cied aey 16eafoda

» 14514184 T fieiolieyd Naadonoaia, éfiiiceoidnaié yiodoeed & 1401ad

arataieé i e fl.: ENfitaa 2014

223



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

mp

=

o

@

8} D

9} 8’

[

= %; % =
=)0
36
-
A

X~ D
>




€16 ¢l0ed dadasea OO-00I a461a: 4adeaio fenodidecaces

Qaéei 1adac, néaaléaay aaa daoéaioa imaoiaa é neidiiee (Aay-
caiits n 1aoaeioniediaaiedl a, ideciaéia é i ed odainoisiaceaé),

10 Tiieladl fidoede+iiiou éasedial ec i€d, aeael a éasedil Ned+aa
dacitié 6adacoad aeaiecidiaieé aeaidiand o06iéseé neidiiee. Yol

64dsedado a ielaioaisiinoe ideiaiaiey ecadaiiié iaie e
IT faifa deaaiia — 64daeaado a aecianiiiiaiiioe feioiie
+adiaiiifioe ffodiveaea, 101801 Taéaaado yoio seaid.

iaoeée.

04
e, a iaen-

Symphony in the Finnish Music at the Turn of the 20"-21" Centuries:
Version of Systematization

Irina Koposova

Summary

The contemporary Finnish symphony is the object that is attractive for
research, but so far little studied. In comparison to European music where
symphony moves to the periphery of a composer’s creative work, Finnish
music still remains committed to this genre. At the same time, Finnish com-
posers demonstrate a systematic rethinking of the Classic-Romantic canon
of symphony.

The Finnish music at the turn of the 20"-21" centuries is experiencing
a real ‘symphonic boom’. Both young and mature authors, who have not
created symphonies before, turn to this genre; composers, who have already
composed symphonies, increase their activity in this area.

After Sibelius, about 500 very diverse symphonies have been composed
in the music of Finland. Finnish symphonies differ by themes, composition
techniques, instrumentation, the choice of genre, and the general structure.
Such an array of symphonies is difficult to generalize.

In order to systematize the processes that are going on in Finnish sym-
phony one should apply the classification proposed by Yuri Kholopov con-
cerning modern musical forms. The scholar offers to divide the classical
structures into two types. One type is calledeintonation, in which the basic
features of ‘old’ forms are adapted to a new musical language. The other
one is calledtransformation, in which the characteristics of classical forms
are changed significantly Oféfita  2003: 128).

In the works of Finnish authors, symphonies where classical genre is
changed prevail. The ‘comprehensive’ view on the symphonic tradition is
common for them. The composers turn to the tradition’s various branches
according to their personal aesthetic feeling. For instance, Kalevi Aho, Aulis
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Sallinen, etc., create in the traditions of the great symphony; Pehr-Henrik
Nordgren, Fridrich Bruk, etc., compose music that is close to the symphonic
poem. In many opuses we see a combination of symphony and other genres
such as instrumental concerto, oratorio.

The symphonies with the common signs of the genre being transformed
emerge in non-classical aesthetics and techniques. It can be observed in the
music by Leif Segerstam. His symphonies are gradually adapting to the rules
of the aleatoric.

A further study of the contemporary Finnish symphonies in the proposed
way will result in important generalizations about the present state of the
genre.
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Elements of the Secular in Church Music

Dr. phil. Danuté Kalavinskaité
Associate Professor at Lithuanian Academy of Music and Theatre

Introduction

Church music in West Europe developed in the atmosphere of tension
between the sacral and the secular. All that in the history of the Catholic
Church was rejected as profane music that was considered as being inadequate
to serve the purpose of church music (to educate, sanctify the believers, to
help them focus on God) and evoked undesirable associations. Therefore,
instrumental music was not tolerated in the first centuries of Christianity as
it was played at pagan feasts. In the 1% century the means of expression of
this kind of music were rejected, e.g., hoquet that evoked associations with
secular activities (hunting, fighting, etc.), while in the 18" and especially in
the 19" century elements of theatre or dance in church compositions were
criticised and those instruments that created much noise and first of all were
linked with secular entertainments (e.g., the percussion, the piano) were
forbidden. The music was naturally developing in the direction of splendour
and complexity. However, elaborate, complex and unusual music is not
suitable for religious service as it attracts the listeners’ attention to itself and
interferes with their prayers.

In the 19" century, in the Cecilian Movement the sacral was only linked
with the styles of early music. This understanding of music was greatly remo-
ved from the development of the general culture. The reform of Catholic
liturgy initiated by the Second Vatican Council, the interrelation between
European and non-European cultures, as well as globalisation — all that
brought about the confusion and the disappearance of the importance of
tradition and that the division line between the sacral and the secular became
unclear in the second half of the 20" century. The latest documents of the
Catholic Church deal with the issues of inculturation of faith and religious
syncretism, while composers write masses with traditional sacral, profane
and national elements.

The goal of the article: to analyse masses by contemporary Lithuanian
composers, first of all Darius Lapinskas’Missa di poveri (1991) and Linas
Rimda’sMissa lituana (2006—2011) as the contemporary examples of colla-
tion and/or the blending of sacral and secular elements in the genres of church
music, searching for the source and the meaning of this phenomenon, and

228



D. Kalavinskaité. Elements of the Secular in Church Music

the theological message it carries (the conformity to the teachings of the
Roman Catholic Church).

Key words: Roman Catholic Church, secular melody, mass cycle, Lithu-
anian church music, inculturation of religion, contemporary composers, tradi-
tional folk songs, Darius Lapinskas, Linas Rimda.

Roman Catholic Church’s attitude to secular melodies
and other profane elements in sacred music

Many documents by the hierarchs of the Catholic Church could be
mentioned that criticise improper singing during Liturgy starting with Pope
Leo IV’s bull Una res(the mid-9" century), which threatened with excommu-
nication if something else but Gregorian chant was sung (Hayburn 1979:
8-9). With music becoming more complicated and the appearance of multi-
part singing the choristers’ wish to ‘give a concert’ instead prayinghad to
be fought against. In 1324 Pope John XXIll in his papal bullDocta sanctorum
patrum critically discussed various innovations in church music (e.g., com-
plicated rhythm, hoquet), as they distracted the believers; he banned the use
of texts in vernacular allowing polyphony to be sung only during solemnities,
not every day. The 15"-century Guillaume Dufay’s Gloria ad modum tubae
has survived where the canon of two upper voices is accompanied by trumpet
fanfares. Renaissance composers, as it is known, particularly liked the melo-
dies of some secular compositions which they used a=ntus firmusto base
their motets or mass on. In this way the sacral and the profane in music were
intertwined. One of the earliest cyclic cantus-firmus masses based on the

Y In the 12" century St. Aelred expressed his vexation: “To what purpose is that
terrible blowing of bellows, imitating rather the crash of thunder than the sweetness
of the human voice? One sings low, another higher, a third higher [...] At one time
the voice is strained, at another broken off. [...] When people see the lascivious gesti-
culation of singers and hear the meretricious alternations and shakings of the voices,
they cannot restrain their laughter.” Also, John of Salisbury, a bishop of Chartres in
his De nugis curialiamwrote: “Bad taste has degraded even religious worship, bringing
[...] into the recesses of the sanctuary a kind of luxurious and lascivious singing, full
of ostentation,” which enchants as though a choir of sirens (quotes from Hayburn
1979: 18, 19). Similar criticism was voiced in the mid-16" century, for instance, by
Bishop Lindanus: “I remember [...] having paid great attention while they were
singing so as to understand the words, but | did not succeed in understanding even
one of them. It was all a mass of repeated syllabes and confused voices, one could
not recognize anything in that vulgar shouting. It was crude bellowing, rather than
chant” (Hayburn 1979: 102).
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secular melody is Dufay’sMissa Se la face ay paléca. 1450), where the com-
poser used the melody created by him for the tenor part (for more see: Atlas
1998: 122-124). However, the songL’homme armé (“Armed Man”;
Example 1) on which about forty mass cycles were based in the mid-15-
17" century became most populat.

Example 1. The L’homme armé melody

Among other compositions created on the non-plainchant subject in
the 15"-16" century is Johannes Ockeghem'Slissa prolationis, Missa Fors
seulement(based on his rondeau), Jacob Obrecht'®lissa Fortuna desperata
(on Antoine Busnoys chanson), Josquin Desprez’ masses éfercules Dux
Ferrariae Mahleur me bat, La sol fa re mi, Henricus Isaac’sMissa carminum,
Orlando Lassus’ masses on chansorsa, la maistre Pierre, Je ne demange
etc? In England in the 16" century even three composers (John Taverner,
Christopher Tye, John Sheppard) wrotecantus firmus masses on the song
Western Wind*.

The Council of Trent in the mid-16 ™ century banned all secular elements
(also melodies) in liturgy. At the same time Martin Luther included beautiful

2 The melody taken from: Atlas 1998: 124-125. The author wrote: “(a) in some
masses, the melody appears with a flat in its signature, in others without the flat;
thus the tune circulated in both Mixolydian and Dorian modes; (b) some masses call
for g, others for €' (Atlas 1998: 148). For more on the origin of the melody see:
Atlas 1998: 149-150.

% In the 16" century the technique of parody flourished (missa parodiaor missa
ad imitationem); approximately half of masses were written on secular models.

4 For more see: Atlas 1998: 539-540.

5 The Session XXII (17 September 1562Decree Concerning the Things to be
Observed, and to be Avoided, in the Celebration of Mas$: “They shall also banish
from churches all those kinds of music, in which, whether by the organ, or in the
singing, there is mixed up any thing lascivious or impure; as also all secular actions;

230



D. Kalavinskaité. Elements of the Secular in Church Music

secular melodies in Protestant church hymnafs However, he saw to it that
the same melody was not sung with both sacred and profane words.

In the 17 century, Pope Alexander VII (the decredPiae sollicitudinis,
1657)7, in the 18™ century, Pope Benedict XIV (the encyclicalAnnus qui,
1749)% were also against the profane (that was expressed through theatre
and dance elements) in the sacred space. Although, most of baroque and
classicist liturgical compositions were written in the ‘stylus ecclesiasticus’,
nevertheless church music was greatly influenced by opera and concert sym-
phonic genres. For instance, in the 18 century a choir, soloists and an orchestra
sang and played at mass; arias, duets and instrumental introductions were
performed; the sonata form, expanded fugues and others were us&dlhe

vain and therefore profane conversations, all walking about, noise, and clamour,
that so the house of God may be seen to be, and may be called, truly a house of
prayer.” The canons and decreesl848, p. 161. http://history.hanover.edu/texts/
trent/ct22.html (accessed 20 September 2015).

8 For instance, the chorale’dn dir ist Freude melody was ‘borrowed’ from Giovanni
Giacomo Gastoldi’ Balletti collection, the choraleWenn wir in h6chsten Néten sein
is linked to French folklore through the Huguenot Geneva Psalter Genfer Psalter,
1547), while the funeral chorale Herzlich tut mich verlangen (which in Johann Sebas-
tian Bach’s St Matthew’s Passion became the chor& Haupt voll Blut und Wunden )
originated from the composer Leo Hassler’s love son@ylein G’miit ist mir verwirret ;
etc. (Schweitzer 1905: 17-19). https://archive.org/details/jsbachvolume1002520mbp
(accessed 20 September 2015).

In the works by Martin Luther — for instance, a draft of the treatise Peri thj
mousikhj— Peri tes mousikeq“About Music”, 1530, in Greek), Encomion musices
(“Panegyric on Music”, 1538), introductions to hymnals and other musical publica-
tions — he called music a wonderful gift from God that encouraged him to preach; it
gladdened the souls, drove away the devil, reduced frenzy, avidity, haughtiness and
other vices, and put it in the second place after theology (Atlas 1998: 511-512).

For the introductions to some hymnals and the texts of Luther's hymns see: Luther,
Martin. Gedichte. http://www.zeno.org/Literatur/M/Luther,+Martin/Gedichte/
Die+Gesangbuchvorreden (accessed 20 September 2015).

7“Music which imitates dance music and profane rather than ecclesiastical melody
must be excluded, and must be banished from the churches” (Hayburn 1979: 77).

84...] there is certainly no one who does not desire a certain difference between
ecclesiastical chant and theatrical melodies, and who does not acknowledge that the
use of theatrical and profane chant must not be tolerated in churches” (Hayburn
1979: 96).

9 Sometimes world realities were inserted into masses — in Joseph HaydiVissa
in tempore belli (“Mass in Time of War”) also called Paukenmessg“Kettledrum
Mass”), in the Benedictusand Agnus Dei movements the musical echoes of a battle
(timpani strokes, ominous drum beats, wind fanfares, etc.) can be heard.
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art of romanticism was even more removed from the criteria of the Catholic
Church; therefore the conviction was becoming stronger and a church reform
was necessary “to purify it from the corruption of secular influence and
triviality” (Dyer 2001: 558), and the Cecilian Movement started up. In various
19"-century decrees and instructions, mostly meant for Italian churches noise-
producing instruments (percussion, piano, etc.) were insistently and repeatedly
banned as they must have been widely spread, as well as secular-style music
(forms, performing techniques, extreme tempos, dance musié&). The most
important document that regulated church music before the Second Vatican
Council — Motu proprio Tra le sollecitudini (“On the Restoration of Sacred
Music”, 1903) * by Pope Pius X — completed the liturgical music reform.

Events in the 19"-20" century:
the consolidation of national identity and the liturgical reform

The increased importance of national identity, the formation of nation-
states in the 19" — early 20" century influenced not only secular but also
church musid?. Composers included folk melodies (religious and secular) in

10 For example, Cardinal C. Patrizi's decrees (1856): “Drums, kettle-drums, cym-
bals, and all instruments of percussion which have not hitherto been in use or which
are too noisy, are not to be employed.” “We forbid arias, duets, trios, etc. which are
similar in their character and tendency to theatrical pieces or other profane music.
We forbid recitative, the parlante style, or any similar modes of execution.” Instruction
Ordinatio quoad sacram musicam (1884): “11. It is strictly forbidden to play in
church even the minutest portion of theatrical or operatic selections of all dances
whatsoever, such as polkas, waltzes, mazurkas, minuets, rondos, [...] quadrilles,
contredances, polonaises, etc., and of profane pieces, e.g., national hymns, popular
airs, love and comic songs, ballads, etc.” (Hayburn 1979: 135, 136, 138). Unsuitable
music was not only unwelcome in Italy: in Vilnius too, at the end of the 19" century
“organists would play the waltz, the polka, the Cossack dance during wedding
ceremonies, while soloists at Vilnius Cathedral, forgetting themselves, would sing in
Italian too; sometimes arranged opera arias were performed [...], the ritual was
neglected” (Palionyté-Banevieiené 2002: 50-51).

11 SeeThe Catholic Liturgical Library. http://www.catholicliturgy.com/index.cfm/
FuseAction/DocumentContents/Index/2/Subindex/17/Documentindex/360 (accessed
20 September 2015).

2 At the end of the 19" century in Lithuania and among Lithuanian émigrés the
number of choirs began to increase, it was popular to sing in Lithuanian at various
services (in church after mass, at home, outside at a cross, etc.), during funerals,
pilgrim travels; organists created hymns or adapted Lithuanian texts to well-known
melodies.
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their compositions. The first Lithuanian masses appeared in 1886 (Juozas
Kalvaitis’ massPulkim ant kelig — “Let’s Fall on Our Knees”) and in 1899
(Mykolas Racevigius-Raéas’ masBo kojg Tavo sosto— “At the Feet of Your
Throne”); later, about 1920, Teodoras Brazys wrote two masses in Latin on
the melodies of popular Lithuanian hymns (Pulkim ant kelig — “Let’s Fall
on Our Knees”, Jézau, prie manaes ateiki“Jesus, Come to Me”"). Lithuanian
religious hymns were usually sung not only at non-liturgical worship, but
also at Low Mass (Missa lectg), while in the documents of the Catholic
Church of the first half of the 20" century concerning music it is seen that
those hymns were more appreciated (although forbidden in Solemn Mas¥)
The Second Vatican Council (1962-1965) opened doors to new church
music set to liturgical texts in national languages. Care was taken of the
inculturation of religion, in the belief that every person can worship Jesus
keeping to their cultural traditions *. The liturgical reform “has stimulated a
plethora of functional mass music using a variety of accessible styles, some
popular and some genuinely ethnic, generally local in production and use”
(Denis, Harper 2001: 83). Folk, Hootenanny and similar masse® were com-
posed, e.g., Congolese folk music mas#issa Luba, 1958), Ariel Ramirez’'s
Missa Criolla (1964), Ricardo Fernandez de Latorre and Joé Torregrosa’s
Missa Flamenca(1966), Ray Repp’s Mass for Young Americans (966).
Therefore, music close to folklore or even popular music prevailed in the
Catholic Church liturgy, even though it was specified in the documents —

13 For instance, Pope Pius XllI in his encyclicaMediator Dei (1947) encourages
to support communal hymn singing (in Latin and native languages), while in his
encyclicalMusicae sacrae discipling1955) “religious music also called folk music”
is already called a branch of sacred music.

14 Although religious inculturation issues (liturgy in the mother tongue including)
appeared in the Catholic Church in the 16" century (from the time of missions in the
Far East, e.g., Francis Xavier in India and Japan; Matteo Ricci in China), at the
same time they were blocked by the struggle against the Reformation, and not until
the 20" century were wider directions given about how and where this inculturation
must be conducted. For example, see the instructioVarietates Legitimae: Incul-
turation and the Roman Liturgy (1994). Fourth Instruction for the Right Application
of the Conciliar Constitution on the Liturgy. Congregation for Divine Worship and
the Discipline of the Sacraments. http://www.adoremus.org/doc_inculturation.html
(accessed 20 September 2015).

15 Folk mass — a mass in which folk music is used as part of the service instead of
traditional liturgical music. For more on folk mass in the second half of the 20" century
in Africa, North and South America, its ties with liberation theology as well as the
relationship with the reform of the liturgy of the Catholic Church see: Scruggs 2005.
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e.g.,Musicam sacram(1967), Liturgicae Instaurationes (1970), Ecclesia de
Eucharistia (2003), Redemptionis Sacramentun{2004) —to avoid it as being
unreserved, banal, as well as other profane features, the instruments used
should not be perceived as profane eithét. At the turn of the 20" and the
21st century there was a stern warning in the instructions of the Catholic
Church to beware of religious syncretism¥” — merging Christianity with local
beliefs that can be expressed through folklore (and other non-Christian culture
elements).

Lithuanian composers, organists, monks and nuns, who emigrated from
Lithuania before the Soviet occupation (the largest Lithuanian communities
were established in the USA), in the second half of the 20century also began
to compose ‘folk’ masses and hymns that were necessary for the renewed
liturgy, at the same time to keep up Lithuanian identity far from the home-
land. For instance, Alfonsas Mikulskis (1909-1983) wrote the national mass
Up kenéianéia Lietuva(“For Suffering Lithuania”, 1976) (Mikulskis 1996).
According to his wife Ona Mikulskiené&, who arranged the mass for kanklés
(zither) orchestra, “my husband’s aim was to write such mass that Lithuanians
who prayed in the churches of strange countries, upon hearing their national
melodies, could transfer themselves in their minds to their native church,
that their souls would be elevated — the hearts would thrill with joy, that the
days of the immigrants would be brighter. After the mass all rose up and
there was a long, warm applause. [...] Many times the national mass “For
Suffering Lithuania” was performed in America and later in the homeland
that was independent again” (Kaéerauskiené 2007).

6 “Furthermore, it is altogether to be avoided that the celebration of mass should
be carried out merely out of a desire for show, or in the manner of other ceremonies
including profane ones, lest the Eucharist should be emptied of its authentic meaning”
(Redemptionis Sacramentum§78). “[...] limited in number and suited to the region
and to community culture, they [musical instruments] should prompt devotion and
not be too loud” ( Liturgicae Instaurationes, 8§3c).

17.4[79.] Finally, it is strictly to be considered an abuse to introduce into the
celebration of Holy Mass elements that are contrary to the prescriptions of the litur-
gical books and taken from the rites of other religions.” Redemptionis Sacramentum:
On Certain Matters to be Observed or to be Avoided Regarding the Most Holy
Eucharist (2004). Instruction. Congregation for Divine Worship and the Discipline
of the Sacraments. http://www.vatican.va/roman_curia/congregations/ccdds/documents/
rc_con_ccdds_doc_20040423_redemptionis-sacramentum_en.html| (accessed 20
September 2015).

Also seeVarietates Legitimae(1994), §32, §39, 847; Instrumentum laboris (2005),
§34, 880-81. http://www.vatican.va/roman_curia/synod/documents/rc_synod_doc_
20050707_instrlabor-xi-assembly_en.html (accessed 20 September 2015).
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Secular elements in religious works
by contemporary Lithuanian composers

When Lithuania regained independence after Soviet occupation, Lithu-
anian composers began to create religious music. Some of compositions con-
tain secular elements. Among concert mass&ghere is Remigijus Merkelys’
Missa L’homme armé for mixed eight-part choir a cappella(1991), where
the composer continueghe tradition of using a popular renaissance melody
in mass (in this case as a migratingantus firmus, see Example 2); among
experimental mass cycles there is Gintaras Sodeikd&construction (Requiem)
for vocal group, trumpet and tape (1998), where Gregorian chant is heard
together with jazz improvisations'®, Jonas Tamulionis’Missa Africana (2005),
Algirdas Martinaitis’ Summa (“Animals’ Mass”, 2012) where sacral text
becomes profane and meaningle$s Two mass cycles were also composed
employing Lithuanian folk songs: Darius Lapinskas’Missa di poveri for the
soprano, the guitar, the recorder and the piano (1991) and Linas Rimda’s
Missa lituana for mixed choir (2006—2011).

Example 2. Remigijus Merkelys: Missa L’homme armé, Sanctus bars 21-25:
cantus firmus (L’homme armé) moves from the second alto to the first bass

18 For the categories of masses by contemporary Lithuanian composers sé&giéa-
aeinéaéoa 2015: 293-295.

1% The composer himself describes his music as “academic techno” — a whimsical
combination of traditional musical values with new technologies. The works of So-
deika often combine elements of minimalism and jazz, and are not void of bizarre
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Darius Lapinskas(1934—-2015), the composer of operasand other stage
works, conductor and director, belongs to those Lithuanians who had to
leave the homeland. Besides the contemplative expressionism (more chara-
cteristic for Vytautas Baceviéius and Jeronimas Kaeéinskas), “in America the
Lithuanian-American composers Jonas Bvedas and Darius Lapinskas created
their conflicting, tensely contrastive music™?, avant-garde plays and compo-
sitions. The expressive, hard to intone musical language of Lapinskadlissa
di poveri is softened by typical intonations of Lithuanian folk songs (minor
trichord, tetrachord; see Example 3).

The composer inserts songs in prayers (see Examples 4a, 4b); they can
be heard in the introduction and the end of the cycle and are repeated like
refrains (Table 172

humour and self-irony. For more seeGintaras Sodeika.http://www.mic.lt/en/database/
classical/composers/sodeika/ (accessed 20 September 2015).

20 According to the composer, “Summalffor descant or soprano, tenor, baritone,
mixed choir and symphony orchestra] is an incomplete mass consisting dredo,
Agnus Deiand Ite, missa estwhich emphasises the main theme of the piece, the dif-
fusion of the community as words of faith start turning to “animalisms” and linguistic
confusion, or confusio linguarum after Umberto Eco. In this part, the meaningless
text by the Babylonian king Nimrod ( Rafel mai amechezabi almi) is being elevated
to the “meaningfulness” of the canonical text of the mass which takes us closer to
freakish perversions when stupidity and the St. Idiotism is demonstrated publicly. In
addition to that text, my own-made ‘cattle-ish’ sound-words are used alongside the
quotes from George Orwell and the Revelation to Saint John.” See: Baublinskiené,
Ambrasaité. Baublinskiené, Beata, & Ula Ambrasaité (2012).Gaida: 22" Interna-
tional Contemporary Music Festival (19-27 October 2012, Vilnius). Booklet.
http://www.muzikosantena.lt/uploads/Gaidos%20bukletai/Gaida2012.pdf (accessed
20 September 2015).

21 From 1950 until his death Darius Lapinskas mostly lived in the USA (in 1957—
1965 he studied and worked in Germany). Although at the end of the 2@' century
he participated in the cultural life of Lithuania, became an honorary member of the
Lithuanian Composers’ Union, and in 1994 and 1995 he taught at the Lithuanian
Music Academy (now the Lithuanian Academy of Music and Theatre), there is very
little information about the composer’s works; there are also no scores of his music
in Lithuania.

22 Venclauskas, Loreta (1990). Modern twentienth-century Lithuanian music.
Lituanus: Lithuanian Quaterly Journal of Arts and Sciences6 (3). http://www.lituanus.
0rg/1990_3/90_3 06.htm (accessed 20 September 2015).

2 In the songs, requests prevail (the Sun is asked to rise, set down, warm up the
earth, dry the dew; God is asked to grant a clear day); there are themes of hard life
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Example 3. Typical ‘Lithuanian’ intonations in the introduction and
the coda of Darius Lapinskas’Missa di poveri —
the songLydu laidu saulelé (“The Dear Sun is Setting”)

Example 4a.Darius Lapinskas, Missa di poveri,
the beginning of the Kyrie

and losses (“it was hard all my life”, “my dear father is buried on a high hill”, “my
dear brother rode to war”). Therefore, the entire mood is that of grief and realisation
of one’s hard life.
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Example 4b. Darius Lapinskas, Missa di poveri, Credo
([...] etincarnatus est][...] ex Mariae Virgine)

From the theological point of view, such parallels in the text when the
“dear Sun”, which is addressed to as though a living being, and is as if
identified with the Lord (“asked the Sun Kyrie eleison]...]; Dear Sun, dear
Mother, rise! [...] Gloria in excelsis [...]") are the distortion of Christian
faith by pantheism due to which God'’s image is degraded and acquires visible
and audible expressions. However, this mass cycle by Lapinskas can be inter-
preted as two parallel lines: the nostalgia that an expatriate (who was forced
to leave his country) feels does not go away until his death, it lives (just as
his childhood memories) in his prayers, too.
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Table 1.
Darius Lapinskas, Missa di poveri: Lithuanian songs in mass movements

According to Linas Rimda(b. 1969), a representative of the younger
generation, he likes “to combine elements and things that do not seem to
have anything in common”, searching for unexpected associatiorf$. The
composer wanted to link five movements ofMissa lituana with five Lithu-
anian folk songs from different regions of the country?®. Gintautas Venislovas,
the leader of the choirBrevis, who conducted this composition claims that
Rimda based it on the principles of renaissance composers when “a secular
song and a sacral text are heard at the same time”. Everyday things and the
Church exist side by side, they are connected, and do not contradict one
another. Therefore, why could not a folk song be part of a prayer?®

Lapinskas inserts and integrates songs into the prayers in his mass, while
Rimda exposes songs in parallel adapting their melodies to the words of

24 Kueinskaité, Jdraté. Linas Rimda. http://www.mic.It/en/database/classical/
composers/rimsa/#bio (accessed 20 September 2015).

% In the Kyrie the An kalno an aukdétojo (“On a Hill, on a High Hill") from
Suvalkija is heard, in theGloria — the sutartiné (polyphonic chant) Ad kanapa séjau
(“ Planted Some Hemp”) from Aukdtaitija; Credo has the Samogitian lamenMiré
muona motinelé (“My Dear Mother has Died”); Sanctusincludes the songBernelio
mano juodos akelés(“My Beloved's Eyes are Black”) from Lithuania Minor; in
Agnus Dei the songP(té véjas apuola apuolél@The Wind Blew at the Oak Tree”)
from DzUkija is included.

26 Marijos radijas (Radio Maria), programme Musica sacra (27 June 2014)
recording. http://www.marijosradijas.lt/radijo-laidos/pokalbiai/48763-2014-06-27-
10-00-musica-sacra.html (accessed 20 September 2015). The approach by Gintautas
Venislovas is only partly correct: renaissance composers employed secular melodies
in their sacred music by adapting to them a canonical text, while secular words were
not heard in Church.
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liturgy. In the Kyrie (Example 5) and the beginning of theGloria ?” the com-
poser employs the canon.

Example 5. Linas Rimda,Missa lituana, Kyrie, bars 22—-42

In other movements of Missa lituana (in the middle of the Gloria —
Example 6; in Credo, Sanctws, Agnus Dei) the liturgical text sounds like a
counterpoint of a Lithuanian folk song.

Example 6. Linas Rimda,Missa lituana, Gloria , bars 69—72

27 The sutartiné in the Gloria is a canon per se. For this polyphonic chant see:
Ragéilnaité-Vyeiniené 2006.
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In the Credo, the Samogitian lament is accompanied by the recitative
that is exposed as though it was a free mensural canon (voices move along
in different rhythmical duration; Example 7).

Example 7. Linas Rimda,Missa lituana, Credo, bars 40-47

Besides folklore the composer included into his mass one more secular
element — rhythmic applause, stamping and the percussion that are linked
with dance (Gloria and Sanctus see Example 8). Clear rhythm, as we know
from the history of the church music, was never welcome in the Roman
Catholic Church, while applaud and separate dance elements are now allowed
only for those people, for whom it is a natural way of expressiort®.

% Varietates Legitimae(Fourth Instruction for the Right Application of the Conciliar
Constitution on the Liturgy, 1994): “42. Among some peoples, singing is instinctively
accompanied by handclapping, rhythmic swaying and dance movements on the part
of the participants. Such forms of external expression can have a place in the liturgical
actions of these peoples on condition that they are always the expression of true commu-
nal prayer of adoration, praise, offering and supplication, and not simply a performance.”
http://www.adoremus.org/doc_inculturation.html (accessed 20 September 2015).

About the liturgical dance also see: The religious dance — an expression of spiritual
joy. The Canon Law Digest VIII, pp. 78-82; On ‘liturgical dance”. Adoremus,
Society for the Renewal of the Sacred Liturgy. http://www.adoremus.org/Dance.html
(accessed 20 September 2015).
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Example 8. Linas Rimda,Missa lituana, Sanctus bars 87-93

Despite the combination of musical elements of different nature, as well
as the rather complex counterpoint techniqueMissa lituana is consonant
and (just as many other compositions by Rimda) seems to be close to the
aesthetics of new tonality. Due to the use of folk melodies Rimda’'#lissa
lituana is related to Catholic folk mass that became popular in the early
1960s. However, the goal of the latter was to involve all the participants in
celebration, while Rimda’s cycle is a concert composition meant to be sung
by the choir that, when divided into several groups, is placed around the
listeners. Both the composer and the performers dflissa lituanafully realise
that the music could not be performed in liturgy, unless a special worship
should be held for a folklore festival participants.

*kk

The history of church music shows that the Catholic Church hierarchs
were constantly involved in a fight against secular elements in music for
worship. However, composers of West Europe of different centuries were
fascinated by it. In the 16" century, Protestant churches started to use secular
melodies in Christian practices. According to the musicologist Giedrius
Gapadys, Catholics have long held the belief that certain music such as ‘musica
sacra’ was formed “not for utilitarian psychological or other reasons, not by
man’s will but by Divine Revelation”, while Protestants on the contrary
considered ‘sacrum’ as a matter of consent among people (Gapdys 1991:
43-44). The Second Vatican Council that changed the relationship between
the participants in liturgy and allowed national features in many liturgical
elements (except the obligatory liturgical texts and the priest’s actions) opened
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the way to liturgy for such music, which earlier was considered as non-

sacral. On the one hand, such ‘turn towards Protestantism’ of the centuries-
long Catholic attitude determined the divide between Catholics and endless
controversy about the sacral nature of church music; on the other hand,

composers were allowed to conduct various experiments, the results of which
were seldom suitable for liturgical services, however they were aesthetically
valuable and could suggest new ideas for creators of liturgical music or are
interesting from other viewpoints.

Laicigie elementi baznicas mQzika
Danute Kalavinskaite

Kopsavilkums

Dbaja raksta galvena uzmaniba veltita lietuviedu komponistu — lielakoties
laicigas mazikas autoru — mesu analizei. Darjus Lapinsk®lissa di poveriun
Lina RimdasMissa lituana aplikoti k& piemcri sakralo un laicigo elementu
mijiedarbei baznicas mizika; tiek pc¢tita 61 fenomena izcelsme un nozime, ka
ari taja ietvertais teoloiiskais v¢stijums.

Ir zindmi vairaki katoiu baznicas izdoti dokumenti, kuri kritiz¢ k& nepie-
oemamudziedadanu lituriijas laika. Piem¢ram, pavestd_eona IV bulla Una
res(9. gs. vidus) draudgja ar ekskomunikéciju, ja baznicéa tiks dziedats jebkas
cits, izoemot gregoriskos koraius. Tomg¢r mizika pamazam kiuva daudzvei-
digaka un sarepiitaka, popularitati sdka iemantot daudzbalsiba; un baznica
nolgma cinities pret kordziedataju vc¢lmi sniegt koncertus, nevis lagties.
Laicigos elementus katoiu baznicas mQzika kritiz¢ja ar? pavests Janis XXII
sava 1324. gada bull&Docta Sanctorum Patrum. Renesanses komponistiem
bija tuvas vairakas laicigu dziesmu melodijas, kuras vioi izmantoja k&antus
firmus — pamatu savdm mesam un motetgcm. 16. gadsimta vidQ Tridentas
koncils aizliedza jebkadus laicigos elementus baznicas m(zika. Taja pada
laik& Martido Luters protestantu dziesmu gramatas iekiava vairakas skaistas
laicigas melodijas. Tom¢r vidd neatiava vienu un to padu melodiju dziedat
gan ar sakralu, gan laicigu tekstu.

Ari pavests Aleksandrs VII 17. gadsimta un pavests Benedikts XIV
18. gadsimta nosodija laiciga materidla (t. sk. teatra un dejas elementu)
iekiavumu sakréla kompozicija. Romantisma maksla vgl vairak attalingjas
no katoiu baznicas piedemtajiem kritcrijiem; tadcjadi baznicas parstavjos
séka rasties parlieciba, ka nepieciedamas reformas, kiistitu baznicu no
laicigam ietekme¢m un ikdienidiuma. Vairakos 19. gadsimta baznicas dekrgtos
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un instrukcijas tika aizliegti tadi mazikas instrumenti k& bungas un klavieres;
bija m¢iinjumi aizliegt art atskadot baznica laicigo maziku vispar. Pats
svarigakais dokuments, kas regulc¢ja baznicas maziku pirms Otra Vatikana
koncila — pavesta Pija XMotu proprio Tra le sollecitudini (1903) —nosl¢dza
o1 perioda lituriiskas mazikas reformas.

19. gadsimté un 20. gadsimta s@kuma arvien lielaku popularitati guva
nacionalas identitates ideja; ta ietekmgja gan laicigo, gan baznicas maziku.
Lietuviedu komponisti sacergja reliliskas kompozicijas uz lietuviedu sakralo
dzieddjumu pamata. Otrais Vatikana koncils (1962—-1965) nolgcma, ka bazni-
cas mQzika ir piedemami lietot tekstus nacionalajas valodas. Noritgja reliiijas
integracija nacionalajas kultras; ts pamata bija ideja, ka ikviens var piellgt
Jczu saskada ar savas kultQras tradicijam. Dapados pasaules reiionos tika
sacerctas tautasdziesmas sakootas mesas (piemcradlissa Luba, Missa
Criolla, Missa Flamencau. c.). Tomgr 20./21. gadsimta mija tapudie baznicas
dokumenti (t. sk. Varietates Legitima?®, Redemptionis Sacramentur#?) pauda
negativu attieksmi pret reliiisko sinkrctismu — kristietibas apvienodanu ar
dapadiem tautas ticgjumiem, kas biepi vien nav saistiti ar kristietibu.

Vairaki lietuviedu komponistu reliiiskie darbi ietver laicigus elementus.
Piemcram, Remiiijs Merielis sava koncertmesaMissa L’homme armé (1991)
ir turpinjis renesanses tradiciju laicigo melodiju izmantojuma. lintara So-
deikas eksperimentalaja mes&ekonstrukcija (Rekvicms, 1998) sastopas
gregoriskie dziedajumi un dpeza improvizéacijas. Var mingt ari tadus darbus
k& Jona TamuiodaMissa africana(2005), Aiiirda Martinaida Summa(2012),
Darjus Lapinska Missa di poveri (1991) un Lina RimdasMissa lituana (2011).

Lapinska Missa di poveri ekspresivo, sarepiiti intongjamo mazikas valodu
vieglak uztveramu verd tipiskas lietuviedu tautasdziesmu intonéacijas. Kom-
ponists llgdanas iekiauj dziesmas; tas skan cikla ievada, noslgcguma un tiek
arf atkartotas ka piedziedajumi. Raugoties no tiri teoloiiska viedokia, paralg-
lismi, piemcram, “dargas Saules” personifikacija (asociacijas ar to Kungu),
neatbilst kristietibas garam un tuvina to panteismam: Dieva tcls tiek degra-
dcts, piedgvcjot tam dapadus vizuali un audiali tveramus veidolus. Taéu

2 Varietates Legitimae(Fourth Instruction for the Right Application of the Conci-
liar Constitution on the Liturgy, 1994). http://Awww.adoremus.org/doc_inculturation.html
(accessed 20 September 2015).

30 Redemptionis Sacramentum: On certain matters to be observed or to be avoided
regarding the Most Holy Eucharist (2004). Instruction. Congregation for Divine
Worship and the Discipline of the Sacraments. http://www.vatican.va/roman_curia/
congregations/ccdds/documents/rc_con_ccdds_doc_20040423_redemptionis-
sacramentum_en.html (accessed 20 September 2015).
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batiba Lapinska mesu var interpretct ka divu paralclu [iniju lidzasnostatijumu:
no valsts izraiditam cilvckam nostaliija saglabdjas lidz mipa beigam; ta
dzivo ari vida lGgdanas.

Rimda savéMlissa lituana pielago laicigas melodijas lituriiskajam tekstam.
Lidztekus folklorai mesa ir iekiauti v¢l citi laicigi elementi — ritmiski aplausi,
kaju sidana un dapadi ar deju saistiti perkusivi efekti. Romiedu katoiu baznica
nekad nav atzinusi tiru ritmu, tomer aplaud¢dana un atsevidii deju elementi
ir pieiaujami tiem ticigajiem, kuriem tas ir dabisks jltu izpausmes veids.
Tautas melodiju izmantojums verd RimdadMissa lituana lidzigu katoiu tautas
mesai, kura Kiuva populara pagajuda gadsimta 60. gados. Tom¢r tautas mesas
mcriis bija iesaistit svinibas pilnigi visus dalibniekus, kamc¢rMissa lituanair
koncertdarbs; to dzied koris, kas tiek sadalits vairakas grupas, kuras savukart
izvietojas apkart klausitajiem. BT mesa nav piemcrota lituriijai — to varctu
izpildit tikai speciala l0gdoanéa kada folkloras festivéla ietvaros.

Otrais Vatikana koncils izmainija lituriijas dalibnieku savstarpcjas attie-
cibas; tika piefauts, ka lituriija var izpausties tadi elementi, kas agrak tika
uzskatiti par nepietiekami sakraliem, piemc¢ram, nacionala pacilatiba. Laici-
gajiem komponistiem tika atiauts veikt dapadus eksperimentus, kuru rezultati
reti kad ir saskaoda ar reliliskajam tradicijam; tomcr to estctiska vertiba ir
augsta, un tie tradicionalas lituriiskas mizikas komponistiem piedava jaunas
idejas un skatpunktus.
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Dialoiiskuma izpausmes Maijas Einfeldes
Koncerta altam un kameroriestrim

Dr. art. Jeiena lebedeva
Jazepa Vitola Latvijas Mlzikas akadc¢cmijas profesore

Visparcja un individuala attiectbas mizika arvien ir bijudas interesantas,
neviennozimigas un problgmiskas. Tendence apvienot individuélo un vispa-
r¢jo (panra, formas kopgjas likumsakaribas, emocionalas tclainibas sfcru
pretstatijumu — dramatismu/liriku, darbibu/stastijumu utt.) nav domingjoda
mdsdienu mQzika, jo komponisti (sevidii jaunas paaudzes parstavji) sava
padizpausmg tiecas uz pilnigu individualizaciju vai vispar nebalstas uz stabi-
lam likumsakaribam, kas palidz mizikas uztverei, reizgm ari saglaba tikai
k&du attalu saikni ar tradiciju. Individualais atklajas mdzikas jauné jcg4, tas
jauna semantika. Makslinieciska abstrah¢dana jau sasniegusi savu virsotni,
tapcc arf skaodarbu nosaukumi, ké arf to atspoguiojums mazika klausitajiem
dapbrid paliek neatrisinats nosl¢cpums. Nerodas asociacijas (nedz semantiskas,
nedz panriskas), jo ir zaudctas stila likumsakaribas. Bis process ioti ciedi
saistits ar mizikas valodas pamata, ta struktGrelementu maiou. Notiek sav-
veida parslggdanas (arf mizikas uztverg) no tclaini tematiska uz intelektualo
(tehnoloiisko) aspektu. 20.—21. gadsimta mizika demonstrg abu 8o pretgjo
polu lidzaspastavg¢oanu.

Latviedu komponistu laikmetigaja mazika rodamas gamatio, ganemotio
izpausmes, protams, dapadas proporcijas: saglabdjas tradicionalo panru
nozime, un vgrojami ari jauni meklgjumi panru sfcrd; saglabéjas tcmas, tema-
tisk& materiala attistibas nozime, un vienlaikus paradas jauna mdzikas valoda,
jauni izteiksmes lidzekii; sastopama gan procesuélas attistibas tradicionala
loiika, gan jaunas tas izpausmes formas. Tomg¢r vecakas paaudzes kom-
ponistu mdzika emocionalais aspekts saglaba savu prioritati, un sakoojums
tradicijas atklajas daudzgjada zioa. Viens no piemgriem, kas to apliecina, ir
Maijas Einfeldes Koncerts altam un kameroriestrim; pirmoreiz tas atskaoots
2011. gad& un ir vidas vienigais skaodarbs koncertpanra.

Dis opuss piesaista klausitajus ar liriski intimo, subjektivi tiedo izteiksmi.
Tas pilniba sasaucas ar Einfeldes mazikas raksturojumu, ko sava komponistei

1 Koncerta pirmatskadojums notika 2011. gada 17. marta; pirmie (un pagaidam
vienigie) atskaootdji ir Andra Darzioa (alts) un kameroriestris Sinfonietta Riga
Normunda Bn¢ vadiba.
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veltitaja raksta sniegusi Dace Aperane: “Dapadu jatu izpausme ir allap ma-
nama Einfeldes mdzika, un diiet, ka tiedi pateicoties tai, ka ari vidas dziiajai
muzikalitatei, Einfelde tomcr ir paspcjusi apvienot mQzikas skaistumu un
spriedzi savos darbos un tadgi tie ir tik saistodi” (Aperane 2000: 33).

Starp komponistes agrinajiem instrumentaldarbiem padu iev¢ribu guvu-
dasEetras elciijas eellam solo (1976), kas uzreiz iezimg vienu no turpmak
daudzus gadus domingjodajam jomam vioas daiirad¢ — kamerm(zikas sf¢tu
Paja joma iekiaujas ari Einfeldes pirmais skaddarbs altam un klaviergm —
Sonate meditacija(1982). Pagajuda gadsimta 80.—90. gados alts ne reizi vien
bija komponistes uzmanibas centra, bet nekad skaddarbos ar altu panrs neat-
kartojas. Piemc¢ram, dueté ar klaviergm, arpus sonéates, alts v¢l skan kompo-
Zicija Maestoso(1989); dueta attiecibas turpinés ari v¢lak, bet jau ar oboju
Prel(dija (1999); trio Pirms saules rieta(1994) alts apvienots ar klarneti un
klaviergcm; bez tam Einfeldei ir Stigu kvartets (1993) un kantateDpordano
Bruno sarts (1983), kuras atskadotajsastava ir soprans, meprags, alts, éells
un klavieres.

Savukart viens no pirmajiem Maijas Einfeldes oriestra darbiem ir
1987. gada tapudaisSvinigs dziedajumgrompetei un simfoniskajam ories-
trim; stigu oriestra iespcjastira veida vioa izmanto sava 20. gadsimta beigu
kompozicija Nikte un Selgne(1999). Einfeldes simfoniska daiirade nav fpadi
plada — pazistamakie darbi, kas ietverti Latvijas Mlzikas informacijas centra
veidotaja katalog&’, ir tikai pieci, to skaita arf jau mingtais Koncerts; blakus
iepriekd nosauktajiem opusiem 8o sfcru vl parstavris jaras dziesmabojai,
mepragam un stigu oriestrim (1995) un Simfonija (2003}

Koncerts altam un kameroriestrim ir pagaidam viens no pe¢dgjiem Maijas
Einfeldes opusiem, bet simfoniskas mizikas joma — pats pc¢dgjais. lzcelt dialo-
liskumu k& &7 skaddarba analizes galveno aspektu rosindja jau pati panra
bdtiba, resp., ta specifiskais ienctiskais kods — koncert¢cdana. Koncertpanra
pctnieks Igors Kuzoecovs apzime do Tpadibu k& koncerta panra un formas
vispargjo principu kvintesenci, kas katra komponista daiirad¢ izpaupas indi-
viduali (E6cidota 1981: 130). Tadgjadi jau pada panra bitiba ietverta vispa-

2 Otru, turklat ioti izverstu panru grupu Einfeldes daiiradg veido kormdzika, kurai
autore Tsti intensivi pievgroas tikai no 1990. gada, un tiedi daja sfcré vida sasniegusi
pasaules atzinibu.

3 Latvijas MQzikas informéacijas centrs. Einfelde, Maija. Visi panri. http://www.
Imic.lv/core.php?pageld=722&id=302&works=1&zanrs=all (skatits 2015. gada
7. aprili).

4 Interesanti, ka komponistes simfonisko darbu tapdanas gadus &iir noteikti
(simetriski) laika intervali: 1987-1995-1999-2003-2011, t. i., 8:4:4:8.
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rcjas un individualas sfcras korelacija atzistama par vienu no savveida
dialoiiskuma izpausmem.

Protams, koncertpanra iezime ir ari koncertiskums, t. i., virtuozitate.
Tomgr tiedi koncertcdana apvienojuma ar simfonismu spilgti atklaj panra
jaunas perspektivas 20.—21. gadsimta mdzika un ir vismobilékais, mainiga-
kais komponents skaddarba.

Svarigs ir v¢l k&ds faktors. Dpeimss HepokoskiJames HepokoskK) pie-
dava dialoiiskas formas jcdzienu, ko var lietot gan saikn¢ ar sonates formas
teoriju, gan kopuma, un raksturo savu jaunievedumu dadi: ,[..] doméaju, ka
aptvert acim neredzamas/sl¢ptas mazikas formas pilnu spektru —tas ir visb-
tisk@kais uzdevums, rekonstrucjot procesuélu dialogu starp jebkuru indivi-
dualu skaodarbu (vai t& daiu) un visparcjo normu, vadodo principu, iespgju,
gaidu un ierobepojumu tiklu, kas izriet no izraudzita panra. Ta irdialoiiska
forma: forma dialogé ar vgsturiski noteiktiem kompozicijas variantiem”
(Hepokoski 2010: 71-72). bai t¢zei grQti nepiekrist, jo vienmgr, apskatot
jebkuru skaodarbu, bet sevidii mlsdienas komponctu, mg¢s tiecamies korelct
taipatnibas (panra, kompozicijas, valodas zida utt.) ar vgsturiski un stilistiski
jau stabilam tradicijam un norma@m. Tadgjadi mgs iesaistamies dialoga ne
vien ar 8im tradicijam mizikas dapadas sfcras, bet arf ar jaunam tendencgm,
kas spilgti atklajas tai vai citd joma un ietekm¢ dapadu komponistu daiiradi.

Aplikojot dialoiiskumu Maijas Einfeldes Koncerta, vispirms jaatzime,
ka tas izpaupas gan argji, gan iekdgji. Stila Tpatnibas uzskatamas par dialo-
liskuma iekdcju izpausmi. Bet, raksturojot vienu vai otru aspektu, kiQist
skaidrs, ka pazimju grup¢dana un preciza norobepodana pgc iekdgjiem un
arcjiem principiem ir diezgan nosacita, un biepi vien dialoiiskuma iekdcjas
un argjas izpausmes mijiedarbojas vai savstarpgji uzslaoojas.

Pie dialoiiskuma arcjam izpausmg¢m neapdaubami pieder savveida
dialogs ar vgsturiskam tradicijam, kas atspoguiojas skaodarba cikla oriiina-
laja risindjuma — tradicionala cikla transformacija. Koncertam ir éetras daias —
resp., pirmaja mirkli tas rada iespaidu par pagatnes simfoniz¢ta koncerta
romantisko modeli, kas nostiprins ari tapcc, ka visas daias seko cita citai
bez partraukuma®. Tomgr Einfeldes skaddarba prioritate ir Ignai vai nosaciti
Icnai mizikai, kas, atbilstodi tradicijai, priekdoplana izvirza subjektivi lirisku
tclainibu. No vienas puses, tas lielakoties raksturigi 20.—21. gadsimta md

5 Pi tradicija sevidii spilgti izpaudusies kopd Ferenca Lista (vida Klavierkoncerts
Es dur) laikiem. Savukart eetrdaiibu ka cikla pamatu izmantojis Johanness Bramss
(Otrais klavierkoncerts B dur), bet daiu nepartrauktu secibu — F¢likss Mendelszons-
Bartoldi (Vijolkoncerts e moll), Roberts Bdmanis (Eellkoncertsa moll) u. c.
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zikai®; no otras, ta ir padas Einfeldes stila bltiska ipatniba (skat. iepriekd
citcto Daces Aperanes tc¢zi). Tadgi dialoiiskuma argjas un iekdgjas iezimes ir
gan savstarpgji saistitas, gan savstarpgcji atkarigas.

Dialoiiskuma iekdgjas izpausmes Einfeldes Koncerta, ka jau atzimgts,
lielakoties ir attiecindmas uz komponistes stila ipatnibam — tas paradas arpus
konkrgta panra, t. i., raksturigas daudziem (var teikt, pat visiem) vidoas skao-
darbiem. Tomgr doreiz &is izpausmes saistitas ar panra individualu traktgjumu
(par ko bija runa arf iepriekdcja Kuzoecova citata). Vispirms, piesaista uzma-
nibu Koncerta vienota tclaini temporala koncepcija: ta Tstenota intonativi,
kompozicionali (finals ka visa skaddarba reprize) un fakturali.

Padu koncerta temporalo profilu vispéargja plana var atspoguiot dada
shema:

\Z nz Nz \Y
Moderato... Adagio... Allegro moderato Mesto

mcreni Igni — atri —

mcreni lgni Igni atri Igni

1. shgma.Koncerta temporélais profils

Shg¢ma nav detalizcti atainotas visas tempa nomaidas pirmaja un otraja
daia, kas dai zioa ir visnestabilakas. Neraugoties uz to, ir acimredzama Igno/
mc¢reno tempu domingjoda loma, un ir iespgjams nodalit skaddarba galvenés
emocionali t¢lainas sfcras — aktivo un meditativo. Tas uzskatami paraditas
2. sh¢ma:

daias aktiva sf%ra un meditativa sfcra
g—— = -
| Moderats — Allegro‘\moderato - Pit mosso/Mol oderato —
| < 5
Allegretto - Molto moddrato Z
¥ Ne | =
I \ Adagi¢ 7

Il Allegro moderato 7 _
IV Mesto

2. shgma.Koncerta divas tclaini temporalas pamatsfcras

5 Piemgram, Alfrcda Pnitkes koncertu lielakaja daia skaidri redzama tiedi Ignu vai
nosaciti Ichu tempu izvirzidana priekdplana — k& vioa Alta koncertal(argo — Allegro
molto — Largo) vai Ceturtaja vijolkoncerta (Andante — Vivo — Adagio (attacca) —Lento).
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Daja shema ietverti detaliz¢téki tempa apzimcjumi; tie sagrupcti un
pierakstiti dapados driftos, lai sniegtu jau pilnigéku kopainu, turklat (tas ir
redzams sh¢cma) prioritate ir meditativajai sfcrai. Ta ir viena no principialam
pozicijam Koncerta analiz¢, kas gQst apstiprindjumu, ari aplikojot dialo-
liskuma izpausmes.

Einfeldes Koncerta dialoiiskuma ipatniba ir ta tembrala monohromija.
No vienas puses, te vcrojams skaddarba tembralas vienotibas faktors, no
otras —tas ir v¢l viens dialoiiskuma aspekts (atkal veidojas v¢sturiskas para-
Icles, bet doreiz ar baroka laika koncertiem). Koncerts komponcts altam un
stigu oriestrim, kura instrumentiem pievienotas tikai dapas citas tembru
krasas: pirmaja daia tie ir zvanioi, otraja — trijstaris, tredaja — ksilofons, un
ceturtaja atkal atgriepas trijstdris. Nav ari spilgta intonativa kontrasta starp
solista un oriestra partijam. Tas viss rosina secinajumu, ka Koncerts ietver
iekdcju dialogu —dialogu padam ar sevi. Tiedi tapcc koncertcdana skaddarba
lielakoties saistita ar tembrali fakturalo aspektu, kas monohromijas apstékios
ir sevidii interesants.

Dialoiiskums koncertpanra, atbilstodi tradicijai, pirmam kartam izpau-
pastutti /solo attiectbas. Arf doreiz komponiste no tam neatsakas. Tapcc japie-
vcroas shemai, kurétutti un solo posmi ir iezimcti — ar vienu piebildi: taja
nav atainotstutti un solo posmu proporcionalais aspekts laika zioa (piemc-
ram, tredas daias solo — tas ir tikai divas taktis!). Tom¢r shgma ir ieveroti
visi iespg¢jamietutti un solo attiecibu varianti’:

Pirma daia z
Mode- | Allegro|rubato | Allegro | Piu- |rubato | Molto |Alleg- | Molto
rato mode- mode- | mosso mode- | retto | mode-
rato rato rato rato
tutti [solo| /s [ solo | ts| s | sit+C | solo [s/t+C]solo| s+C | /s

Otra daia Z
Adagio
solo/tutti + T

3. shegma.Solo, oriestra un epizodisku instrumentu mijiedarbe
3. shgmas turpindjumu skat. ndkamaja Ipp.

7 Shgma izmantoti dapi salsindjumi: t/s un s/t — solopartijas un oriestra vienlaicigs
skancjums, bet ar domingjodu oriestra (t/s) vai solopartijas (s/t) lomu; C — zvanioi,
T — trijstdris, X — ksilofons; s+X — alta un ksilofona vadoda vai solo funkcija; s-t —
solopartijas, oriestra vai kdda cita instrumenta (piemgram, ceturtaja daia — trijstira)
funkcionéla vienadiba.
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Treda daia 7

Allegro Pil mosso Molto meno Tempo | Pit mosso
moderato mMOoSSso
tutti s+X/t solo tutti s+X/t | solo/X

Ceturta daia
Mesto | Piimosso |(Mesto)
solo st-T | tutti | solo | sit | solo | st

3. sh¢gmas turpingjums.Solo, oriestra un epizodisku instrumentu mijiedarbe

Sh¢ma redzams, ka Koncerté ir kopuma éetri oriestra posmi. To vid(
ir pirmés (skat. 1. piemcru) un tredas (skat. 2. piemcré) daias sdkums —
intonativa pamatmateriala un katras daias rakstura savveida eksponcdana
vai nostiprinajums. Arf finala vid ir tutti posms (no 314. t., skat. 3. piemcru).

1. piemcrs. Koncerta pirméas daias sakums
1. piemcra turpindjumu skat. ndkamaja Ipp.

8 Tredaja daia ir vl otrs oriestra posms — no 238. takts.
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1. piemcra turpindjums. Koncerta pirmas daias sdkums

2. piemgrs. Koncerta tredas daias sakums
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3. piemcrs. Koncerta ceturta daia (no 314. t.)

Isti izverstu solo/kadenéveida zonu Koncerta ari nav daudz — pavisam
divas: pirmais soloposms sastopams pirmaja daia (no 20. t. — 24 taktis,
4. piemcrs) un finla sdkuma (33 taktis — 5. piemgrs). Taéu pirmas daias
sédkuméa (Moderato) solo veidots, it k& sadalot iekdgjo dialogu divas sfcras:
domag/pardzivojums oriestra posma un balsdizteiksmesolo posma, turpreti
findla abas sfc¢ras vairs neseko viena otrai, bet vienojas un atklaj formas,
procesa stadialitati. Vclreiz jauzsver, ka uz 8o vienotibu (divas sfcras, bet ne
divi personapi,ne divas situacijas, ne opoziciju attiecibas utt.) norada art
posmu intonativad materiala lidziba: deit nav reéla atkartojuma, bet vari-
antveida turpinajums/attistiba — arf tad, kad, atbilstodi loiikai, varctu
veidoties arcja/iekdcja opozicija (piemgram, tredaja daia — ar tds sdkuma
motoriku). Tapc¢c jasecina, ka solo posmu domin¢gdana un oriestra ipada
loma emocionala satura atklasmg atspoguio Koncerta ietverta dialoga iekdgjo
batibu.

Aplikojot skaddarba solo posmus, jakonstat¢ to dapadas funkcijas
(jcdzieniskéas, dramaturiiskas, kompozicionalas). Divi izvcrstie solo posmi
Koncerta malgjas daias priekdplana izvirzabalsgmonologa lomu. Turklat
pirmaja daia tas burtiski izaudzis no iepriekdgja oriestra posma — rodas
priekdstats, ka no daudzam domam beidzot izkristaliz¢jas viena, galvena.
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Finala mizikas monoloiiskais raksturs v¢l pastiprinas, jo 6f daia sékas ar
izverstu solo posmu, kura atgadinati dapadi intonativikodoli no iepriekdgjam
daiam.

Ir v¢l kdda interesanta Tpatniba. Eetrdaiu koncerta divas vidgjas daias
praktiski nav solo posmu, neraugoties uz to tclaini temporélo kontrastu
(Adagio — Allegro moderato). Tikai tredaja daia ir burtiski divtaktu solo
pareja uz jaunu daias posmu (236-237. t.), bet jau 81 solo otraja takti altam
pievienojas vijoiu trilleri, ar ko sékas daias jauna faze. Ari daias noslgcguma
ir saklausdma solo izdzidana/véjinadanas: skan alts kopa ar ksilofonu (no
265. t.) un pce tam —tikai ksilofons (no 269. t.). Resp., solo funkcija izpaupas
nosaciti.

4. piemgrs.Koncerta pirma daia (skat. fragmentu no 20. t.)
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5. piemgrs. Koncerta findla sdkums

Finala lidztekus sdkumposmam vc¢l ir noslgguma/kodas posms, kura
alta balss skan divreiz (330.—332. un 334.—342. t.), atgriepot un nostiprinot
daias emocionalo pamatnoskaou Nesto — skumiji; skat. 6. piemcru).

Visizvgrstakd un bagatéka solo komponenta funkcionélas izpausmes
daudzveidibé ir Koncerta pirma daia, kura solo skan piecreiz:

1) k& oriestra materiala turpindjums un izklasts, instrumenta savveida
prezentacija (26 t. — 4. piemcrs),

2) starp Allegro moderato diviem posmiem — k& altarubato fraze ar ko-
puma augdupvcrstu melodisko virzibu, kura it kdatver/papladinatelpas
ietvarus turpmakai figurécijai (solo diapazonse—is?, figuracijas diapa-
zonsd-d?). Resp., tai ir savveidaarkasloma (6 t. — 7. piemcrs),

3) pirms Piu mosso posma — k& iepriekdgja sonora posma nobeigums
(5t. — 8. piemgrs),

4) otrais rubato — daias liriskds zonas divu fapu melodiska saite (9 t. —
9. piemgrs),

5) ké&rezumcjums melodiskaja pareja uz daias noslcgumu (12 t. — 1(Qie-
Mmcrs).
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6. piemcrs. Koncerta findla daia (skat. fragmentu no 334.t.)
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7. piemgrs.Koncerta pirma daia (no 66. t.)
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8. piemgrs. Koncerta pirma daia (no 97. t.)

9. piemcrs. Koncerta pirma daia (no 112. t.)
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10. piemgrs. Koncerta pirméa daia (skat. fragmentu no 134. t.)

Taja pada laika vairums Koncerta posmu (otra daia pat pilniba) tembrali
fakturala zioa veidojas ka solista un oriestra mijiedarbe vai to vienlaiciga
spcle. Turklat ari daja aspekta jaizcel pirméas daias nozimiba, kur 6ada mij-
iedarbe ir vismobilaka, daudzveidigaka. Resp., gan solista, gan oriestra
funkcijas attistibas gaitd praktiski neatkartojas. Izceiami dadi funkciju va-
rianti:

1) Allegro moderato posma: altam ir figurativas kustibas funkcija, bet ar
slgptu melodisku kodolu — daias lirisk& posma sakumtclu, savukart
oriestrim ir tematiskais pamatmaterials (11. piemgrs),

2) Piumosso/ Molto moderato posma: altam ir galvena melodiska balss
sonori komplementara faktras vidg (12. piemgrs),

3) altam ir sonori figurativa funkcija, kurai pievienojas zvanioi, savukart
oriestra partija skan pamatmaterials (reprizes posms — 13. piemgrs),

4) altam ir melodiski sonora funkcija, bet oriestris turpina pamatmateriala
izklastu (14. piemgrs).
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11. piemcrs.Koncerta pirma daia (Allegro moderato posms)
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12. piemgrs. Koncerta pirma daia (Pit mossoposms)

13. piemcrs.Koncerta pirméa daia (no 139. t.)
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14. piemcrs.Koncerta pirméa daia (Molto moderato posms —
skat. fragmentu no 155. t.)

No ta ari izriet faktQras veidi, kas doming Koncerta:
— monodiska/vienbalsiga (ioti izvgrsti posmi, sevidii pirméa un ceturta daia),
— akordul/vertikéla (epizodiski),
— polifona (balss/lineara, slaou un komplementari sonora).

Pcdgjo jcdzienu piedava Vsevolods Zaderacki{Caaadaoéeél 980: 90),
un tiedi beidzamais no mingtajiem faktlras veidiem ir galvenais. Faktlras
veidu attiecibas/mijiedarbi var shematiski atainot dadi:

4. shgma.FaktOras veidu mijiedarbes divi pamatmodeii Koncerta

9Komplementari sonoras faktlras jcdziens daja gadijuma interpretcts savadak, neka
piedava Zaderackis. Resp., ta ir faktlra, kuréa starp balsim nav kontrasta, nav ari no-
teiktas lidzibas (k& imitacijveida izklasta); komplementaritate saistita ar balsu savveida
radniecigu neviendabiby bet disonants pamats izvirza priekdplana sonoro aspektu.
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Raksta noslcguma jaatzimg, ka taja aplOkotas tikai atsevidias dialo-
iiskuma izpausmes Maijas Einfeldes Koncerta altam un kameroriestrim.
Tomgr jau to analize liecina, ka tas daudzveidigi atspoguio gan mijiedarbi
ar tradicijam, gan skaodarba individualas iezimes. Pirmo jomu parstav Kon-
certa cikla uzblves ipatnibas, ta atskaootajsastavs, savukart otro — dialoiis-
kuma ipatnais/neordinarais raksturs {ekdcjais dialog3, kas rosinjis gan solo
fragmentu funkcionalo daudzveidibu, gan polifona izklasta, jo Tpadi komple-
mentéri sonoras faktdras dominanti.

About Dialogicity in the Concerto for Viola and Chamber
Orchestra by Maija Einfelde

Jeiena lebedeva
Summary

The relationship of the general and the individual in music, its mani-
festation has always been a topical theme for musicological research. The
20121t centuries brought the individual to the forefront: composers tend
to complete to full individualization all the aspects of work. This, in its turn,
complicates the perception of music, since important associative commu-
nications are lost (genre, semantics).

In the Latvian music, the relations of the general and the individual,
‘ratio’ and ‘emotio’ are also topical. The problematical character of the situa-
tion is especially distinctly connected with the young generation of composers
because in their music the rejection of former traditions and the intellectua-
lization of the concept of work are more clearly exposed. However, in the
works of composers of the senior generation, general and individual tenden-
cies are in the relations of supplementing and counterbalancing each other.

One of the latest symphonic compositions by Maija Einfelde, Concerto
for Viola and Orchestra which was premiered in 2011 by Andra Darzida
(viola) and a chamber orchestraSinfonietta Rigawith the conductor Nor-
munds Bng¢, also belongs to such works. This work attracts listeners by its
lyricism, intimacy and subjectivity of expression.

In the music by Einfelde there is a number of works with viola, but they
all represent absolutely different genresSonata-meditation for viola and
piano (1982); a duet with piano Maestoso (1989) and a duet with oboe
Prelude (1999); a trio for a clarinet, a viola and a piano Pirms saules rieta
(“Before a Sunset”, 1994) and String quartet (1993); cantataDpordano Bruno
séarts(“Giordano Bruno’s Fire”, 1983, for a soprano, a French horn, a viola,

a violoncello and a piano) and, at last, theConcerto.
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The nature of the genre itself stimulates to highlight dialogicity as the
main aspect of the work. It is possible to find out its genetic code, which is
its concertlike-space / concertity. And this feature represents, citing the words
of the researcher of the concerto genre Igor Kuznetsov, “the general principles
of a genre and form of a concerto which in artistic practice receives a treat-
ment, individual for each composer” (E6ciasdia 1981: 130). Thus, the corre-
lation of the general and the individual is distinguished as some kind of
dialogicity manifestation.

Dialogicity in Viola Concerto by Einfelde is considered both from the
point of view of its external and internal demonstration. A certain kind of
dialogue with historical traditions (external manifestations of dialogicity) is
reflected in the transformation of the cycle. Viola Concerto has four movements,
and this feature resembles a symphony-like concerto of the past (the classical-
romantic tradition, according to which all movements of the work sometimes
follow one another without interruption). However, in Einfelde’s work the
priority belongs to slow or rather slow music which, by tradition, brings to
the forefront the subjective and lyrical expressivity of the content of the Con-
certo, which, on the one hand, reflects a significant tendency of music of the
20""—21stcenturies, and, on the other, is a characteristic feature of Einfelde’s
style. Thus, the external and the internal signs of dialogicity are not only inter-
connected, but also interdependent on each other. The peculiarities of the
expressivity and temporality of the movements are shown in Schemes 1 arid

The particularity of dialogicity of Viola Concerto consists in its timbre
monochrome. Itis, on the one hand, a factor of timbre unity of work, but at
the same time is another aspect of dialogicity (by the way, even in this case
there is a historical parallel — with concertos of Baroque times). The Concerto
is created for a viola and a string orchestra to which only a few other instru-
ments are added: in the first movement these are bells, in the second — a
triangle, in the third — a xylophone, in the fourth — the triangle comes back
again. There is no vivid intonation contrast between the soloist and the
orchestra parts. All this leads to the conclusion about the peculiarity of a
dialogue content in the Concerto — it probably is aninternal dialogue —
dialogue mostly with itself. Therefore the concertity and the dialogical aspect
of the composition are much connected with timbral and textural factors,
with peculiar tutti-solo relations, their opportunities, functional differences
(that is considered first of all in the example of the first movement — the
most expanded in this regard).

The analysis of several aspects of the composition allows to highlight a
great variety of dialogicity in it (from the point of view of the features inherent
in the concerto genre), and to distinguish its specific qualities in this work.
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About Textural Features of Polyphonic Music
for the Button Accordion

Vladimir Babariko
Summary

Homophonic and heterophonic types of texture prevail in music for the
button accordion due to the typical volume parallelism of polyphony taken
on hand harmonicas. By means of the genres that are widely used in modern
accordion music — preludes, fantasies, toccatas — composers bring rhythmic
organization in the linear volume sound sphere of an accordion, thus favour-
ably representing this musical instrument.

Polyphony as a type of musical texture occurs in compositions for
accordion much less often than homophony and heterophony, which is the
consequence of the specificity of instrumental-intonational means. It testifies
to the complexity of realization of such impressive statement. The polyphonic
texture prevails in a number of compositions of the corresponding musical
forms (the fugue, etc.), in separate movements of cyclic musical works for
accordion.

Besides the solo-instrumental forms of polyphony, which were estab-
lished during a Baroque age, the repertoire of the classical button accordion
performing practice includes a number of compositions representing styliza-
tion of folk songs. Similar works, in which techniques of heterophony (sup-
porting voices, duplications) are generally used, include a large number of
arrangements, fantasies and variations on the themes of songs in mostly
moderate pace.

The content of music of different styles and ages observe the predo-
minance of the principle of improving the relationship of pitch and the volume
amplification instructions (crescendo) corresponding to the sequence of tones
and lower pitch with diminuendo. This fact is explained by the physiological
characteristics of the process of intoning (vocalization). The unidirectional
performer’s volume control of a texture with a pedal, i.e. in the section of
polyphony containing three and more voices where there is a pedal and
polyphonic development at any couple of voices is characteristic of polyphonic
accordion music at a moderate pace; to each pedal there corresponds one
general volume instruction — crescendo or diminuendo.
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The specificity of the texture of music for accordion (including button
accordion) is reflected in the text of original polyphonic music through the
link of volume instructions with relatively large lengths, with pitch movement
expressed in relatively small durations for legato, with the need to highlight
the leading intonation material; and also in the extensive use of various
articulations (touches) in polyphonic compositions in the texture, noted by
relatively small duration notes, with a stable volume level (the absence of
volume significations). These characteristics, coupled with voice leading,
pitch and keyboards location and distribution of texture lines are caused by
the system of instrumental-intonational means.
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V. MUZIKAS PEDAGOIIJA

The Parity of Educational Aims:
The Potential of Methods of Personal Meaning and
Emotional Imitation in Structuring Music Class

Dr. phil. Lolita Jolanta Navickiené
Associate Professor at Lithuanian Academy of Music and Theatre

Introduction

Relevance Extensive programs of secondary education subjects, priority
for the rational side of the educational process, limiting it to the cognitive
and psycho-motoric educational aims only and leaving emotional and moral
educational aims in the background, the replacement of real communication
by virtual under the impact of new technologies, stress and bullying in school
and emotional isolation at home, high parental occupancy, etc.: these and
other problems influence not only physical but also psychological and emo-
tional development of children. It has an impact on their academic achieve-
ments and often causes discipline-related problems. These facts are especially
important for university students who are doing their teaching practice, which
is often fragmentary, i.e. in several months a future teacher experiences the
particularity of secondary education (higher noise level, high professional
requirements, frequent discipline-related problems, etc.) that might unsur-
prisingly scare him or her and prompt to not work in secondary education
after graduation. As it is summarized in the description of teaching practice
by the Department of Education, Biauliai University, local and national surveys
underline: teachers’ preparation in the universities do not correspond to the
requirements of the society. This description points out some important defi-
ciencies in teachers’ training: underestimated importance of education studies,
lack of responsibility, ineffective teaching practice, common subjects poorly
connected to the context of educational activity, mentors’ training problems,
weak cooperation between colleges and universities as well as higher and
secondary education, the lack of programs targeting the acquisition and
development of new skills, etc. (Lukavieiené et al. 2012).
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Hence the importance of new approaches that could help to accomplish
the educational process, increase the motivation for learning, solve the discip-
line-related problems, and make accessible the self-realization of the teacher.
The dissemination of common values, discussion of relevant topics and expe-
riencing positive emotions become an especially important task —and music
class can help to find a way towards it. However, habitual methods have
proved to be inefficient, thus itis relevant to use new approaches that emphasize
the balance between rational and emotional origin-based activities and in
this way harmonize not only the educational process but also the relations
between teachers and pupils. Here we present Methods of Personal Meaning
(MPM) and Emotional Imitation (MEI) that, since 2012, we have been
extensively using in the General Didactics of Music program at the Lithuanian
Academy of Music and Theatre (LMTA), Department of Pedagogy — illustrating
that the search for new approaches to help the future music teachers to
overcome the above mentioned challenges is a particularly relevant topic.

Object: Methods of Personal Meaning and Emotional Imitation in acqui-
ring new skills and harmonizing educational process by the future music
teachers at LMTA.

Aim: to reveal the impact of these methods (MPM and MEI) on the
harmonization of educational process and accomplishment of the entire set
of educational aims.

Tasks:

— Briefly introduce the structure and the aims of the teaching practice in
the General Didactics of Music program at LMTA;

— Introduce the MPM and MEI,

— Present an example of a music lesson plan, showing the possibility to
accomplish the entire set of educational aims and the means to apply
MPM and MEI.

Key words: Method of Personal Meaning (MPM), Method of Emotional
Imitation (MEI), the parity of educational aims, cognitive, psycho-motoric/
practical, emotional, moral educational aims (CEA, PEA, EEA, MEA), educa-
tional intent unit (EIU), training of music teachers, teaching practice.

General didactics of Music program at LMTA:
specifics of the teaching practice

In 2012, the Department of Pedagogy at LMTA has launched the General
Didactics of Music program that is aimed at training music teachers for
secondary education. We will briefly introduce this program where along
the formation of common competences (critical and self-critical thought,
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ability to generate new ideas, work, learn and improve independently, having

in mind continuous development in the fields of pedagogy and performance,
ability to use new technologies, etc.), specific competences are equally targe-
ted. At the centre of these competences there is the teaching practice (based
in Vilnius Jonas Basanavigius progymnasium) having the status of the major
subject, beginning in the second semester of the first year (with the observing
practice, consisting of the observation of older students’ work) and lasting
for the entire period of undergraduate studies.

Every year of the teaching practice has its aims and tasks. During the
second year (the 3 and the 4" semesters) the students learn to organize the
educational process itself: they plan the timing of the lesson, choose the topic
according to the guidelines of music subject assisted by the practice mentor,
practice to compose specific musical activities using various approaches,
etc. The particular attention is drawn to the formation of vocal activities
and achieving the parity of educational aims. It is worth noting that the
teaching practice lasts throughout the school year — a student has a primary
school class attributed at the beginning of the year and meets the children
once per week.

In the third year the teaching practice has higher requirements: the students
have to not only be able to fluently organize a lesson but also, at the end of
the 5" and the 6" semester to prepare a musical event, for example, a Christ-
mas concert for parents, an evening of Easter songs, an afternoon on the
occasion of Mother’s Day, etc. (the music class remains weakly, but with
the middle school children).

Finally, on the fourth year, along the acquired competences the students
learn to organize a small staged event, for example, a staging of a fairy tale,
a musical, a show, etc. This draws a significant attention to specific skills:
ability to organize, form and plan various musical activities (lessons, celebra-
tions, concerts, staging, extracurricular activities, etc.), prepare and execute
musical projects and apply various music education methods according to
the participating pupils, educational aims and available resources. An adequate
attention is paid to the ability to effectively apply theoretical knowledge
during music listening or performing activities, as well as ear training, reper-
toire studies, explaining musical language and discovering various musical
styles, genres, forms and interpretation traditions. Finally, it is equally impor-
tant to understand and accept children of various age groups and transmit
to them the cultural variety, traditions, values, and moral norms. The latter
aim is of particular importance as during the fourth year (the 7" and the 8"
semesters) the students work with high school classes.
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There is a particular feature of the teaching practice subject of the General
Didactics of Music program at LMTA, namely, the central position attributed
to the accomplishment of Successful Educatidrusing MPM and MEI. This
feature is paralleled with the focus on the entire set of educational ainfs—
cognitive (CEA, for cognitive educational aim, raising questions “What?
Where? When?"), psycho-motoric/practical (PEA —“how to do it?”), emotio-
nal (EEA —“How does it make me feel?”), and moral (MEA — “How impor-
tant is it to me?”). According to our experience?, students who followed
practice-oriented training, already during the university years learn to socialize
in the apparently difficult environment of secondary education are not afraid
of the school, they know how to solve discipline-related problems and later
successfully work by their specialty and accomplish their personal aints

Methods of Personal Meaning and Emotional Imitation:
their essence, relevance and applications

One of the causes for students’ self-realization during the practice is
learning how to accomplish the Successful Education during the educational
process that consists of the abilities to fulfil the tasks (cognitive and psycho-
motoric educational aims), realize its benefit (emotional and moral educa-
tional aims) and feel pleasure (emotional educational aims). This encouraged
us to use MPM and MEI in the framework of the General Didactics of
Music program, as MEI “[...] helps to develop pupils’ creative skills (artistic
abilities, expressivity, etc.), personal features (initiative attitude, self-confi-
dence, culture of discussion, empathy, etc.), and has a positive impact on
their personal development” (Navickiené 2000; Navickiené 2005; Navickiené
2012).

1 Successful Education is a combination of the abilities to accomplish the predefined
tasks and to feel its benefit and the pleasure of educational process: SE=A+B + P
(this term was developed by Albertas Pilieiauskas).

2 This set of educational aims was developed in the works of Pilie¢iauskas.

3 A similar program preparing music teachers was available in 1992—2002 at
(formerly) the Lithuanian Academy of Music, Kaunas Faculty, Department of Music
Pedagogy.

4 As Lina Virdiliené points out in her survey The Musical and Pedagogic Activity
of the Alumni of the Lithuanian Academy of Music and Theatre, Kaunas Faculty,
96% of the students who graduated from the Department of Music Pedagogy in the
period of 1992—- 2002 were working in the field of music, of which 71% —in secondary
education institutions. Online access: http://www.piliciauskas.|lt/PAPA/papa45/PAPA-
45.pdf (accessed 25 January 2015).
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We will briefly introduce these methods. TheMethod of Personal Meaning
(developed by Albertas Pilieiauskas) emphasizes the nurturing action of various
art forms; it works by revealing communicational and cognitive possibilities
of the participants of educational process as well as actualizing the purposeful
nurturing through naming and verbalizing emotions (Piliéiauskas 1998). When
applying this method, the main focus is on aural music cognition, developing
listeners’ culture and revealing the possibilities to communicate with a music
piece. This way the functionality of music listening is significantly enlarged:
it becomes not only the introduction to a new music piece, its composition
and structural elements, but also a form of innovative game that can centre
the educational process, presenting its characters and transforming music
lesson into the integrative process of discussing relevant topics.

Owing to MPM, music listening has the following four-part structure.
The first part is the introductory information . It helps to achieve cognitive
and psycho-motoric educational aims: analysing the new topic, presenting
the composer, his country of origin, his epoch and its aesthetic context, discus-
sing relevant calendric, societal, cultural or local topics, traditions, etc. For
example: “We have recently discovered Giuseppe Verdi's music, listened to the
excerpts of his operas, but we have not discussed what kind of person he was
what his life was like. To address it we will play a simple game. Let's take a
sheet of paper and write the composer’s name in capital letters as a column...”

The second part focuses on thattitude of educational activity (AEA).
AEA is a set of questions, impossible to answer without listening to a piece
of music. Itis also a way to create an intrigue around the piece to be listened
(accomplishing cognitive and psycho-motoric educational aims), using various
art forms, games, transforming sounds into ‘encoded’ information. Con-
tinuing the example: “Imagine that this upcoming music piece will be the
personal characterization of Giuseppe Verdi. What kind of person he is —
musical elements will help you to find it out. Along every letter of composer’s
name please write features or characteristics ‘suggested’ by the melody, mode,
harmony, tempo, rhythm, etc. of the music...”
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The third part consists of music listening During this part the pupil has
to find answers to the questions of AEA (a part of accomplishing CEA, PEA
and EEA), this way making every element of the musical work more relevant,
important, and attention-prone?®. According to the previously presented AEA
guestions, the teacher might choose, for example, Verdi'€horus of the
Hebrew Slavedrom Nabucco. Thus, via AEA, music listening and identifying
its structural elements become not the final but only intermediate aims, gui-
ding to the introspection of pupils’ personal experiences and discussion of
common values. Moreover, while ‘motivating’ character’s features —i.e. why
he is happy, ecstatic, fast, strong, etc. — the pupil will have to recognize the
instruments, describe structural elements of the music, etc.

The four-part structure culminates with the ethic discussion It is a part
of indirect, hidden nurture (accomplishing EEA and MEA) when the pupils
answer to AEA questions, discuss and present their opinions. At this important
stage the teacher can discuss the universal moral values and the topics relevant
for the class. A possible follow-up of the example:

Gathering® Vittorio
Intellectual Emanuele
Untiring Re

Srong D’ltalia
Energetic

Patriotic

Positive

Enthusiastic

In conclusion, the MPM rely on AEA, music listening and other art
forms.

On the basis of MPM, the Method of Emotional Imitation was created
(developed by Lolita Jolanta Navickieng). This method aims to develop pupils’
musical skills and promote their self-education by imitating emotional into-
nations of a particular music piece or its imaginary subject’s experience,
provoked by integrating other forms of art into this process (Navickiené
2000). As revealed by its name, this method relies on emotions and imitation.

5 For example, a difficult to access contemporary composition could be attentively
listened to if presented with this AEA: “This piece — it's an e-mail that Vincent re-
ceived today. Is it good news, cheering him up for the entire day? Or, on the contrary,
an angry message? If you got this kind of message, what would your answer be?”

5 The teacher might comment on Verdi's personal features after getting to know
what children’s choices were.
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The latter activity — imitation —was chosen as a simpler, more rapidly acces-
sible way, thus avoiding the necessity of deeper psychological empathy and
an adequate (realistic) performance. This is of a particular relevance in the
secondary education where artistic skills of the children are limited by their
little experience in emotional, plastic and verbal expression. Then, while
using MEI for organizing musical activities, the very aim of music perfor-
mance is changed — after learning to imitate specific emotions the process is
later focused on recreating these emotions, experiencing and suggestively
exposing them.

From the practical aspect MEI is universal, i.e. it can be used throughout
entire secondary (and broader) education process, enriching various musical
activities (music listening, singing, solfeggio, rhythmical and instrumental
activities) with the integration of other art forms (fine arts, poetry, prose,
etc.). According to our experience (Navickiené 2000, 2005), using MPM
and MEI helps to increase the personal benefit and the relevance of music
subject. If traditional education schemes often encounter difficulties in for-
ming musical culture” at the secondary education institutions (generally limi-
ted at musical experience, so the lack of musical demand frequently results
in confronting questions, for example, “Why would | need rhythmic exercises,
solfeggio or playing the pipe in my life?”), the use of MEI eliminates the
pretext of these problems as musical activities aim more than only knowing
musical structural elements, recognizing main themes, learning a song or
clapping a rhythm. Educational aims become far more complicated, being
focused on personal development via various musical activities (for example,
“Would you like music class to help you to become expressive, creative,
interesting and capable of showing your positive emotions, self-confident
and not afraid of attention?”).

Another important feature of MEI — it is not only seeking to accomplish
an entire set of educational aims, underlining the integration with other art
forms, and developing pupils’ creativity, but also elements of scenic expression
based on the main principles of Konstantin Stanislavsky’s schod(Noaiéfi-
8aaféeel1988):

— Only love —main and indispensable essence of life — can inspire the real
artist (love for children is the main condition for the professional and
creative activity of the teachel;

7 Here musical culture is seen as a unity of musical experience and demand
(Navickiené 2000).
8 Our comments addressing general education are presented in brackets.
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— Director cannot stage a play without finding its main idea (teacher either
cannot give a class without knowing its aim or motto);

— Theatre must be open, familiar and accessible to allas well as school
must be open, familiar and accessible to a)i

— Theatre repertoire has to be distinctive in its national aspect and tightly
connected with democratic traditions (the vocal and instrumental reper-
toire of the music class has to be national in its content and democratic
in its form);

— Theatreis an art to reflect the life — but not the life in general, rather the
relevant reality of today (likewise, music class has to reflect not life in
general but the relevant issues of today

— Theatre has to aim at the unity of the ethic and the aesthetic; the real
beauty cannot be amoral ¢hildren have to be introduced to the very
best examples of music and other art history;,

— The real artist has to love art within himself or herself and not himself
or herself within art ( music teacher has to go towards music with children
and not simply present music for children;

— The continuous development of the artist in the only way towards the
real art (continuous efforts and honest work will offer the children the
opportunity to suggestively sing, play and acj;

— The main task of an artist — to become the leader and educator of the
audience the main task of a music teacher — to use the power of art not
only to teach but also to nurture children);

— Theatre director is the interpreter, producer, organizer and teacher of a
play (music teacher often is the creator, moderator, and active participant
of school’s cultural life, serving as a role model for childrer).

In conclusion, the MEI relies on AEA, other (than music listening) acti-
vities, other art forms and Stanislavsky’s system.

MPM and MEI in the secondary school music class

Music class is frequently seen as a ‘lighter’ subject or as a break among
the ‘harder’ subjects (for example, mathematics, physics, chemistry, foreign
language, etc.). However, music class and music listening within — usually
requiring the highest concentration and, subsequently, most prone to discip-
line-related problems — might help the pupil not only to develop his or her
personality but also find answers to some important questions.

In general, music class is viewed as a possibility to acquire musical skills —
rhythm, intonation, music listening, sight-reading, singing, playing an instru-
ment, etc. To make music listening more attractive, multiple CEA and PEA

287



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

targeting exercise%are usually involved; it helps the children to focus, reduces
discipline-related problems, but also often redirects their thoughts from the
music itself, transforming music listening into the background of the particular
exercise. Hence, music listening traditionally targets the above-mentioned
CEA and PEA, putting aside EEA and MEA. However, the latter become
more and more important in the context of local and global events, drawing
attention to the common human values; thus, the possibility to discuss various
cultural, societal, political, specific age group related problems, etc., enables
the teacher to accomplish one of the most important aims — not only to
teach the children but also nurture them, adequately forming their values.

We will illustrate the application of MPM and MEI, showing how to
make music listening an axis of the entire lesson, unifying other parts of the
lesson and integrating other musical activities (Navickiené 2005).

Example 1. The academic topic of the lesson: Musical instrument
families (revising note grouping). The moral topid®: “The meaning of family”.

In the introductory part , the main musical instrument families (strings,
winds, brass, percussion) are presented, reminding half, quarter and eight
notes. Later, these notes are compared to family members: half notes — to
grandparents, quarter notes — to parents, eight notes — to children.

The attitude to educational activity: “ We remembered the notes’ family
(the introduction to whole and sixteenth notes is postponed)and... a miracle
happened! We can see what this family looks like(The photos illustrating
grandparents’, parents’ and children’s faces are projected but only the lower
parts of the faces are shown so the emotions of the faces are not clear).
What could you tell about this family? How do they get on with each other?
Are all the family members happy? We cannot really answer to these
questions... We do not see their faces, do not know what they feel. However,
a piece from Pyotr Tchaikovsky’s “Children’s Album” will help us. Listen
to it and according to its melody, tempo, mode, rhythm, etc., decide about
the relations in this family. Would you like something similar in your family? ”

Music listening: Tchaikovsky’s Children’s Album, No. 4, Mummy. The
pupils listen to the piece that becomes a ‘sound-encoded’ language, encou-
raging them to understand the emotional state of the piece (EEA) and think

9 For example, drawing, solving tests or crosswords, illustrating the directionality
of the melody by adequate movements, matching pictures of instruments with the
sounding timbres, etc.

10 The moral topic of a lesson is usually chosen according to the calendric, societal,
school or class context.
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(during the ethic discussion, see below) about an important common value —
the meaning of family (MEA).

Ethic discussion “ Look to the screen — another miracle has happened
and we can see the faces of the entire notes’ family! The piece has guided you
correctly: the family members are caring and gentle towards each other. It
could not be otherwise: if notes did not get on together, how could performers
play them? It is not by chance that this piece is called “Mummy”. What
musical elements particularly helped to create these emotionsPRevising
musical structural elements).

“Do you know how to express your positive feelings? Is it simple? Or
rather complicated? How would you express your love and gratitude to you
mum, dad, grandpa or grandma? Would you need a lot of money, effort, or
time for it? How could children contribute to the creation of friendly relations
within the family? Why is the family so important? Please, describe a portrait
of a perfect family. What are its members like? Why are they important to
each other? How do they behave? What do you like most in your mum, dad,
grandpa, grandma?

Integration with vocal activities: “ Let's make a circle all together and,
expressing gentleness and gratitude, sing “We have a nice family”, a Lithu-
anian folk song you all know well. Think of what a happy person would
look like. What would his eyes, posture, head position be like?While singing,
the teacher himself expresses these emotions and draws attention to the
emotional imitation of these positive feelings, encourages the children to be
expressive, active and feel free.

Integration with music theory and rhythmic exercises “ We have talked
about the notes’ family. Now let’s use these half, quarter and eight notes to
create a ‘secret’ letter, writing down on a staff the feelings that you think are
the most important for you . (Possible to listen once again for the music piece)
What kind of notes would suit best to express kindness, love, honesty, and
quietness? Now let’s clap your ‘letters’ as if it were your hearts ‘knocking’ it.
(The children are asked to perform their exercises gently, quietly and simply,
trying to express their positive emotions)You can take your ‘heartbeat letters’
home and give them to your parents..” (Possible reflection on what was
new for the pupils, which exercises were the most exciting, difficult, etc.)

Educational Intent Units: Harmonization of the educational process

The development of music teachers’ professional skills covers not only
the abilities to organize the educational process, formulate adequate aims
and tasks, plan the timing of a lesson, create musical activities, etc., but also
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focuses on the analysis of a lesson in the context of educational aims, i.e.
how many activities target CEA, PEA, EEA and MEA. This aspect is quan-
tified using educational intent units (EIU; this approach was created and
developed by Albertas Pilieiauskas), each unit meant for a particular educa-
tional aim. This method allows the future music teachers to ‘sort’ every
exercise of a class according to its educational aim. The mentor of teaching
practice, by assisting students’ classes and helping them, encourages them to
achieve approximately equal number of all educational aims. We will illus-
trate this approach by presenting an example of a plan for an ordinary music
lesson, quantifying the balance of targeted educational aims.

Example 2. Music lesson plan for the 4" grade class. The academic
topic: Wind instruments. Flute. The moral topic: “The meaning of friendship
in achieving one’s aim”.

No. Part Content Duration EIU
1 2 3 4 5
1. Beginning, Teacher and children sing the musical ~1min CEA:1
introductory  ‘hello’.Teacher introduces the academic PEA: 1

discussion and the moral topics of the class, its
aims and tasks (CEA, PEA).

2. Vocal Teacher sings with children five vocal ~5min CEA:5
exercises exercises (mormorando, articulating, PEA: 6
cantilena — CEA, PEA), encouraging EEA: 6

them to express joy (‘the class is friendly MEA: 6

and happy”’), solace (“comforting a
friend that was bullied”), honesty, or
encouragement (EEA, MEA). “Christ-
mas is approaching, so let’s sing this
exercise trying to create a hope that the
future will be successful and your class
will become friendly, honest and open”
(PEA, EEA, MEA)
3. Vocal activi- “We are approaching our Advent after- ~7 min PEA: 2
ties (revising) noon where we will sing to your parents EEA: 2
the songs you learned, tell about the
traditions, dance some folk dances'
“Let's remember the song “Here Comes
the Nine-Horned Deer”. Please try,
while singing, to show your joy, enchant-
ment, and expectation for the time when
the dreams come true’ (PEA, EEA)
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2

3

4

“The game “Sycamore Bridge” symbo-
lizes the transition from the dark period

to the light one. Only good and honest
people can cross this bridge. While re-
vising this game, please, use face expres-
sions showing your strength, joy and
kindness” (PEA, EEA)

Music liste-
ning No. 1.
Johann Se-
bastian Bach,
Partita for
solo flute

“Look at his photo. (Projecting a photo
of a shy looking girl) How does this girl
feel?(The children answer, EEA)I agree
that she probably feels shy... This is how
she looked when she came to learn how
to play... I'm sorry, | forgot the instru-
ment she came for. You will have to
remind it to me and tell how she felt
when she heard her teacher playing.
(CEA, PEA, EEA)Listen to this music
and try to find the answer according to
its elements (melody, rhythm, mode,
tempo, dynamics, expression, etc.).
(CEA, PEA)

~5 min

CEA: 2
PEA: 2
EEA: 1

5.

Ethic
discussion

“ Exactly, the girl came to learn the flute!
So, how did she feel when she first heard
her teacher playing? (The children
express their opinion, CEA, PEA, EEA)
“What or who can help this girl to
achieve her aims? Is it important to have
good relations with her teacher? Why?
Can friendship help to achieve important
aims? Could friendly relations in the
class help to learn? Who would you call
a friendly person, a real friend?

(EEA, MEA)

~3 min

CEA:1
PEA: 1
EEA: 2
MEA: 2

New topic.
Wind instru-
ments. Flute

After a short discussion the teacher starts
a new topic — introduces the wind instru-
ments, their properties, tells about the
flute, shows brief audio examples of flute,
oboe, clarinet and bassoon. (CEA, PEA)

~8 min

CEA: 1
PEA: 1

Solfeggio
and rhythmic
activities

“ After getting to know flute we will try

to play it ourselves. Look at this solfeggio
exercise. Let's clap its rhythm first and
revise the note values(CEA, PEA)

~8 min

CEA:
PEA:
EEA:
MEA:
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1 2 3 4 5

What kind of values do you find? Let’s
sing it as if it were a wish for a good
friend. Let’s try to express honesty and
calm joy (it's for our good friend), gently
accompanied by a clapping. What face
expression would we make? (PEA, EEA)

8. Instrumental “Please take your pipes and let's revise ~7 min PEA: 1

exercises without playing the fingering. Let’s play EEA: 1

the melody of the song “Christmas Rose
has Blossomed” that you already know.
Please try to express the feelings we
talked about earlier. Dedicate this song
to your best friend.” (PEA, EEA)

9. Conclusion The teacher discusses with children what ~5 min  CEA: 1

and evalua- they learned, what was fun to do and PEA: 1
tion. Music  what required more concentration. (CEA) EEA: 1
listening Then he or she says ‘goodbye’: This MEA: 1

No. 2. Fried- Fantasy for flute solo in D major by

rich Kuhlau, Friedrich Kuhlau will be my wish for

Fantasyfor  you”. If timing allows, the teacher might

solo flute ask the children to share their impres-
sions. (PEA, EEA, MEA)

Total: CEA: 13
PEA: 15
EEA: 14
MEA: 9

The analysis of this plan show 13 cognitive, 15 psycho-motoric, 14
emotional and 9 moral educational intent units. It emphasizes that the accom-
plishment of emotional and moral educational aims, conditioned by the two
methods — MPM and MEI — helps to make the lesson highly relevant (the
children discussed the important topic of friendship and its impact on their
aims, were encouraged to draw attention to their relations in the class, accep-
tance and respect), not only via singing, solfeggio, rhythmic or playing exer-
cises but also via the development of children’s personality, expressivity and
creativity.
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Conclusions

The analysis of the examples shows that the Methods of Personal Mea-
ning and Emotional Imitation:

— help the future music teachers make the music class relevant, based not
only on the acquisition of musical skills but also on an opportunity to
enrich music education by the formation of common values, promoting
the development of pupils’ personality and interest in moral self-edu-
cation;

— underline emotional and moral educational aims, usually difficult to
accomplish, that naturally provoke pupils to think, activate their imagi-
nation, develop their discussion culture, and objectify their music-
induced feelings, directing them towards reflection and self-expression;

— make music listening an axis of entire educational process, unifying
other parts of the lesson;

— transform the traditionally rational musical activities (solfeggio, rhyth-
mic, instrumental or vocal exercises) into the means of developing perso-
nal expression, ease, creativity, ability to receive attention, etc., this
way enabling to accomplish the Successful Education — when not only
the pupil but also the teacher succeeds in the educational process and
enjoys the profession he or she has chosen.

Izglitibas mcriu paritate: personisko vertibu un
emocionalas imitacijas metopu potencials
mazikas stundu strukturgcdana

Lolita Jolanta Navickiene

Kopsavilkums

Raksta aplikota mdzikas skolotaju sagatavodana darbam vidusskolas,
izmantojot personisko vertibuun emocionalas imitacijasmetodes. Tie iriedar-
bigi veidi, k& harmoniz¢t méacibu procesu un sasniegt pilnigi visus izglitibas
mg¢rius, proti, izzinodo, psihomotoro/praktisko, emocionalo un moralo (dos
mcrius defingjis un sikak aprakstijis Alberts Pilieausks), motivct skolgnus
un samazinat disciplinas problgcmu negativo ietekmi.

Globéala ve¢rtibu apmaida, katrai vecumgrupai svarigu tematu apsprie-
dana (moralais mgriis), pozitivas emocijas (emocionalais mgriis) ir nozimigi
faktori efektivai vidgjai izglitibai, un mizikas stundas var palidzct do efekti-
vitati sasniegt. 2012. gada Lietuvas mdzikas un teatra akadcmija izveidoja
mazikas skolotaju trenioprogrammu Visparcja mizikas didaktika. Daja prog-

293



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

ramma fpada uzmaniba veltita skolotaju kompetences uzlabodanai — izglitibas

procesa harmonizacijai, izmantojotpersonisko vertibuun emocionalas imita-

cijasmetodes. Raksta mgriis ir pamatot 80 metopu nozimi izglitibas procesa.

Lai mcrii sasniegtu, risinati vairaki uzdevumi:

— Tsi aprakstits akad¢cmijas macibu process,

— izskaidrotas personisko ve¢rtibu un emocionélas imitacijasmetodes,

— prezentcts konceptuéls mizikas stundu plans, ko izstradajudi Lietuvas
mazikas un teatra akadcmijas studenti — tas atklaj padgcmienus, k& izman-
tot personisko vertibu un emocionélas imitacijasmetodes.

Noslgcguma demonstrcts, k& dis metodes palidz veidot kvalitativu mazi-
kas stundu. Tas var ne tikai uzlabot skolgnu prasmes mazikas jom4, bet ari
parveidot racionalas disciplinas — solfedpo, ritmiku, klausidanos utt. — par
[idzekiiem, kas Tauj attistit personibas izpausmes, uztveri, komforta izjatu,
spcju bat uzmanibas centrd. Badas mazikas stundas ir balstitas uz globalam
humanitaram vcrtibam.
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Music School Teachers’ Professional Attitudes
as a Projection of the Perspective Education:
Aspects of Music Content and Spread of Innovation

Dr. sc. soc. Giedré Gabnyté
Associate Professor at Lithuanian Academy of Music and Theatre

Introduction

It is irrefutable that success of music education can be determined by
education of teachers, attitude towards innovations in education, style of
work, variety of education forms, etc. The research presented in this article
tries to summarise the attitudes of teachers working at Lithuanian music
schools in respect of music content and spread of innovation. Professional
attitudes not only picturesquely illustrate the situation of today’s music edu-
cation, but also project a long-term view of music education.

Relevance and problem of the researchChanging political, social, and
educational conditions determine new educational objectives based on prog-
ressive ideas aimed at the formation of pupils’ fundamental systems of values,
development of creative skills, transfer of the fundamentals of national and
ethnic, civic and political culture. Against the backdrop of the highlighted
strategic educational aims in Lithuania, musical training plays a special role.
Today scholars equate musical training with multicultural cognizance based
on the development of intellectual abilities of a pupil, on the awakening of
his/her sensuous intelligence, formation of the relation to oneself and to the
surrounding world (Philpott 2012; Westerlund 2012; Samama 2013; etc.).

With a considerable change in the country’s political and sociocultural
conditions, the questions arise naturally: to what extent does ‘the product’
of the 1940s — today’s music school and the education content introduced
by them — correspond to the new education and training (self-training) objective
determined by the paradigm shift? Is there the capability to adjust to new
challenges posed to the society and to the aforementioned personal and
educational aims of a learner and to ensure the supply of high-quality education?

It should not be discounted that the changes in musical training inspired
by the educational paradigm shift are in part determined by the motivation
of teachers, who currently work in music schools, their qualification, and
the approach to teachers’ education innovations. The need for the analysis
of professional attitudes of the aforementioned participants of education
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process — the teachers — emerges. The attitudes are determined by a large

number of specific cognitive, affective behavioural components that manifest

themselves in music education as the experience of teachers, their professional
competence, attitude to a pupil, working style, the diversity of teaching methods,
etc. that could affect education process in a different way and inspire changes
in musical training. The subject of the teachers’ attitudes is not new. It has
been touched upon quite broadly in the educational works of Lithuanian
and foreign authors (Rudkus 2000; Gribaeiauskas, Merkys 2003; Strakdiené

2009; Thomas, Alaphilippe 1996; Trivedi 2002; Schon 2005; Fredrickson

2007; Robinson 2010; Burkett 2011; Khan, Basu 2013; etc.). Researches of

teachers’ attitudes prove that the attitudes not only implicate and illuminate

the fragments of ongoing educational reality, but also distinctively shape
the content of educational changesThe novelty of the subjectchosen by the
author of this research is based on previously not researched diagnostics of
the professional attitudes of music instrument teachers working in a specific
field of musical training.

The research objects professional attitudes of music school teachers.

The research goals to analyse the expression of the professional attitudes
of music school teachers.

The objectives of the research

1) todefine hypothetically the indicators of professional attitudes of music
school teachers and to prepare the instrument that will measure these
attitudes;

2) to reveal the professional attitudes of music school teachers and the
socio-demographic factors that influence them on the basis of the results
of the statistical analysis;

3) todraw up the typology of music teachers who have educational practice
according to the professional attitudes characteristic to teachers, to reveal
the valency of these attitudes.

Key words: music school, music education, attitude of teachers, inno-
vation, the content and the forms of music education.

Methodology and organization of the research

The aim of the diagnostic survey of attitudes was to reveal the prevailing
professional attitudes of teachers and to single out the statistical types of
teachers having the capacity to affect and shape the educational environment
from different perspectives. The development of the diagnostic instrument
for the study of professional attitudes of music school teachers relied on the
research studies oRudkus (2000), Gribaeiauskas, Merkys (2003), Strakdiené
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(2009) etc. and the methodology applied by them. To identify the professional
attitudes of music teachers, two diagnostic blocks were set up:

— attitude towards the content and the forms of music education,

— attitude towards the innovations in music education.

The research made use of numerical measures of descriptive statistics —
frequency analysis. Statistical hypotheses were tested by means of the disper-
sion analysis method (ANOVA) and Chi-Square criterion. The research em-
ployed multidimensional statistical methods: correlation and regression ana-
lysis, factor analysis and cluster analysis. The sample group of the research
was made up of the teachers of instrumental disciplines (grand-piano, string,
folk, wind, percussion instruments, accordion, guitar) from the music schools
in Vilnius, Kaunas, Klaipéda, Biauliai, Panevépys and smaller cities and towns.
The teachers were distributed an anonymous questionnaire designed by the
research author. The questionnaire returnability was 73%: out of 500 distri-
buted questionnaires, 367 completed questionnaires suitable for data proces-
sing were returned to the researcher.

The results of the research

Attitude towards the content and the forms of music
education

This research tried to find out which goal in music education looks the
most important and relevant to teachers. The respondents were asked to
evaluate what the most important goal in education is. They were asked to
rank four goals in music education from the most to the least important. It
was determined that today slightly more than one-third of the teachers con-
sider Promotion of the Interest in Music the major goal of music education.
In the meantime, Completeness and Perfection of the Repertoire being Per-
formed was mentioned in the answers about 15% of the respondents as the
key goal of music education. It can nevertheless be stated that the education
practice of nearly every teacher can be described by the attempt for repertoire
completeness and perfection; hence, it can be considered dominant in music
education. It is proved by the educational analysis of teachers’ practice. It
has been identified that 52% of the respondents agree to repertoire comple-
teness and perfection, while 43.1% uphold this opinion only partially. It has
been determined thatPossibility for Pupil’'s Artistic Self-Expression as the
main goal of music education is the least important to the teacherd?ersonality
Enrichment and Maturity as the principal goal of music education was men-
tioned in the answers of one third of the teachers. Filling in the questionnaire
gave the teachers another possibility to formulate more objectives in music
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education. The most commonly mentioned objectives were associated with
a variety of social, educational, psychological aspects: diligence, indepen-
dence, will education, occupation of children, creativity, and development
of professional students’ competencies, morality, and ethnicity. The evalu-
ation of the expression of the teachers’ attitude towards the importance of
the positioning of arms/body and the main playing skills for the quality of
the music process leads to an unambiguous conclusion that in the sphere of
education this educational factor is supported nearly unanimously (97%). It

is possible, that if these elements are treated as significant in education, it is
difficult to avoid monotonous practice, drills, and musical process is impo-
verished, what certainly can suppress the students’ need to take partin musical
activities. The study of the teachers’ attitude towards the methods used in
the education practice determined that in contemporary music education
conservative methods prevail in the work of over a half of the teachers parti-
cipating in the survey. It has been determined that there is a causal relationship
between the expression of conservative methods and the development of
teachers’ competences. The greater there is a disagreement to competence
development, the more favourable conditions there are created in the edu-
cation domain for conservative methods to manifest themselves. It has been
proved that the conservativeness of the methods in use also manifests itself
in the background of the afore-mentioned agreement to the completeness
and perfection of the repertoire being performed and in the need to use
traditional repertoire (see Table 1).

Table 1.
Provisions in favour of conservative methods of use in relation
to the causal relationships of factors (N=367)

Factors Value df Sig (p)
Professional development of teachers 22.085 4 0.000
Traditional repertoire 11.840 4 0.019
Artistic perfection of repertoire 10.772 4 0.029

It means that routine actions and occasional drill in repeating, imitating
and perfecting complex elements of a musical text or interpretation are not
avoided in the education domain. It has been revealed that the teachers are
rather sceptical about the search for methodological innovations or the testing
of a new pedagogical strategy.

The analysis of the expression of the teachers’ attitudes towards tra-
ditional and alternative types of musical activities during a lesson has revealed
that contemporary education is dominated by traditional methods, and this
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educational factor is supported by more than a half of the teachers partici-
pating in the survey. It means that the learner’s activities in a lesson limit
with the study of a musical text as well as ‘technical’ and interpretative
exercises of a piece of music. It has been identified that the latter attitude
potentially forms in showing a special concern about pupil’s professional
competencegchi?=26.372; df-4; p=0.019) (p=0.000); it should not be denied
that the repertoire, which a pupil must interpret in an artistically complete
manner, ‘contributes’ to such an approach towards education practice
(chi2z=17.530; df-4; p=0.002). However, the results have proven that the
majority of teachers (80.1%) have a positive attitude towards alternative
types of pupil’s musical activities during a lessonln terms of percentage,
this attitude can be considered prevailing in education (see Table 2).

Table 2.
The comparison of provisions of conventional and alternative
musical-artistic student’s practice in relation to the use of methods
during the lesson (N=367)

Alternative musical-artistic Conventional musical-artistic
practice of a student during student’s practice during
the lesson the lesson

N % N %

--- --- Disagree 133 36.3

73 19.9 Partially agree 213 58

294 80.1 Agree 21 5.7

367 100 Total 367 100

The analysis of the teachers’ attitudes towards the contemporary possi-
bilities of pupils’ stage activities has revealed a critical approach of over a
half of the respondents in this respect. Even though the education practice is
dominated by the forms of stage activities which have not been changed over
decades, the expression of the teachers’ attitude not to agree and to change
traditions is rather explicitly stated in contemporary education. Such an
attitude enables to see the future music education in a rather optimistic light:
it is likely that the possibilities of stage activities for the learners not seeking
professional music education will become attractive and corresponding to
their competences.

The analysis of the teachers’ attitudes towards the traditional repertoire
and a repertoire meeting a contemporary pupil’'s needs used in the educational
process has yielded rather contradictory results. It has been identified that
the absolute majority of the teachers support the use of the traditional reper-
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toire. However, it has also been revealed that the teachers can be characterised
by a positive attitude towards the use of the repertoire meeting contemporary
pupil’s needs. The latter provision is apparent in the answers of nearly all
respondents. Thus, the results prompt an insight that the aforementioned
attitudes intertwine or simply supplement one another. It should be noted
that the approval of the traditional repertoire is determined by the use of
demographic data resolution. It has been clarified that this provision is more
specific to women (=0.000) and older teachers p=0.003). Proponents of
the traditional repertoire are piano teachers p=0.003), which means that
they lack a more flexible approach to the selection of repertoire. Probably,
the genre standards are most respected while teaching to play the piano and
such music styles as jazz and pop are sluggishly included into the repertoire.

The attitudes towards innovations in music education

The teachers’ attitudes towards the spread of innovations were investi-
gated. It was tried to find out the teachers’ attitudes towards differentiated
education, alternations of the system of assessment, the need for experiments
in education, opportunities of group learning, music education of adults
and people with disabilities, and opportunities for students to choose subjects
in the curriculum. It has been identified that the teachers have a sufficiently
favourable attitude in respect of the dissemination of innovations. The
teachers are most in favour of the education of the disabled and adult edu-
cation, whereas they are least in favour of the change of assessment system
and group learning (see Table 3).

Table 3.
The teachers’ attitudes in relation to education innovations.
Percentage rate$N=367)

Disagree Partially agree Agree
N % N % N %

Innovation

1. Differentiation of education 28 7.6 129 351 210 57.2

2. Alternations of the system of 188 512 143 39 36 98
assessment

3. Need of experimentation 59 16.1 166 45.2 142 38.7

4. Group learning 191 52 136 37.1 40 101

5. Music education of adults 16 4.4 78 21.3 273 74

6. Education of people with 17 46 83 226 267 728
disabilities

7. Opportunities for students to 163 136 371 171 466

choose subjects in the curriculum
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It has been determined that the disagreement to the change of the assess-
ment system is conditioned by an unfavourable attitude towards other innova-
tions in music education. It means that the agreement to the change of the
assessment system is associated with a generally progressive attitude in respect
of the application of innovations. In the meantime, the negative attitude
towards group learning is mostly affected by the disagreement to differen-
tiated education (chi2=27.984; df-4; p=0.000) and the positive attitude to-
wards the development of competences of the teacher him/herself (chi2=9.646;
df-4; p=0.047).

The majority of the teachers have a rather favourable attitude to diffe-
rentiated education. The agreement and partial agreement to this innovation
exceeds 90% of the answers of all the respondents. Such a favourable teachers
attitude is formed by a positive attitude towards competence development
and the agreement to alternative forms of pupils’ activities during a lesson
(p=0.000). However, a positive attitude towards differentiated education
expressed by the absolute majority of the teachers opposes to the contem-
porary educational practice abounding in educational elements in relation
to professional education. It means that teachers are more prepared to imple-
ment this innovation in theory than in practice.

The teachers were not active in answering the open question which was
supposed to reveal the needs for innovations in education. However, the
grouping of the answers into categories reveals that the integration of com-
puter technologies in education is most relevant in contemporary education.
The teachers find new disciplines important, such as improvisation, ensemble,
accompaniment, sight-reading, playing by heart. It has been determined that
the possibility of selection of a ‘more flexible’ repertoire is considered a
significant innovation in music education. The teachers associate innovations
in music education with new forms of music education — education of the
disabled, adult teaching, group learning. It has been noticed that the material
wellbeing of a school is relevant to the teachers, which, according to the
teachers, is essential for the introduction of innovations in a school. The
teachers specify the shift in their attitude which is essential for the school to
become attractive, innovative and modern as one of the preconditions for
the dissemination of innovations. The names of these categories and the
unedited text describing these categories are summarized in Table 4.
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Table 4.
The categories of music education innovations based on
the respondents’ answers. Qualitative analysis (N=175)

Category name Answers Number
of answers
1. Innovations, associa- Lack of additional time for sight reading,
ted with the intro- for playing ensembles / Little attention to 43
duction of new improvisation / Possibilities to choose
disciplines attractive things
2. Introduction of more Flexible repertoire (not according to the
flexible repertoire programmes) / Repertoire lacks contem- 10
porary works / Works played in national
and international competitions are too
difficult, children are in tornment, what
a nonsense
3. Usage of computer  More opportunities to use a computer /
technologies in musi- opportunities to listen to the performance 44
cal training of professionals
4. New formsin edu-  People of different age could study at music
cation schools / Differentiate curricula of music 22
education
5. The material well- Each innovation requires material facilities
being of school first / | think today we lack everything what 22
you have to pay money for! Instruments,
equipment, metronomes and stands.
Nobody thinks that you can learn to drive
a car riding a broom. A car is necessary!
6. The change of To show interest in, be up to date, to be
teacher’s pedago-  flexible / Independent thinking / | think 14
gical approach that teachers should have a wider spectrum

of opinion, have higher motivation

Complex relations of professional attitudes

The analysis of complex relations of professional attitudes has yielded
the results that will likely be relevant and useful for the modelling of music
education in the future. It has been determined that the domain of contem-
porary music education is dominated by a rather diverse expression of profes-
sional attitudes. It has been identified that the expression of attitudes is
rather contrasting in the education practice. There is a conservative attitude
towards the curriculum and an opposing liberal attitude.
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A thorough analysis of the expression of professional attitudes in the
education practice enabled the distinction of four statistical types of teachers.
It has been identified that the teachers of music schools fall into the following
types: Moderate Conservatives, Moderate Innovators, Conservatives, Liberal
Reformers. It may be stated that the most innovative statistical groups in
favour of curriculum changes and the dissemination of innovations are Mode-
rate Innovators and Liberal Reformers. Itis likely that the teachers attributed
to these groups are enthusiastic and initiative in respect of reforms and chan-
ges. In the meantime, Moderate Conservatives and Conservatives reflect an
approach in opposition to the said factors. Innovative ideas are not foreign
to Moderate Conservatives; however, they prefer stability rather than radical
changes in education. The group of Conservatives is exceptional in the context
of statistical types: the teachers assigned to it are especially conservative;
their attitudes can be defined by scepticism, opposition to innovations and
the change of any element in the education practice. It can hardly be denied
that the attitudes of Conservatives and certain actions driven by these attitudes
are the principal obstacle to the improvement of education available in con-
temporary Lithuanian music schools. It has been identified that the statistical
groups of Moderate Conservatives and Conservatives are mostly wide-spread
in the music schools of the capital city, while the groups of Liberal Reformers
and Moderate Innovators are more common in the music schools of smaller
towns. It prompts a conclusion that the music schools located in smaller
towns or rural areas create more favourable conditions for the changes in
the curriculum and the dissemination of innovations.

Conclusions

— The understanding of the concept of the music teachers’ professional
attitudes was conceptualised based on the interpretations of the concept
of attitude proposed by different authors in the context of social psycho-
logy and education. The research model of music school teachers’ pro-
fessional attitudes relied on two structural elements of attitudes: the
attitude towards the content and the forms of education and the attitude
towards the innovations in education.

— The teachers’ attitudes towards the content and the forms of music
education have been investigated. The study has revealed that the attempt
for repertoire completeness and perfection is apparent in the education
practice of nearly every teacher, which means that it can be evaluated
as dominant in the domain of music education. The conclusion is supple
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mented by the expression of the teachers’ attitudes in respect of the im-
portance of positioning of arms/body and the development of major
skills: it has been determined that this education factor is upheld nearly
unanimously. It has been revealed that the attitudes of the majority of
the teachers reflect their support to conservative methods, while the
application of new strategies in pedagogical activities is approached
with a grain of scepticism. It is a paradox that teachers do not object to
the inclusion of improvisation, sight-reading or playing by heart in the
pupil’s activities but they do not yet provide the pupil with a possibility
for such activities in their work. Educational practice is dominated by
the attitude in favour of the choice of the conventional repertoire based
on rigid traditions, which has been proven to be a characteristic feature
in the work of the majority of teachers. However, they find it equally
important to take into account a contemporary pupil’s needs by selecting
the examples of music, which would be attractive and relevant to the
pupil; however, such a practice is only pursued in individual cases.

It has been determined that teachers can be characterised by rather
favourable attitudes towards the introduction of innovations in a school.

In contemporary education, teachers are most in favour of the education
of the disabled and adult teaching and least in favour of the change of
assessment system and group learning. The majority of teachers have a
rather favourable attitude towards the differentiation of education;
however, they follow the standards applicable to professional education
in their work. It has been identified that the teachers consider the intro-
duction of computer technologies and the integration of new disciplines
(improvisation, ensemble, accompaniment, etc.) in the curriculum the
most relevant education innovations. A successful introduction of inno-
vations is associated with an improving material situation of a school
and teacher’s personality.

The hypothesis brought forward by the author proved to be right. Accor-
ding to it, different pedagogical profiles working in different directions
and forming an educational practice manifest themselves in contem-
porary education: Moderate Conservatives, Moderate Innovators, Con-
servatives, Liberal Reformers. It has been identified that a conservative
approach is slightly more intensive than liberal in contemporary educa-
tional practice; education is essentially defined by the confrontation of
the two approaches. Such a conclusion is prompted by a slightly higher
number of Moderate Conservatives and Conservatives compared to
Moderate Innovators and Liberal Reformers.
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Mazikas skolu pedagogu attieksme
pret savu profesiju perspektivas izglitibas rakursa:
mazikas satura un inovaciju popularizacijas aspekti

liedre Gabnite

Kopsavilkums

Batu kitdaini noliegt, ka parvertibu procesu mazikas izglitiba (tas izriet
no izglitibas modeiu maidas) daicji ietekm¢ mdzikas skolu pedagogu moti-
vacija, kvalifikacija un pieeja izglitibas inovacijam. Tiedi tapcc ir aktuali
analizct iepriekdmingto pedagogu attieksmi pret savu profesiju. To nosaka
liels skaits specifisku kognitivAs un emocionalas izturgdanas komponentu,
kas izpaupas gan skolotiju izglitotiba un viou profesionalaja kompetencg,
gan attieksmc pret skolgniem, darba stila, mactbu metopu dapadiba utt. Visi
die faktori var daudzveidigi ietekmgct izglitibas procesu un rosinat parmaioas
mazikas izglitiba. Skolotdju attieksme nav jauns izpgtes objekts. Tas jau
samcra pladi ir analiz¢ts gan lietuviedu, gan arzemju autoru darbos. D1 raksta
novitate savukart ir kads iepriekd nepctits minctas tcmas rakurss: proti, tiek
izvcrtcta attieksme pret savu profesiju, kas raksturiga specialas mazikas izgli-
tibas pedagogiem.

Pctijuma problemaétika atklajas sekojodos jautdjumos:

1. Kamainas/nemainas izglitibas satura elementi Lietuvas mQzikas skolas?

2. Kadas iezimes skolotaju attieksm¢ pret savu profesiju var uzskatit par
domingjodam, raugoties profesionalas motivacijas rakursa?

3. K& skolotaju attieksme pret savu profesiju ietekmg izglitibas saturu un
formu praksc¢?

4. Ka skolotaju attieksme pret savu profesiju ietekm¢ viou viedokli par
masdienu izglitibas inovacijam?

5. Ké&da tipa skolotdji (spriepot pc¢c statistikas) ir visinteraktivakie savas
attieksmes paudana?

Pctljuma objektsir mizikas skolotju attieksme pret savu profesiju.

Pctijuma mcriis ir analizct, k& izpaupas mizikas skolotaju attieksme
pret savu profesiju izglitibas modeiu maidas konteksta.

Pctijuma metodesaprakstodas statistikas metodes: datu grafiskéa vizuali-
zAacija u. c.; varbltibas statistikas metodes: hi kvadrata tests; multidimen-
siondlas statistikas metodes: faktoridla datu analize, korelacijas un regresijas
analize, datu kopu analize.
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Lithuania, Estonia and Finland are members of the European Union,
which indicates that education systems in these countries could be very similar
because of the main directives of the European Commission, the recommen-
dations of the Committee on Culture and Education (European Parliament),
common projects, etc. and despite a lot of differences between these countries
of the Baltic region. Formal and non-formal music education has old tradi-
tions in each of the countries, therefore the experience of each country is very
valuable and important for the new findings in the optimization of music
education programs and processes.

The analysis of scientific literature and documents was used in an attempt
to reveal the peculiarities of Lithuanian, Estonian and Finnish music education
systems. The paper presents the research carried out among future music
teachers in Lithuania, Estonia and Finland.

Key words: music education, singing, music activities, non-formal edu-
cation.

*k%k

Music education is an important part of general education, aimed at
the development of full-fledged and valuable members of society who demon-
strate the unity of creativity, imagination and skills of emotional intelligence.
Each country in the European Union has its own educational system which
leads to the development of personal qualities and skills using the peculiarities
of music and music education. Formal and non-formal music education systems

308



V. Juceviei(té-Bartkevieieng, K.-L. Vainio, T. Pihkanen. Similarities and Differences..

are formed as the outcomes of internal (e.g., mentality) and external (e.qg.,
dir ectives of the European Commission and the recommendations of the
European Parliament) influences in each country. Therefore, the experience
of each country in this sphere is very valuable not only for their own use, but
also as a source of inspiration for the education communities of other countries.

Moreover, the role of non-formal music education has to be emphasized.
For example, the Lithuanian National Education Strategy for 2013-2022
emphasizes that the formal curriculum does not provide sufficient oppor-
tunities for the realization of self-expression, character and identity creation,
the formation of the national consciousness. It does not allow to understand
the proper role of culture and creator and to unfold creative freedom and
creativity. Lithuanian general education schools are not realizing its full
potential in order to improve the quality of interaction with the human and
the societal needs.

Thus, non-formal education is particularly relevant in Lithuania, where
there is a big educational perspective in this fieldd Much attention is being
paid to non-formal education throughout the European Union — it is high-
lighted in the European Commission Rethinking Education Strategy (2012
This form of education and training is particularly attractive due to the
specific conditions: voluntary, personal initiative, self-expression needs. Both
forms of education (formal and non-formal) of children and young people
provide opportunities for new generations to become active members of
society and successfully operate in it.

The aim of the research- to clarify the similarities and the differences
of formal and non-formal music education processes in Lithuania, Estonia
and Finland.

The research questions:

1. What are the peculiarities of formal and non-formal music education
systems in Lithuania, Estonia and Finland?

2. What are the most successful and the most problematic fields in music
education in these countries?

3. Which music activities take the first position in the process of music
education in each country?

! Valstybiné dvietimo 2013-2022 m. strategija (2012). http://www3.Irs.It/pls/
inter3/dokpaieska.showdoc_|?p_id=438859 (accessed 20 January 2015).

2 Valstyhiné dvietimo 2013-2022 m. strategija (2012). http://www3.Irs.It/pls/
inter3/dokpaieska.showdoc_|?p_id=438859 (accessed 20 January 2015).

3 European Commission Rethinking Education Strategy(2012). http://europa.eu/
rapid/press-release_|P-12-1233_en.htm (accessed 20 September 2015).
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The research methods, instruments and respondentshe theoretical
analysis involved the examination of scientific literature and documents.
The empirical research was carried by means of questionnaires out in Lithu-
ania, Estonia and Finland. The statistical analysis was carried out using
SPSS Statistics 17.0 software of statistic data processing: descriptive statis-
tics — the calculation of percentage frequency. There were 200 participants —
future music teachers from Lithuania, Estonia and Finland, who completed
the questionnaire (that consisted of closed questions). Future music teachers
gave their written opinion about the relevance of singing and vocal education,
its importance and significance for a learner’s personal development.

The structure of Lithuanian Education System (Figure 1) provides a lot
of possibilities for children aged 3 to 5 (pre-school education) to acquire
some skills of musicianship, because children in kindergartens have music
classes with a music subject teacher for about 30 minutes twice a week.
Additionally, children have festivities (at least 6 times a year), which almost
always include songs, dances and music. There are some music projects and
musicians’ visits to kindergartens organized, too.

Figure 1. The structure of Lithuanian education systent

4 LR bvietimo ir mokslo ministerija (2014). Bvietimo sistemahttp://www.smm.|t/
web/It/smm-svietimas/svietimo-sistema and http://www.smm.lt/web/en/education_1
(accessed 20 January 2015).
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There are different activities that could be chosen by parents for their
children additionally — as non-formal education. Now it is very popular to
let children go to ‘schools’ (e.g.,Nykotuka mokyklélé = Little Elfins’ School,
Estetinio ugdymo mokyklélé = Little Aesthetic Education School,biniukg
mokyklélé = Little School Knowledge, Rudnosiuko mokyklélé = Little Brown-
Nose’s School, etc.); it is especially true for big cities (e.g., Vilnius, Kaunas,
Klaipéda). There are musical activities for children that give opportunities
to improvise, create and analyse music, sing thus promoting their self-expres-
sion and strengthen their original musical knowledge in these ‘schools’. Music
is an ideal tool to reveal a child’s personality and develop it; that enables the
child to learn himself and others. Almost in all cases parents have to pay for
these activities.

There is one or two music lessons per week at the beginning of basic
education (in Grades 1-4) in Lithuania. It could be given by the class teacher
or a music subject teacher, depending on a separate school administration’s
decision. There have been a lot of discussions about the problems in this
situation because some researches have showed (Abramauskiené 2004; Abra-
mauskieng, Judickaité 2009) that class teachers are not sufficiently competent,
but not many changes have occurred mainly because of financial problems.

Special music education as an elective is available at this child’s age in
the form of non-formal education in music and art schools. The initiative
may be private, but there are clubs for children that are financed by state
institutions.

Estonian music education has two branches (Figure 2):

1) Musicis one of the compulsory subjects in general education (in kinder-
gartens, primary schools, basic schools and secondary schools).

2) Special music education is available in music and art schools, in special
music colleges, in Tallinn Music High School and in the Estonian Aca-
demy of Music and Theatre.

According to Republic of Estonia Education Act (2014)°, music schools
are classified as ‘hobby schools’ in Estonia. The main role of music schools
in Estonian music education is to provide elementary music education for
future professional musicians. There is no tradition of teaching future musi-
cians in private schools in Estonia. The other role of non-formal music educa-
tion is to give possibilities for developing, getting decent instrumental skills
and experience of ensemble playing to a large number of children and youth.

5 Republic of Estonia Education Act (2014). https://www.riigiteataja.ee/en/eli/
524042014002/consolide (accessed 30 September 2015).
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Figure 2. The Structure of Estonian Education System and Music Educatioh

In Estonia, music is mostly taught by qualified music teachers (there
are a few exceptions in primary and basic level where music is taught by
class teachers). From the seventh grade up to the twelfth grade all subjects
are taught only by teachers-specialists (regulated by the law).

The curriculum in Estonia emphasizes the integration of various discip-
lines. The majority of music teachers are interested and able to integrate
music and other disciplines — languages, history, sciences, visual arts and
movement. They have started to use computers and technology in music
lessons. However, here one can see another danger — they allot less and less
time in music lessons for singing and for playing instruments.

The Finnish National Core Curriculum presents very wide objectives
set for music education and therefore in all grades teachers have a lot of

8 According: The Estonian Education System — 2014 http://mavoieproeurope.
onisep.fr/en/initial-vocational-education-and-training-in-europe/estonia/ (accessed 30
January 2015); The Estonian Education System (2011) http://www.virtualschools
andcolleges.eu/index.php/Estonia (accessed 30 January 201%ke National Curricu-
lum for Basic and Secondary Schools (2010)http://www.slideshare.net/OLEtark/
education-system-in-estonia-novara?next_slideshow=1 (accessed 30 January 2015).
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freedom when choosing the contents and the methods to be used in their
teaching. Compulsory basic education encompasses nine years and caters
for all children aged from 7 to 16 (Figure 3). In grades 1 to 6, there is usually
one or two music lessons per week, normally given by the class teacher
(Master of Education). In grade 7 there is one compulsory music lesson
weekly given by a music subject teacher (Master’s degree in Music Education).

Figure 3. The Structure of Finnish Education System

The researches (Tereska 20G3Vesiojan 2006°) find that Finnish future
class teachers’ evaluation concerning the sufficiency of their musical skills is

" Finnish National Board of Education (2015). http://www.oph.fi/fenglish/education_
system (accessed 20 September 2015).

8 Tereska, Tarja (2003).Peruskoulun luokanopettajiksi opiskelevien musiikillinen
minakasitys ja siihen yhteydessa olevia tekijoitd = Pre-Service Elementary Teachers’
Self-Concept in Music, and Its Contributing Factors Helsingin yliopiston opettajan-
koulutuslaitoksen tutkimuksia 243. https://helda.helsinki.fi/bitstream/handle/10138/
20006/peruskou.pdf?sequence=1 http://www.smm.lt/web/en/education_1 (accessed
20 January 2015).

9 Vesiojan, Terhi (2006). Luokanopettaja musiikkikasvattajana = The Class Teacher
as a Music Educator Joensuun Yliopiston kasvatustieteellisia julkaisuja 113.
http://epublications.uef.fi/pub/urn_isbn_952-458-810-2/urn_isbn_952-458-810-
2.pdf (accessed 20 January 2015).
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lower than that which is seen in the results of earlier researches. Because of
their insufficient musical skills, nearly one-third of the target group state
that they do not want to teach music to his/her own class.

Music is a compulsory subject from the first up to the twelfth grade in
Estonia (National Curriculum for basic and secondary schools, 2002). The
situation is different in Lithuania and Finland (Figure 4). The subject of
music has become optional. During grades 8 to 9 music is, in most schools,
an optional subject in Finland, the same happens in Lithuania in grades 11
to 12 (the exception is schools with specialized educational field programmes).
It is noteworthy that Finnish education system is a leader, and this year itis
going to radically reform the way its children are taught, scrapping traditional
‘teaching by subject’ in favour of ‘teaching by topic’ (Garner 2015)%.

Institution Grade Lithuania Estonia Finland

Kindergarten 2 lessons 2lessons  *

Primary school grades 1-3 1-2 lesson 2 lessons 1-2 lessons

Basic school grade 4 1 lesson 2 lessons 1-2 lessons
grades 5-6 1 lesson 1 lesson 1-2 lessons
grade7 1 lesson 1 lesson 1 lesson
grades 8-9 1 lesson 1 lesson 1 (optional)

lesson

* According to Anu Sepp (2014)%, there are no music lessons as such in Finnish
kindergartens, there is ‘integrated activity’, but not music lessons.

Figure 4. Music as a Compulsory Subject in Lithuania, Estonia
and Finland (Lessons per week)

There are several fields that cover the full children’s music education in
the Lithuanian formal education. The subject of music consists of three areas:
musical expression(singing, playing, creative and performance skills)liste-
ning to music; music cognition in the social and cultural environment. As
compared with Lithuanian, the Estonian basic activities of general music

10 Garner, Richard (2015). Finland Schools: Subjects Scrapped and Replaced with
‘topics’ as Country Reforms Its Education System http://www.independent.co.uk/
news/world/europe/finland-schools-subjects-are-out-and-topics-are-in-as-country-
reforms-its-education-system-10123911.html (accessed 30 September 2015).

11 Sepp, Anu (2014).From Music Syllabi to Teachers’ Pedagogical Thinking: A
Comparative Study of Estonian and Finnish Basic School EducationUniversity in
Helsinki: Research Report 359. https://helda.helsinki.fi/bitstream/handle/10138/
135788/tut_359_ethesis.pdf?sequence=1 (accessed 20 September 2015).
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education areperforming (singing, playing instruments),composing, listening
to music, and music history.

In Lithuania, singing as one kind of musical expression is popular in
pre-school-education, pre-primary and primary education. For example, this
activity is also highlighted in the newest Pre-primary Education Development
Programme, “when singing, humming, intoning he expresses his emotions
and thoughts. He plays music games, music circles, sings unanimous songs.
The child sings in different harmonies (major, minor, etc.), simple tunes.
[...] learns to know his voice peculiarities and possibilities, becomes used to
breathing correctly, articulate” .

This activity is one of the leading ones in the non-formal music education.
For example, it is the most popular non-formal education activity from all
music activities among schoolchildren of grades 5-11 in Lithuania (Rudkus,
pvirdauskas, Stanidauskiené 2009: 24).

The Estonian Music Teachers’ Union has been regarding singing (inclu-
ding choral singing) as one of the main goals of music teaching to preserve
and maintain the cultural heritage and traditions. As singing education in
ordinary schools in Estonia is on a quite high level, music schools are mostly
focused on instrumental teaching.

In Finland, the quantity and quality of singing in class usually depends
on the teacher’s own interest in singing and his or her competence in teaching
singing (Pihkanen 2010). Singing lessons became literally music lessons in
the 1970’s great educational reform when the subject’s name was changed
from singing to music. It was an introduction of different music practices
into the music education besides singing (Sepp 2014: 23), but singing is still
the most popular music making tool in music lessons. Music teachers and
future music teachers find singing and vocal skills an essential part of music
education.

Thus, singing as the most popular activity in formal and non-formal
music education could be an indicator of some tendencies in all music educa-
tion. Therefore it was decided to explore this area of music education by
analysing future music teachers’ attitudes. Besides, future music teachers
were chosen for the research because they have a tight connection with the
future, with the future music education in general. They will take care of
future music education; therefore their opinions are very important.

12 Priedmokyklinio ugdymo bendroji programa (2014). Vilnius: Bviesa, pp. 64—
65. http://issuu.com/ikimokyklinis/docs/sviesa_bpup_maketas/1 (accessed 20 Sep-
tember 2015).
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The future music teachers believe that they feel a very strong impact of
singing on such personal qualities as creativity, self-confidence, individuality,
emotionality (Figure 5). It was asked: Does singing and vocal education
influence students’ personal qualities and skills? We have noticed that future
music teachers in Finland have highlighted the connection between emotio-
nality and vocal education, but they do not think that singing is very important
for self-confidence. More than 30% of future music teachers in the other
two countries spoke about a very strong impact on all listed qualities.

There was a question about the importance of singing for school-
children’s musical education (Figure 6). The majority of the future music
teachers in all the three countries have chosen the answer that shows that
singing is very important.

Figure 5. The influence of singing on personal qualities (%)

Figure 6. The importance of singing for schoolchildren’s musical education
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The future music teachers were asked about their attitudes to singing
solo in the classroom, i.e. whether it is important for schoolchildren’s per-
sonal development. There are more than 70% Lithuanian future music
teachers, more than 50% Estonian future music teachers and more than
30% Finish future music teachers who consider it very important and impor-
tant (Figure 7).

Figure 7. The importance of solo singing in classroom for
schoolchildren’s personal development

The question about the importance of teachers’ singing abilities in the
music lessons (Figure 8) was asked, too. The biggest part of future music
teachers in all three countries have chosen the answers, which show that
singing abilities are very important or important. In another research in
Lithuania (JucevieiOté-Bartkevieiené 201%) there were more than 90% of
working and future music teachers, who claimed that vocal abilities and
skills are important in a music lesson, as also more than 80% of working
and future music teachers argued that vocal education is important to their
subject-specific competences.

18 Juceviéilté-Bartkevieieng, Vaiva (2013)Strategy of Future Music Teachers’
Individual Vocal Education . Vilnius: Edukologija. http://vddb.library.lt/fedora/get/
LT-eLABa-0001:E.02~2013~D_20140127_155019-80879/DS.005.0.01.ETD
(accessed 20 September 2015).
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Figure 8. The importance of a teacher’s singing abilities in music lessons
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Conclusions

The research shows that formal and non-formal music education systems
in Lithuania, Estonia and Finland are very similar. It is evident that
there are some differences in the distribution of music lessons in different
grades. The Estonian music education system creates more possibilities
to get more music knowledge because music is a compulsory subject
from the first up to the twelfth grade in Estonia and there are more
music lessons throughout the years of education.

The most problematic fields in music education in Lithuania and Finland
are connected with the sufficiency of class teachers’ musical skills. The
integration of different disciplines and the growing significance of com-
puters and technology could cause danger of spending less time in music
lessons for singing and for playing instruments in Estonian music edu-
cation.

Singing is a very popular activity in all the three countries considered.
The research in Lithuania, Estonia and Finland has revealed that there
is a very strong impact of singing on such personal qualities as creativity
and emotionality. It also shows that singing is very important for school-
children’s musical education, the importance of teacher’s singing abilities
has been underlined.
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Kopigais un atdiirigais Lietuvas, lgaunijas un Somijas
formalajas un neformalajas mazikas izglitibas sistcmas

Vaiva Jucevie(te-Bartkevieiene
Katri-Lisa Vainio
Timo Pihkanens
Kopsavilkums

Lietuva, lgaunija un Somija ir Eiropas Savienibas dalibvalstis. Tadci
pirmaja mirkli varctu domat, ka izglitibas sistcmas dajas valstis ir ioti lidzigas
izrietodas no Eiropas Komisijas direktivam, Eiroparlamenta Kultdras un Izgli-
tibas komitejas ieteikumiem, kopigiem projektiem utt. Tomg¢r do valstu izgli-
tibas sistcmas ir btiskas atdiiribas. To nosaka tradicijas, turklat katras valsts
pieredze ir ioti v¢rtiga un nozimiga; ta sniedz impulsus jauniem atklajumiem,
kuri varctu palidzct optimiz¢t mazikas izglitibas programmas un procesus.

Lai noteiktu Lietuvas, Igaunijas un Somijas izglitibas sistcmu ipatnibas,
tika analizcta zinatniska literatQra un dokumenti. Raksta pamata ir pctijumi,
kas veikti Lietuva, Igaunija un Somija topodo mazikas skolotaju vidg.

Pctijuma mcriis bija atklat kopigo un atdiirigo forméalas un neformalas
mdzikas izglitibas procesos Lietuva, Igaunija un Somija.

Pctljuma jautajumi:

— Kadas ipatnibas piemit forméalas un neformélas mazikas izglitibas sistc-
mai Lietuva, lgaunija un Somija?

— Kadas dajas valstis ir visveiksmigakas un visproblematiskas mizikas
izglitibas jomas?

— Kadam muzicgdanas formam do valstu izglitibas sistcma paredzgta prio-
ritate?

Pctljuma izstrades gaita radas vairaki secinajumi.

— Forméalas un neforméalas mazikas izglitibas sistcmas Lietuva, Igaunija
un Somija ir ioti lidzigas. Acimredzamas ir atdiiribas starp mizikas
stundu sadali dapadas klascs. Igaunijas mazikas izglitibas sistcma rada
vairak iespcju gt mizikas zinddanas, jo mQzika ir obligats macibu
priekdmets no pirmas lidz divpadsmitajai klasei, un art kopuma visa
izglitibas procesa ir vairdk mizikas stundu neka Lietuva un Somija.

— Problemétiskékas jomas Lietuvas un Somijas mazikas izglitibas sistgmas
ir saistitas ar skolotaju neadekvatajam muzikalajam spcjam. Dapadu
disciplinu integréacija un augoda datoru un citu tehnoloiiju loma rada
draudus dziedadanas un instrumentu spcles pietiekami kvalitativai apma-
cibai abas valstis.
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— Dziedaoana ir ioti populara muzic¢danas forma visas trijas valstis. Pcti-
jumi Lietuvd, Igaunija un Somija atklaja, ka dziedadana atstaj spccigu
iespaidu uz tadam raksturipadibam ka radodums un emocionalitate. Tie
ari vestija, ka dziedadana ir ioti svariga skolghu muzikalajai izglitibai,
savukart skolotaju dziedatprasme var tiedi ietekmct skolgcnhu muzikalo
attistibu.

Atslcgvardi: mizikas izglitiba, dziedadana, mizikas aktivitates, nefor-
mala izglitiba.
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Choral singing is a form of music, which has deep roots in the worldview
of Lithuanians and their national culture traditions. The first professional,
who provided basic recommendations for the improvement of choir singers’
performance, was Juozas Naujalis, whereas Stasys Bimkus and later Mikalojus
Konstantinas Eiurlionis did the same in publicist articles. Numerous nice
traditions, such as Song Festivals, choir campuses and contests, are observed
in Lithuania. Choral arts have been researched by choirmasters-practitioners
and educational researchers Anicetas Arminas (1991, 1998), later Lina Dum-
bliauskaité (2001), Regimantas Gudelis (2001, 2003), Zenonas Rinkevieius
(2002), Stanislava Jareckaité (1993, 2008), Romaldas Peéelilinas (2003),
Rasa Gelgotiené (2011) and others.

Choral singing implies the awareness of vocal techniques and means of
musical expression and increases possibilities of music playing and musical
self-expression. Attending a choir is a perfect means of leisure activities and
satisfaction of personal needs. This is particularly expressed through contem-
porary tendency of organising music projects, where not only perfect choir
singers are invited to sing in choirs but also homeless people, senior citizens,
convicts and the blind. Thus, social factors that promote communication,
collaboration and support aspects in a society may be indicated.

Training music teachers at a university, where choral singing is one of
the study subjects in the study programme, the enhancement of motivation
and encouragement of creative self-expression is carried out by integrating
various instruments, movement, dance, theatre, fine arts, design and other
elements into the choir performance. A range of forms are also employed:
choral compositions of various styles, musicals, operas for children, etc. Ac-
cording to the students, subject-specific abilities of music teachers are nur-
tured, personality qualities and teacher-student collaboration are strengthened.
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The aim of the research to reveal the peculiarities of traditions and
innovations of choral singing in Lithuania and the role of music teachers in
their development;

Methods of the research the analysis of scientific literature, synthesis,
generalisation.

Key words: tradition and innovation, choral singing, Lithuania, training
future music teachers.

Choral singing in Lithuania

The traditions of Lithuanian national choral singing date back to the
end of the 19" century — the beginning of the 20" century, when the choirs
singing in Lithuanian and considering themselves Lithuanian started to per-
form. Though the cultural political and ideological context in Lithuania
underwent dramatic changes in the 20 century, the national choral singing
tradition, having experienced severe and painful losses, continued to develop
as a unified Lithuanian tradition and fostered national and humanistic values.
According to Regimantas Gudelis (2001), Lithuanian choral art developed
into the mature choral culture of European level, which is represented through
professionalism. Thus, choral singing has become one of the most efficient
ways and forms for evoking, protection and development of ethnic self-
awareness and Lithuanian identity in the course of history.

Song Festivals are a consistent system of choral singing propagation
and nurturance of its traditions, which is 91 years old and dates back to
1924, when the first Song Day was held. This is a unique phenomenon that
unites the Baltic States. The Song Festivals, which were included into the
UNESCO List of Intangible Cultural Heritage in 2003, are important cultural
events, which have been fostering choral singing traditions. The Song Festivals
have found their well-established place in the Lithuanian culture: from a
one-day event, where only choirs used to sing, to the festival of six days,
where ensembles of folk dance and songs, Lithuanian national dance and
instrumental ensembles, as well as wind-instrument and symphonic orchestra,
children, youth, women, men and mixed choirs take part. After the restoration
of Lithuania’s independence, the expansion of the Song Festival to other
areas of arts was obvious. Each Festival consolidated the patriotic sense of
community among citizens. The geography of participants in the Song Festi-
vals also became much broader and included Lithuanians from 10-15 coun-
tries. Hence, the festival was also referred to as the World Lithuanian Song
Festival. Local Song Festivals were held in the periods between the World
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Lithuanian Song Festivals. Antanas Maceina, a prominent Lithuanian philos-
opher, points out:

“National traditions serve as spiritual expression of an individual in
specific circumstances. They do not live alongside people as works of science
and arts. They exist inside each individual as revival of immanent national
past. National traditions firstly maintain the unity of the nation’s life. Having
broken the links with own traditions, the nation becomes a different nation.
To retain national traditions and to pass them down to new generations
mean maintenance and transfer of unity of historical life and national iden-
tity” (Maceina 1934: 251).

Hence, from this perspective, the tradition of the Song Festival is an
expression of national cultural identity, which is based on mass movement
of choir collectives. The artistic product created by them and the very existence
of such phenomenon (including all the additional manifestations: internal
and broader interpersonal communication, educative and creative activities)
perform the function of interim and linking thread between archaic culture
layers and contemporary professional creation (Rasteniené 2007). From the
civic and political perspective, the Song Festivals, particularly in the period
of Soviet occupation, were as if a secret weapon for the preservation of
national identity and the protection of goals of independence. The fact that
the regaining of the independence of the three Baltic States in 1990 took
place as ‘singing revolutions’ may be perceived as an outcome of the world-
view formed by the tradition of the Song Festival. However, the tradition of
this festival cannot refer only to the national tradition or the status of the
national monument as employing own ways of expression, it addresses esthe-
tical and communicative functions. Communication occurs at all levels: the
head of the choir communicates with choir members, singers communicate
with each other, they interact with the head of the choir, and the members
of the choir establish contacts with the audience. The communication while
performing in the choir can hardly be defined in words and is one of the
most intangible actions at the moment of interpretation creation (Durrant
2009). The rituality of the final concert of the Song Festival and its artistic
architectonics as if add communicative and value-based aspects to the per-
formed music works (Gudelis 2001). Non-verbal communication creating
joint interpretation emerges unconsciously and it has influence on choral
singing. Hence, the European choral singing tradition, refined at the national
level, has become one of the most democratic ways of public esthetical self-
expression and musical activities.

Every time preparing for the Song Festival, the organisational committee
member draw up the repertory, which usually embraces regularly performed
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songs from the so-called ‘gold fund’ (the most popular harmonised folk songs,
old patriotic songs, the most favourite compositions created by professional
composers, deep-rooted stage compositions of folks dances), as well as the
best works by contemporary authors (tenders for acquisition of new compo-
sitions are regularly called for). The updating of the programme of the Song
Festivals shows their adaptation to contemporary culture and its universality.
This predetermines an interest in the folk culture despite the transformations
of its old traditions, i.e. their new application. Two possible threats may be
singled out in relation to the Song Festivals: 1) the application of old tradi-
tions, which may cause routine and stagnation; 2) the introduction of innova-
tions that may result in disrespect for the old traditions, when it is thought
that they may be modified and applied the way anybody wants. However,
the synthesis of the old and the new traditions in the Lithuanian Song Festivals
may be explained as a compromise (Andrijauskas 2003). The experience
accumulated during each newly organised Song Festival is passed down to
the young generation. It depends on young people whether the tradition of
the Song Festivals will be further nurtured but the old traditions of organi-
sation of the festivals may disappear as representatives of young generation
tend to underappreciate the old (Fromm 2005).

Next to the traditional Song Festivals, Estonia, Latvia and Lithuania
hold joint student song and dance festivalGaudeamusand the international
folklore festival Baltica. However, these events are comparatively recent,
significantly less massive, where participants are restricted either by age or
by form of cultural expression and can hardly amount to the national Song
Festival (Rasteniené 2007).

Importance of choral singing in music education

Choral singing is a unique activity that allows to penetrate into the
secrets of music art, to perceive the regularities characteristic of all kinds of
arts, to learn to appreciate and love music self-developing culture of senses,
imagination, creativity, and has the closest connection with the national
culture. Choral singing may be defined as an esthetical-musical activity, where
participants (the head of a choir, singers, i.e. music performers) transfer the
content of a musical composition and embodied artistic-intonational con-
struct (Jareckaité 2008). This embraces not only esthetical but also other
aspects of the conception of choral singing: worldview, beliefs, sensation of
world, spiritual and moral relations, etc. Taking into account the aforesaid,
Zenonas Rinkevieius (2002) argues that possessing strong emotional, moral
and intellectual impact on both singers and listeners and being relatively
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simple, assessable and democratic, choral singing has been a secure shield of
national vocal and musical culture, a reliable and well-tried means of folk
mass education and training as well as the nurturance of general culture of
the young generation.

The fact that the participation in choirs has impact even on behaviour
of convicts has been evidenced. Mary L. Cohen (2009) carried out an expe-
riment, which aimed to compare wellbeing among several groups of convicts
(prisoners, who sing in the choir and the ones, who cannot sing in the choir).
Statistically significant difference was established in four scales of the data
acquired from experimental and reference groups: emotional stability, com-
municability, happiness and joviality. For example, some prisoners tend to
communicate only with other prisoners unless volunteers encourage them
to mix up with others. However, performing with choirs provided convicts
with happiness (the responses of prisoners: ‘elevated spirit during this week’,
‘the most wonderful time over 8 years’, ‘this touched my heart so strongly
that | cried three times’). Hence, investigating the short-time and long-time
influence on choir singers, it can be concluded that choral singing may im-
prove prisoners’ life from various aspects and encourage their correction.

The impact of singing in community choir on people after stroke has
been substantiated by research (Tamplin, Baker, Jones, Way & Lee 2013).
Despite various difficulties, singing is always an acceptable and pleasant
activity for the majority of people with aphasia after stroke. The preliminary
results were pleasing: the analysis of the interview showed that the influence
of group singing is significant to people with aphasia. The research data
revealed an increase in confidence, mutual support, stronger motivation and
changes in communication patterns.

Contemporary information technologies have strongly contributed to
the huge popularity of reality shows in the Lithuanian television. Recently
the programme Chorg karai (Clash of Choirs) has become immensely popu-
lar. The essence of this project is to demonstrate the abilities of the choir to
fascinate viewers and the judges as well as to defeat competitors. During the
week choirs have to prepare a new performance and learn a new choral
composition. The choirs from different towns in Lithuania not only fight for
the honour of the represented town but also win prizes. The prizes go to
charity. It can be assumed that viewers, encouraged by the watched program-
mes, may decide to learn singing and choirs have become popular and liked
by the viewers. Hence, the project performs not only entertaining function
but also an educational one. The social factors, which encourage commu-
nication, collaboration and support, are also highlighted.
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The most distinctive feature of the choir is its sound culture, which is
predetermined by the following artistic-technical elements: vocal technique
of choral singing, cognition of means of musical expression and musical
expression itself. The main goal of the choir is to sing and singing is one of
the most natural ways of self-expression. However, only the voice is not
enough, itis necessary to teach a choir singer to properly manage one’s own
instrument, i.e. to appropriately form it. The development of choral vocal
embraces two main teaching elements: solo singing, which targets at training
of an individual voice, and choral singing, which is characterised as harmony
achieved, when all the choir members sing together. Its essence is to hear
oneself and other members singing together.

According to Jean Ashworth Bartle (2008), it is obvious that the main
task of choir leaders is to maintain and develop a lifelong passion. It is im-
portant to ensure that a choir singer learn healthy vocal habits in a positive
and sustainable environment. Firstly, vocal freedom should be achieved,
then, the foundation of resonant tone on breathing; thirdly, choice and dra-
wing up of the repertory and sensation of joy, which overwhelms you singing
and sharing your own singing with others, consolidates love for this activity.
The achievement of these goals will result in the development of choir singers
who are motivated and willing to sing in choirs lifelong.

Choral singing in training future teachers of music
at Lithuanian University of Educational Sciences

Training pre-service teachers of music at Lithuanian University of Educa-
tional Sciences (LEU), Choral Singing is a study subject of the study prog-
ramme, which aims to develop practical and artistic skills of choral singing.
Students learn to sing in a choir, acquire practical concert experience and
learn to critically evaluate their own musical activities. The main objective
of choral singing is to enable a student to obtain practical skills of ensemble
performing, reading the music score, singing a cappella and with instrumental
accompaniment; to familiarise students with practical skills of performing
of various musical styles, making attempts to reveal the musical taste of future
music teachers and to expand their musical outlook; to encourage self-depen-
dence, to teach to notice and solve problems emerging in the creative process;
to reveal the need to actively involve in concert life. Having successfully
completed the study course, a student will be able to professionally perform
choral parts of various musical styles, genres and complexity; will acquire
specific choral and ensemble singing skills; will be able to objectively evaluate
the possibilities of the choir in choosing the repertory for concerts; will have
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acquired the necessary experience in concert practice. Learning the study
subject of choir studio, the repertory for choir is chosen under supervision
of the leader of the choir, interpretations of the chosen musical compositions
and peculiarities of conducting are discussed and practically implemented,
students learn to properly perform them in terms of style, genre, form, inter-
pretation and singing technique. Every semester, studying the choral studio
and taking into consideration the composition of specific musical ensemble
(choir) and musical abilities, the repertoire is chosen and practical work is
organised. In different semesters students get gradually more complicated
assignments regarding the repertoire choice and performing.

To encourage students’ motivation, choral singing is integrated into
various performances of instruments, movement, dance, theatre, fine arts,
design, etc. Lately musical educational projects have become particularly
popular in LEU. According to Jolanta Lasauskiené et al. (2007), the purpose
of musical educational project embraces envisaged educational ideas and
solution of specific problems of music education improvement, employing
new techniques and activity forms. At the same time, the development of
musical educational projects and their implementation in the university studies
focus on the development of students’ experience, knowledge, abilities and
competences to enable them to properly prepare for educational activities in
school of general education. Students perform at University, in schools of
general education and concert halls in Vilnius. The following projects created
during choral studies of the Department of Music may be singled outPasaka
(“Fairy Tale”; head: Assoc. Prof. Dr. Vilius Tavoras), Pupa ir seneliai(“The
Bean and Elderly People”),Voro vestuvés(“Spider’'s Wedding”) by Mikas
Vaitkevieius, Du gaideliai (“Two Roosters”) by Juozas Lygutas, Grybg karas
(“War of Mushrooms”) by Zita Brupaité, Pif's Adventuresby Banga Bala-
kauskiené, piogo dainelé (“The Grasshopper Song”) by Laurynas Vakaris
Lopas (head: Assoc. Prof. Kastytis Barisas). The following works by the
composer Vytautas Barkauskas junior, who works in the Department of
Music of Lithuanian University of Educational Sciences, have also attracted
attention: the musicals for childrenMuzikiné pasaka (“Musical Fairy Tale”),
the trilogy of operas Gripino dovana (“Gripin’s Present”), Gripino klasta
arba kas taps karaliumi(“Gripin’s Treachery or Who will Become the King”),
Gripino svajoné (“Gripin’s Dream”). Two aspects of students’ involvement
into the project activity may be singled out:

1) musical activities encourage students to cognize, learn and create because
the participants in the project actively engage in the process of creation;
they create by employing their experience and knowledge;
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2)

to

participation in the project is organized as an interactive dialogue: emo-

tional experience and communication with artists (the composer Vytau-

tas Barakauskas, etc.).

The objectives of the projects, i.e. to increase accessibility of music art,
enable participants to acquire new skills and abilities, to positively influence

personal emotions, to consolidate individual’s emotions, to increase their

SO

cial activity are achieved.

Conclusions

The traditions of Lithuanian national choral singing date back to the
end of the 19" century — the beginning of the 20" century, when the
choirs singing in Lithuanian and considering themselves Lithuanian
started to perform. Choral singing has been one of the most efficient
ways and forms for evoking, protection and development of ethnic self-
awareness and Lithuanian identity in the course of history. It has turned
into mature choral culture of European level and has been represented
by professionalism. The Song Festivals have been a specific area of the
development of the national identity and ethnic self-awareness. They
concentrate and generalise public and artistic activity of choirs in Lithu-
ania.

Choral singing embraces possibilities of vocal techniques, cognition of
means of musical expression and musical self-expression. Choral singing
also plays an important role in artistic-musical education of people: it
mobilises and rallies people for joint activities, enables cultured leisure
activities, makes people’s life more interesting and varied, enriches their
spiritual world.

Training future teachers of music at Lithuanian University of Educational
Sciences, innovation in choral singing is manifested through strengthe-
ning of motivation, promotion of creative self-expression, integration
of instruments, movement, dance, theatre, arts and design, etc. into choral
performances. By implementing projects, students are provided with
possibilities of multifaceted self-expression; therefore, their subject-
specific abilities (of music teachers) are developed, their personal features
(self-dependence, confidence, creativity and responsibility) are nurtured
and teacher-student collaboration is enhanced.
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Kormazika Lietuva un mazikas skolotéja profesija:
tradicijas un inovacijas

Jolanta Abramauskiene
Rasa Kiriauskiene

Kopsavilkums

Kormdzikai ir dziias saknes lietuviedu nacionéalaja kultdra. Pirmie profe-
sionalas mizikas parstaviji, kuri palidzcja attistit 8o panru, bija Jozs Naujalis
un Stasis Dimkus, vclak Mikalojus Konstantins Eurionis. Lietuviediem ir dau-
dzas skaistas tradicijas: dziesmu svctki (kopd Lietuva atguva neatkaribu no
Padomju Savienibas, tie radudi pladaku ieografisko vgrienu: parasti tajos
pulcgjas dalibnieki no 10-15 valstim, tapcc tie pardgvcti par Pasaules lietu-
viedu dziesmu svctkiem), sadziedadanas un koru konkursi, svinigi koncerti.
Daudzi ievcrojami politiski darbinieki, izglitibas jomas parstavji un zinatnieki
ir studgjudi kormaziku.

Dziedadana korf ir lielisks veids, k& pavadit brivo laiku produktivi un
sasniegt personiskos mgrius. Ta attista muzikalas spcjas un iauj padaplie-
cinaties. Masdienas kori arvien biepak piedalas televizijas parraid¢s. Nozimigs
ir art kordziedadanas sociéalais aspekts: blakus profesionaliem mdziiiem daja
nodarbg tiek iesaistiti bezpajumtnieki, vecakas paaudzes parstaviji, cietum-
nieki un vajredzigie.

Topodajiem mazikas skolotajiem, kas studg¢ Lietuvas Izglitibas Zinatou
universitatg, dziedadana korf ir obligata. Lidztekus nodarbibam instrument-
spelc, kustibu méksla, deja, teatri, dizain& un citas jomas ta palidz studentiem
attistit motivaciju un izkopt savus makslinieciskas izpausmes veidus. Univer-
sitate piedava dapadas radodas darbnicas: to ietvaros tiek iestudctas atdiirigu
stilu kordziesmas, mazikli, bgrnu operas. Kora koncerti sniedz iespcju studen-
tiem apliecinat sevi vairakos veidos: dziedot kori un solo, atskadojot instru-
mentalu pavadijumu, diriigjot, veidojot repiju, darbojoties aizkulis¢s utt.
Studenti uzskata, ka visas dadi attistitas spcjas ir svarigas, lai kiGtu par mazikas
skolotaju; vioi pilnveido ari savu raksturu — patstavibu, padparliecinatibu,
radodumu, atbildibas izj0tu. Lidzdaliba kori stiprina attiecibas starp studen-
tiem un pedagogiem.

Atsl¢cgvardi: tradicija un inovacija, kormQzika Lietuva, kormdzika uni-
versitatc.
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Non-Formal Education:
Challenges and Opportunities of the 2F' Century
in LMTA ! Music School

Mg. paed. Esta Rita Urbonaviéiené
Lecturer at Lithuanian Academy of Music and Theatre

The general tendencies of non-formal children’s education when school
of the 21%tcentury is orientated towards the fulfilment of children’s needs
for knowledge, development and self-realization, training of active society
members must be applied in all the areas of education. Non-formal education
is not an exception. The current issues of music education often provoke us
to consider how non-formal music education should look like in the context
of educational changes.

The purpose of this paperis to look at today’s current issues and chal-
lenges of non-formal education faced by all members of this process — children,
teachers and parents. In this paper the attitudes of children, parents and
teachers to the importance of school subjects in educational process, the
evaluation of skills and knowledge are analysed and the strengths and the
weaknesses of music education in LMTA music school are examined.

In order to understand the situation of non-formal music education
‘from the inside’ the research was carried out in LMTA music school. Three
parties participating in music education — children, parents and teachers-
students performing their pedagogical internship — were questioned. The
study was based on the opinion poll (questionnaire).

The aim of this researchis to analyze the attitudes of children, parents
and teachers-students (hereinafter — students) towards the process of non-
formal education as a whole. This study aimed to analyze and evaluate if
non-formal education follows:

1) the essential principles of contemporary learning — ability to learn, attrac-
tion, creativity, cognition, clearness, communication;

1 LMTA — hereinafter: Lithuanian Academy of Music and Theatre.

2Recommendations for preparation and realization of artistic education program-
mes supplementing formal education. See: Bvietimo ir mokslo ministerijaNefor-
malusis vaikg dvietimas http://www.smm.lt/web/It/smm-svietimas/svietimas-
neformalusis (accessed 20 September 2015).
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2) the main principles of non-formal education — attractive, individualized
and actual education, based on free choice and collaboration, orientated
towards the interests of children, the development of musical knowledge,
skills and additional professional competences;

3) the principle of democracy when children, teachers and parents are active
creators of educational process together determining development needs.
By using the questionnaire it was aimed to analyze:

— theinfluence of non-formal education on a child’s socialization;

— children’s learning motivation;

— therelations between children, teachers and parents as well as the psycho-
logical atmosphere of learning.

The research organisation and methodologythis research was based
on questionnaires aiming to analyze the attitudes of children, parents and
students towards the process of music education as a whole. The questions
in questionnaires were raised taking into account the groups of respondents
children, their parents, and students. 31 pupils of LMTA music school, as
well as 27 parents and 11 students were questioned.

The children’s questionnaire was aimed at clarifying why they study
music; if they attend school willingly; how much time they dedicate to stu-
dying music during a week; whether they like when students teach; which
lesson is their favourite one and which they do not like most; which subject
is the easiest and which is the most difficult one; if they are afraid of exams-
tests. It was also interesting to learn the children’s attitudes towards the
evaluation of achievements in music subjects and if after leaving music school
they would like to continue studying music.

In the parent questionnaires it was asked why they have chosen exactly
LMTA music school; what they think about the students’ work, psychological
atmosphere; what they think about evaluating music subjects with marks;
what they think about the knowledge their child has acquired; how much
time their child dedicate to doing musical exercises and studying music during
a week; what they think about the workload of school subjects; if the process
of learning is important; what their future expectations are.

The student questionnaires aimed to find out what the guiding principles
used during their pedagogical internship are; what the purpose of teacher’s
pedagogical work is. It was also asked if they would like to become teachers
in their future; what the main problems they face during pedagogical work
are; what their attitude towards psychological atmosphere of studying is;
what they think about the evaluation of children’s skills/knowledge, work-
load, utility and relevance of pedagogical internship.
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The parents and the students were also offered to identify the strengths
and the weaknesses of LMTA music school and provide some offers to
improve music education.

Key words: contemporary music education, music learning.

*k%

The first group of respondents includedchildren whose answers best
reflect the main principles of volunteerism, accessibility, democracy, expe-
rience, studying in group and positivity of optional music educatior®.

Answering the question ‘why do you study music’ most of the students
(60%) stated that they like music; 27% said that they were offered by parents
and only 13% pointed that their parents provoked them to study music.

The children’s answers about the willingness to attend music school
show that more than a half of the respondents (57%) have positive attitude
towards music school (see Figure 1):

Figure 1. Children’s motivation to attend music school

In observing the educational process when children were taught by the
students it was necessary to know if the children liked to be taught by the
students. 97% of the pupils answered positively.

In the research it was aimed to learn how much time children spend
studying music subjects at home during a week. 35% of them said that they
studied 60 minutes and more; 32% mentioned 30-60 minutes; 20% of chil-

3 The conception of non-formal children’s education. See: Lietuvos Respublikos
Seimas Déldvietimo ir mokslo ministro 2005 m. gruodpio 30 d. asakymo Nr. ISAK-
2695 “Dél Neformaliojo vaikg dvietimo koncepcijos patvirtinimo” pakeitimo .
http://wwwa3.Irs.lt/pls/inter3/dokpaieska.showdoc_|?p_id=421877 (accessed 20
September 2015).
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dren said that they studied 15-30 minutes. 13% of the respondents asserted
that they studied music not more than 15 minutes a week.

The activity of LMTA music school is based on the 7-years process of
non-formal music education. Children study their specialty, solfeggio, music
literature/history and attend folklore study.

The question about the favourite lesson revealed the children’s attitude
towards distinct music subjects as dynamic, depending on their age. Pupils
of the 1%t and the 2¥ grade prefer solfeggio (respectively 33% and 44%),
about 20% of the children gladly attend folklore study. Older children prefer
specialty and music literature/history. Whereas solfeggio and folklore study
in senior grades are thought to be the most unfavourable. Among the most
difficult subjects the children mention specialty and solfeggio.

During the research it was interesting to find out if children after leaving
music school would like to continue their musical studies. 31% of the respon-
dents answered positively, evenly 34% mentioned that they would not or
they did not know if they would like to continue musical studies.

The second group of the respondents includethe children’s parents. It
is clear that their role in contemporary music education is highly influential
on a pupil’'s decision to study music. That is why the parents were asked
why they had brought their child to LMTA music school. 100% of the parents
agreed that it is proper supplementary education; 88% of the respondents
said that their child wanted to study music himself; 89% of parents mentioned
that they noticed their child’s musical talent.

Taking into account that in LMTA music school children are taught by
students and LMTA professors who coordinate students’ pedagogical activity,
it is important to understand the parents’ attitude towards the work of stu-
dents and professors. That was the reason why distinct subjects of music
education were analysed. The parents have pointed out that students who
teach specialty, solfeggio, folklore and music literature/history are attentive,
polite and competent. While assessing professors who coordinate students
pedagogical internship by subject the majority of the parents responded posi-
tively.

It is known that psychological atmosphere is very important part of
learning process. The interviewed parents state that they are 100% satisfied
with the general educational atmosphere, communication culture between
the children and the students, as well as between the children and the pro-
fessors in LMTA music school. The parents think that warm, sincere and
friendly relations among children, students and competent professors and
flexibility of students and professors helps to ‘survive’ learning ‘difficulties’.

335



Mdzikas zinatne dodien: pastavigais un mainigais — VIII

During the research it was attempted to find out how the knowledge
the children have gained is assessed by their parents. The knowledge of
specialty was positively judged by 83%; solfeggio — by 57%; music literature/
history — by 80%; folklore study — by 72% of the parents. Some respondents
pointed out that they assess these subjects positively, but think that their
child should pay more attention to studying. To the question if marks the
children get are important 75% of the parents state that they are important,
but itis not the main thing, whereas 25% of the interviewed parents consider
them being very important.

The parents’ attitude to the workloads of school subjects is reflected in
the following picture (see Figure 2):

Figure 2. Children’s parents’ attitude to the workload of subjects

The picture shows that parents think that the workload of specialty
(64%) and music literature/history (56%) is sufficient, whereas solfeggio
(45%) and folklore study (44%) is too high. Answers to the question con-
cerning what the parents expect from LMTA music school are reflected in
Figure 3.
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Figure 3. Expectations of children’s parents for music education
in LMTA music school

The third group of the respondents were thestudents Their role in
LMTA music school is very important. The students not only learn how to
work as pedagogues, but also face challenges of pedagogical activity. What
are the main principles they follow during their pedagogical internship? 38%
of the students work in a way they wanted to be taught themselves; 4% work
inactively and do not use any methods or system; 27% maintain that they
work as they were taught; 23% work aiming to creatively develop musical
skills and only 8% of the students aim to precisely follow lesson plans.

With this survey it was aimed to clarify what purposes of teacher’s acti-
vity the students determine. In their opinion, the most important thing is
that a teacher would achieve goals, fulfil tasks regulated by the curriculum
(31%) and would follow lesson plans (44%) working flexibly; 13% think
that the most important thing in teaching is to keep good relations with
pupils (give only good marks, do not be angry, etc.); 12% of the interviewed
students think that the teacher’s main goal is to work precisely following the
curriculum in accordance with the learning schedule.

While observing the students pedagogical work some problems that
ask for solution are often noticed. In defining what difficulties they face most
frequently, 44% of the students mention lesson planning; 38% claim that it
is hard to explain what the purpose of teaching a particular subject is; 24%
emphasize that children come to classes unprepared; 8% of the students
point out that it is difficult to explain new topics. Sometimes the students
have problems in communicating with children (20%), as well as with their
parents (8%).

In this research the students were also asked about the evaluation of
children’s skills and knowledge at music school. Their answers are reflected
in Figure 4.
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Figure 4. The evaluation of children’s musical knowledge
and skills according to the students

This picture shows that the majority of the students think that the eva-
luation of children’s skills and knowledge is a tool to make progress; it obliges
them to do all the exercises. Moreover, according to the students, evaluation
is necessary for parents to understand their children’s achievements. Some
students consider that evaluation causes fear and stress, it demotivates children.
Some of them also maintain that in music education evaluation is unnecessary,
because of negative influence on children’s aspiration to develop musical
skills.

The students’ answers to the question about the willingness to become
a teacher in the future are featured below (see Figure 5).

The figure shows that more than a half of the students (26% who fully
agree with the statement that they are keen on this profession and 33% who
rather agree with it) would like to be teachers. 8% of the students (4% who
fully agree and 4% who rather agree) who have performed pedagogical
internship have come to understand that teaching is not for them.
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Yes, because | like Yes, but only Yes, but only No, but if it would No, this work
this profession working with working with be necessary | is not for me
children of children of would agree
primary classes senior classes

Figure 5. The students’ vocational self-determination

Conclusions

Summarizing the research results some strengths and weaknesses of
LMTA music school and music education performed there have been noticed.
— LMTA music school is an open institution, seeking and letting in novelties

of music education. Students are allowed to try themselves in teaching,
they may experience subtleness of real pedagogical activity: to work
independently, creatively, flexibly apply various teaching methods, get
to know themselves better and gain experience not only from experienced
pedagogues, but also from their colleagues.

— Relations between children, their parents and students participating in
music education are based on trust and cooperation.

— While carrying out this research some weaknesses of music education
in LMTA music school have been noticed. Both the children’s parents
and the students notice that frequent change of students disturbs the
consistency of education. The parents state that some students lack dili-
gence and attention to children; some students ‘without supervision’
work carelessly, indifferently. Whereas the students in their question-
naires point out the following weaknesses of educational process in
LMTA music school: children often look at students distrustfully because
of their competence; ‘experiments’ of students often have negative influ-
ence on the results of education; the curriculum of music subjects is too
difficult.
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— The students and the parents in their questionnaires were asked to give
some offers for the development of music education (the children were
not offered this question). The students recommend to develop curricula
of music subjects by reducing the amount of content; to improve time-
tables; give more opportunities to use modern technologies during
lessons, that means to buy computer programmes for music education
and etc.; provoke students to search for and create new teaching methods.
The children’s parents offer to look for opportunities to work with
children not only for one semester, but for the whole academic year;
organize meetings with professors, students and parents more often
where they could discuss their children’s results and achievements,
children’s and students’ behaviour; more often evaluate children’s results;
resist caprices of children and their parents; strengthen the ‘supervision’
of students.

Neformala izglitiba: 21. gadsimta izaicinajumi un iespgjas
Lietuvas mlzikas un teatra akad¢cmijas mazikas skola

Esta RdOta Urbonavieiene

Kopsavilkums

Visparcjas neformélas mizikas izglitibas tendences 21. gadsimta skola
ir orientgtas uz bgrnu vajadzibam — zinddanam, attistibu un padrealizaciju.
Aktivu sabiedribas locekiu audzinadanai janotiek visas izglitibas jomas, un
neformaléa izglitiba nav izogmums. Arvien aktuals ir jautajums: ka neforma-
lajai mQzikas izglitibai vajadzctu izskatities izglitibas parmaiou konteksta?

Meklgjot atbildi, tika identificctas problgmas un izaicindjumi, ar kuriem
saskaras visi msdienu neformalas izglitibas procesa dalibnieki — b¢rni, sko-
lotdji un vecéki. Tika analizcta viou attieksme pret tiem vai citiem macibu
priekdmetiem, izverigtas bgrnu spgjas un zinddanas, ka arf izpgtiti plusi un
minusi, kas raksturo mdzikas izglittbu Lietuvas mizikas un teatra akadcmijas
(turpmék tekstd LMTA) mazikas skola.

Lai izprastu neforméalas mdzikas izglitibas sistctmuno iekdpusestika
aptaujati LMTA mzikas skolas audzckoi, pedagoiiskas prakses studenti,
kas ar vidiem strada, un bgrnu vecaki.

Bcrniem tika jautats, kapcc vioi studg maziku; vai vioi skolu apmeklc
labpratigi; cik daudz laika nedgia vioi velta mizikas macibam; vai vidiem
patik, ka vidus maca praktikanti; kurd ir viou miidkais un nistakais macibu
priekdmets; kurd ir vieglakais un gritakais priekdmets; vai vioi baidas no
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eksédmeniem un kontroldarbiem. Bija interesanti uzzinat b¢rnu attieksmi pret
mazikas priekdmetu sasniegumu izvgrtgcdanu, ka ari viou viedokius par vcl-
mc¢m un iespcjam turpinat mazikas studijas pcc mizikas skolas absolvgdanas.

Vecakiem tika jautats, kapcc vioi izvglcjas tiedi LMTA mizikas skolu;
kadi ir viou ieskati par praktikantu darbu un psiholoiisko atmosfcru; ko
vioi doma par mizikas priekdmetu verigdanu ar atzimem; kadi ir viou viedokii
par b¢rnu gdtajam zinddanam; cik daudz laika nedcia viou berns velta mizi-
kai; ko vioi domé par méacibu slodzi skol&; vai macibu process ir svarigs; ko
vioi sagaida nakotnc.

Studentiem tika jautats, kadas vadlinijas un principus vioi izmanto sava
pedagoiiskaja praksg; kads ir mcriis skolotaja pedagoiiskajam darbam.
Papildus tika jautats, vai vidi vclctos nakotng kiGt par skolotajiem; kadas ir
galvenas problcmas, ar kurdm vidi saskaras pedagoiiska darba ietvaros;
kada ir viou attieksme pret macibu psiholoiisko atmosfcru; ko vioi doma
par b¢rnu spgju/zinddanu novertgjumu, slodzi un pedagoiiskas prakses liet-
deribu.

Vecakiem un studentiem tika arf sniegta iespg¢ja minct LMTA mQzikas
skolas stipras un vajas puses un paust savus ieteikumus mazikas izglitibas
pilnveidei.
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Innovations within the Scope of the Substantive,
Organizational and Educational Activities in Higher Education:
The Case of the UAM WPA? Big-Band in Kalisz

Mirek Kordowski

Summary

The study consists of a whole range of details describing the challenges
in the field of the educational innovations in the context of continuity and
change in higher education on the example of the UAM WPA big-band in
Kalisz. The first part of the discussed study shows big bands as a form of
musical ensembles and the instruments used in them. Realizing the set assump-
tions modelled on the history of big bands, the next part deals with the crea-
tion of the UAM WPA big-band in Kalisz. Works related to the creation of
the band in the University concerned the verification of the musical prepara-

2 UAM WPA - hereinafter Adam Mickiewicz University, Faculty of Pedagogy
and Fine Arts (Uniwersytet im. Adama Mickiewicza, Wydziau Pedagogiczno-Artys-
tyczny).
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tion of students participating in the band. The author of the study prepares
students with a preliminary musical education (playing solo, playing the
wind instruments) by a number of different exercises to play as a band. 35
years of experience of the team leader allows — according to his own con-
cepts—to introduce and apply some innovative teaching methods for indivi-
dual and band playing rejecting the ‘obsolete’ methods. The introduction of
the innovative teaching methods for wind instruments allowed in a short
time to achieve some positive results of teamwork in accordance with the
previously chosen target. An important element of teamwork is the selection
of songs performed by the big band and developed by the conductor. There-
fore, the first songs had to be easy, light and pleasant, from all kinds of
music and especially from the popular music. The participation in the big
band was very popular among the music enthusiasts. The meritis the increasing
level of music. The team is being invited to participate in all cultural celebra-
tions held in the parent department. The final part of the study shows the
students’ opinion on the activity of the band. It is a positive opinion and a
sign of this can be the desire of students from the other faculties to join the
band. The study ends with a series of conclusions presented by the author of
the study.

Key words: big band, innovation, interests, work of a conductor.
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