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PRIEKDVARDS

Daugavpils Universitates MOzikas un méakslu fakultates inicicta ikgadgja
zinatnisko rakstu krajuma saturu doreiz veido 23 pctijumi, kuru autori parstav
dapadu Latvijas, Lietuvas, Baltkrievijas, Krievijas un Polijas mQzikas augst-
skolu un pc¢tniecisko instittu zinatnieku saimi. Kragjums ietver piecas tema-
tisk&s sadaias, un nu jau tradiciondli to atklaj p¢tijumi, kas iedziiins dapados
etnomuzikoloiijas aspektos.

Pilniba piekritot Reginas Vaionorienes domai, ka valstij, kurd netiek
attistitas tautas mdzikas tradicijas, nav savas sejgdietuviedu muzikologi
aktivi turpina darboties daja lauka, pctot pagatnes mantojumu un apzinot
masdienas. Daja kradjuma tradicionalajai mazikai veltito rakstu uzmanibas
centra ir izvirzita ansambiu muzicgcdanaRomualda Apanaviéa pctijums
pamato atziou, ka tautas instrumentu ansambiu standartsastava veidodanas
Lietuva bija saistita ar do instrumentu modifikacijam un to sniegto spcles
iespcju papladinadanos; tadgjadi jau 20. gadsimta 50. gadu vid{ izkristalizgjas
visai racionali ansambiu sastéavi, kuri ir dzivotspgjigi lidz pat masu dienam.
Vida Palubinskienekankiu ansambiu tradicija saskata spc¢ku, kas palidz vairot
nacionalas identitates izjatu. Interesanti uzzinat, ka 20. gadsimta pirmaja
pusg¢ kankle Lietuva bija populéra jauniedu un intelektu&iu aprindas un ka
toreiz kankli spclgja visur — k&zas, talkads un baznica. Un patikami lasit, ka
kankiu ansambiu spcles tradicija daudzos ciemos un pils¢tas turpinéds ari
masdienu Lietuva.

Izveidot sadaiuM(zikas dzive laikmeta kontekstakrajuma sastaditajus
vedindja fakts, ka virkng rakstu spilgti izgaismojas v¢stures diktcto apstakiu
ietekme uz maziiu liktediem. Laimas Budzinauskienesaksté tas attiecas uz
poiu nacionala romantisma parstavja Staoislava Mooudko gandriz divdesmit
gadus ilgo, Lietuva aizvadito dzives periodu. Paja laika sacercto reliiisko
skaodarbu izvcrtgjums fauj Mooudko daiiradg saskatit daudzas lidzibas ar
citu 19. gadsimta vidusdaia Viioa darbojudos komponistu sakralo maziku.
Raksta autore viou radito stilu piedava dgvct parViidoas pseidoklasicismu
SavukartLeonids Meioiks sniedz savveidgaraugstundy ka caur viena cil-
vcka dzivi iespgjams paradit globéalas vgsturiskas parmaioas. Viod stasta par

1 Vaidnoriené&, Regina (2004). Tautinés muzikos integravimas a diuolaikina jaunimo
ugdyma: aktualijos ir problematika. Tautiné muzika ir jaunimas. Proceedings of
scientific methodological conference Vilnius: Lietuvos liaudies kultQros centras, 42—43
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Mdzikas zinatne dodien: pastavigais un mainigais — VI

Maksimilianu Bteinbergu (1883-1946), kurd izdzivojis “tris dzives” un “katrai
no tam bija savs ritms, sava virziba un loiika”. Ta pirmé aizvadita ebreju
inteliiences garigi augstas kultQras vidg Viioa, otra — studiju un patstavigo
gaitu sdkumposma — Nikolajam Rimskim-Korsakovam tuvo cilvgku (arf
madsu Jazepa Vitola) sabiedriba Sanktpcterburgas miziiu aprindas. Bet treda
pagajusi Petrograda/ledingrada, piedzivojot vecas Sanktpcterburgas bojaeju
un staiinisko represiju laiku.

Ar laikmeta diktctiem noteikumiem pavisam tiedi ir saistiti ari citu dis
sadaias rakstu galvenie personapi — atskadotajmaksliniediigas Pctersones
pctijuma iepazistam Latvijas brivvalsts perioda izcilakas personibas kamermu-
zicgdana. Viou darbodanas klavieru trio panra iauj saskatit procesu, kura
gaité latviedu publika macas novcrtct kamermizikas panru vispar, iepazist
ne vien klasiski romantisko repertuaru, bet ari dapu jaunlaiku kompoziciju.
Latviedu kamerm0zikai Iidziga izaugsme, kéa to atklajegles Beduikites-
Korienes pctijums, 30. gadu otraja pusc¢ vcrojama lietuviedu crieimaksla.
Tobrid ta jau ir tuva Rietumeiropas [imenim — repertuéra, meistaribas, na-
cionalo un rietumniecisko stravojumu lidzsvarojuma zida. Tam visam svitru
parvelk 1949. gada valdibas Icmums, ar kuru crieisp¢le uz vairakiem gadu
desmitiem no Lietuvas mizikas skolu un augstskolu programmam tiek svitrota.

Aptverodu parskatu par lietuviedu klavierméakslas attistibu sniedz divi
Ramunes Kripauskienesaksti. Bis panrs ta isti savu ceiu uzsacis 19. un 2gad-
simta mija ar Mikolaja Konstantina Eurioda un vioa laikabiedru kompo-
Zicijam. Lidzigi latviedu klavierm(zikai, tas atspoguio romantisma estctiku
un Eiropas kompozicijas skolu iespaidu, iezim¢ dapada limeoda saikni ar
folkloru. Lidzigi bijudi arf trimda dzivojodo komponistu un pianistu liktedi —
maziii spcjudi sevi teicami apliecinat ka atskadotajmaksla, ta pedagoiiskaja
darba. Diempcl japiekrit arf autores paustajai dalitajai attieksmei pret dodienas
procesiem: no vienas puses, lepnums par mQziiiem, kuri nes Baltijas vardu
pasaulg, no otras — satraukums, ka mUsu labakie jaunie mékslinieki savas
zinddanas un talantu arvien biepak atdod citu valstu kultGrai.

Vienmgr interesants pctniekiem diitis skaddarbu vertgjums panra prizmé-
to apliecina raksti sadaiaMainigais un pastavigais panra specifikas izpausmgs
Tris no tiem veltiti koncertam — panram, ko ipadi pievilcigu v¢rd ta invarianta
ietverta spcle, saspcle un komunikativa bltibaGaiinas Cmigaspctijums
piedava ieskatu koncertpanra veidodanas sakumcgliena. ipadu uzmanibu vida
veltl tolaik pastavodajiem panra variantiem un to atdiirilbam atskaodotaj-
sastava un faktQras zidg; tas izpaupas, piemcram, Venccijas autoru Andrea
un Dpovanni Gabrieli daiiradg. Jeienu lebedevusavukart interescjusi kon-
certa panra kopaina latviedu mdzika, kur intensivaka attistiba sakusies 2gad-
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simta 30. gados, bet isti rapena kiuvusi gadsimta nogalc. Raksta autore ar
revizora precizitati parlikojusi 6i panra situaciju dapados rakursos un iezimg-
jusi arf stila attistibas ienerallinijas plada skatijuma. J. iebedevas mingto
ideju, ka koncertcdanu dobrid jau dapkart uzskata par ipadu muzikélas doma-
danas metodi, cité rakursa turpinaAndris Vecumnieks kurd atklaj dis metodes
darbibu Jura Karlsona klavierkoncertos. Literari pievilcigi un analitiski dziii
ievedot lasitaju katra koncerta pasaulg, autors parada, ka tajos tiedam var
saskatit “vairaku literaro paradigmu spektru — traicdiju, dramu, komcdiju,
noveli”, k& ari dapadu laikmetu stilu mijiedarbi.

Divi ndkamie dis sadaias raksti pavisam tiedi blds noderigi art mizikas
skolu pedagogiem un audzckoiem. JZanes Sauliteaplikota Imanta Kalnioa
Pat, vgjioi! mOzika sen jau iekiavusies atskaootiju repertuaréa un pelnijusi
iekiaudanu ari maQzikas literatlras kurséa. Piedavatais materials sniedz vispu-
sigu priekdstatu gan par padu kinofilmu, gan par mdzikas lomu taja, pieradot
virsraksta mincto apgalvojumu: dis darbs piesaka jaunu koncepciju latviedu
filmmazikas vesturg. Katra zida pcc raksta izlasidanas rodas liela velgoanas
vclreiz noskatities filmu nu jau ar daudzdzirdigakam ausim Lidziga sajdta
paroem arf p¢c Cvalda Dauguiaraksta iepazidanas, jo autora zinatniski
pctnieciskais skats te teicami korespondg ar pedagoiisko vajadzibu izpratni.
Ar 81 materiala kartigu apjcgdanu un apguvi, diiet, varctu sakties ne viena
vien akad¢gmiskas tradicijas auguda maziia izpratne par lidzigo un atéiirigo
akadcmiskés mizikas un dpeza harmonija.

SadaigKomponists un skaddarbsiekiautos rakstus vieno laika nogrieznis-
20. gadsimta otra puse — un autoru v¢lme rast atslcgu izraudzito skaddarbu
tclainibas un mazikas valodas izpratnei. Zimigs ir kopas uzsakums alekaterinas
Okuodevaspctijumu par Pjcra BulgzaStruktQru pirmo gramatu. Bis 20.gad-
simta 50. gadu darbs, kas dodien tiek uzskatits par “serialisma klasiku”,
savulaik skadradim izvirzija dilemmu: radit paradigmu vai makslu. Tiedi to
parada raksta autore, izsekojotStruktlru pirmas gramatas triju skaddarbu
kompozicijas tehnikas detaiam: k& komponists no pirma skaddarba absol(ta
automatiskuma jeb pilnigas pakiaudanas matematiski raditam likumsakari-
bam périet uz 6o likumsakaribu brivaku, radodaku traktcjumu cikla nakamajas
daias, arf jaunaja tehnika atrodot vietu savas personiskas gribas izpausmei.
Savukartlrinas Koposovasatspoguiota komponista Leifa Scgerstama daiirade
virzijusies it ka pretcju ceiu: viod savas simfonijas, kuru kopskaits jau par-
sniedz 250, pakapeniski atteicies n@ersoniskas gribasbis process vainagojies
ar totéli aleatoram partitGram, kurés oriestris spcl¢ bez diriienta un nodu
teksta, vadoties tikai no Tfpadam autora noradcm, turklat dapkart jaunas
simfonijas tekstu var sastadit no iepriekdcjo simfoniju fragmentiem.
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Vairéki ois sadaias raksti mlzikas analizi saista ar dzejas semantikas
skaidrojumiem. Oksana Aleksandrovaveltijusi pladaku uzmanibu Georgija
Sviridova mazajai kantateiSnieg atklajot taja komponistam Tpadi raksturigo
vizuéli asociativas domédanas tipu, savukartrina Gornaja iedziiinajusies
somu komponistu vokalajos kamerdarbos. 1zzinot nakts semantikas izpaus-
mes dzeja un mizika dapadu gadalaiku atspoguiojuma, autore konstat¢ somu
mentalitatei raksturigo nakts tcla saikni ar doméam par navi, iznicibu, vientu-
[ibu (blakus minot, interesanti bltu dos rezultatus salidzinat ar lidzigiem
pctijumiem par nakts semantiku, teiksim, itaiu vai spaou profesionalaja mazika.
Diiet, kopaina btu radikali atdiiriga). Toties Danutes Kalavinskaitesraksta
par Kristines Vasiiauskaites baznicas mdziku domin¢ emocionala spektra
pretcjas krasas. Pat cilvgka dzives smagakos bripus skadas paupot, Vasiiaus-
kaites mlziku apstaro ticibas gaisma, esibas prieks. ioti rosinods ir 8im rakstam
pievienotais skaodarbu saraksts, kas nepéarprotami piesaka jauna pctijuma
intrigu: visu 80 kompoziciju literarais pirmpamats ir 13. gadsimta mika
Asizes Franciska slavas dziesma Raditajam.

Sadaiu nosl¢dZTatjanas Mdivani apcere par Eiropas tradicijas akadc-
miskas mizikasklasiskajiem parametriemun to atdiiribam no citu funkciju
mazikas — tradicionalas, sadzives un reliliskas. Bet galvenais — par &tasisko
parametru papladinadanu 20. gadsimta pcdcjas treddaias un 21. gadsimta
Baltkrievijas mizika. Dis valsts komponistu daiirad¢ konstatctas iezimes
pilnib& sasaucas ar agrako robepu papladinadanas procesiem misdienu maksla
kopuma.

Un, visbeidzot, 8im zinatnisko rakstu krdjumam jau tradicionala sadaia
Mizikas pedagoiijas aktualitates. Taja lidzasMaceja Kolodzejskarakstam,
kura lietpratigi analiz¢tas Gordona testu adaptacijas iesp¢jas Polijas mizikas
pedagoiija, tiek prezentctas tris praksc parbauditas, mdzikas augstskolu
pedagogiem noderigas idejas. Sadaias pirmais raksts izklasta jau 20. gadsimta
80. gados aprobcto un 21. gadsimta sdkuma no jauna aktualiz¢to Lietuvas
pedagogu parliecibu, ka atskadotajspecialitadu studentiem teorctisko izgli-
todanu labak virknct nevis no atsevidiam teorctiskam disciplinam (harmonija,
polifonija, analize), bet veidot to kompleksi, apglstamo materialu sniedzot
vesturiski hronoloiiska seciba. Raksta autoreVirginija Apanaviéieneir viena
no kursa Mizikas valoda atjaunotas programmas autor¢m un istenotajam
Lietuvas mQzikas un teatra akadcmija, tadci aizrautigi spcjusi raksturot kursa
pedagoiisko mehanismu, paradot ieguvumus, bet neslcpjot ari dapmemdadens
akmeni. Gana daudz piekritcju ir ari mOzikas augstskolas kursamMdzikas
satura teorija, kura iniciatore savulaik bija Valentina Holopova. Ludmilas
Kazancevasaksts akcentc 67 kursa pamatideju: iemacit atskaootajspecialitadu
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studentiem palUkoties uz skaddarbu vidiem vissvarigakaja rakursa, proti,
intuitivi sajustajam saskatit teorctisko pamatojumu un atrast iespgjamo
jcdzienisko skaidrojumu. Studentu atsauciba ir liela, jo dada pieeja attista
kritisko domadanu un ir Tpadi noderiga situacijas, kurasiedarbojasklasiski
romantiskaja mQzikéa ierastas likumsakaribas, turklat docctajam paveras
iespcja izmantot misdienigas pedagoiiskas metodes. V¢l patiedam prieks,
ka lidz ar Tatjanas litvinovas rakstu 87 krdjuma lappuscs tiek aktualizgta
tembru dzirdes attistibas nozime solfedpo kursé, k& ari piedavati dapi kon-
krcti, pakapeniski ejami metodiskie celi, izkopjot 6o katram atskadotdjam
tik vertigo dzirdes veidu.

llma Grauzdida
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Problems of Reconstruction and Using Ethnic Musical Instruments
in Lithuania 1l: Estimation of the Standard of the Ensembles

Romualdas Apanavieius

Summary

Process of reconstruction of the ethnic musical instruments in Lithuania,
which began at the end of the 19" century and was continued in the 1900s—
1940s made a possibility to use new models of these instruments to play not
only solo, but as well to develop the traditions of folk instrumental per-
forming.

According to the new purpose, the ensembles of these instruments were
estimated using the model of the ensembles of European classical musical
instruments. Thus, ensemble of very popular stringed instrumenkanklésin
the 1930s was oriented to the classical string quartet, and there were the
kanklésprima, kanklésseconda kanklés-viola and kanklés-bass (Figure 1).
Later this quartet was modified: viola was changed to the bass, and bass —to
the double-bass (Figure 4).
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The ensemble okuduéiai— multi-pipe whistles in the 1930s — consisted
of three sections using various number: from 14 to 30 pipes played by six
performers (Figures 2, 3).

The ensemble ofirbyné (reed-pipes) for the first time as the group of
newly formed orchestra of Lithuanian folk instruments was found in 1941.

It was consisting of six instruments: two sopranos in D, two —in C, alto and
bass (Figure 5). In 1950-1956 the quintet of these modified instruments
included three sopranos, tenor and double-bass (Figure 6).

The orchestra of Lithuanian folk instruments in 1941 united all the
ensembles of modified ethnic musical instruments and was directly oriented
to the constitution of the classical symphony orchestra. The wind instruments
were two lumzdeliai, flutes, six birbynés, skuduéiai(six parts), four daudytés
(trumpets), string instruments (quartet of thekanklés) and the drums kelmas
and skrabalai).

Orientation of the new formed folk instruments ensembles to the consti-
tution of the ensembles of the classical musical instruments was inspired by
the movement of revealing ethnic music and musical instruments and the
efforts of the leaders of this movement to integrate Lithuanian folk culture
into European cultural process.

The data of the interviews of 2011-2013 where the respondents were
leaders and participants of the movement of the ethnic music — shows that,
according to theirs opinion, the ensembles of the modified ethnic musical
instruments, which perform the repertoire based on Lithuanian folk music,
are the participants of the movement revealing ethnic music in Lithuania.

Comparative data of these processes in the neighbouring nations give
the chance for the conclusion that standards of the modified ethnic musical
instruments, like the ensembles in Lithuania, were estimated only in the
countries where the folk song or dance ensembles or the folk instrument
orchestras were found.
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Traditional Kanklés Ensembles in Lithuanian
Ethnic Culture (the Second Half of the 19" Century —
the Beginning of the 215 Century)

Dr. ethnology Vida Palubinskiené

Professor at the Lithuanian University
of Educational Sciences, Faculty of Education

Introduction

The first facts about the so-calledkanklés ensembles reached us from
Upnemuné. The activities of Ambroziejus, Bonaventlras and Valentinas
Kalvaitis in Dakiai district laid the foundation for the first kanklés players’
groups in Zanavykija, Suvalkija, later in Aukdtaitija and elsewhere. The
kanklés of Suvalkija region was chosen as the Lithuanian symbol in the
second half of the 19" century and in the first half of the 20™ century. Kanklés
started to be modified and spread all over Lithuania. In particular, this type
of kankléstook root in Aukdtaitija in the first half of the 20 * century. They
were popular among young people and intellectualsKanklés used to be
played anywhere and on various occasions: weddings, funerals, in churches,
harvest festivals, song festivals and on other occasionKankléswere heard
not only in public places but also at home, where they were played for
pleasure. A certain revival of a traditional modified kanklés of Suvalkija
type in Aukdtaitija and of traditional kanklés of bemaitija type in Pemaitija
has been observed over the last couple of decades.

While travelling through Lithuanian villages and small towns during
ethno-instrumental expeditions, one sees ‘monuments’ of soviet heritage:
culture centres built not so many years ago with broken windows and
neglected, whereas people working in the sphere of culture rally in small
wooden buildings. Then insensibly you remember thoughts by Jonas Jasaitis
about the possibility for young people to have a place, which may be referred
to as their native land (Jasaitis 2011: 7). However, not everybody is able to
do this. Due to various reasons, young people have been deprived of moti-
vation to live in Lithuania and to be in charge of its welfare. On the other
hand, the situation perhaps is not so bad...

The attitude towards a positive influence of ethnic and cultural values
on education of a young individual has existed in our society at all times,
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i.e., even under strict regulations of ethno-cultural studies introduced by
occupational structures. Protection of Lithuanian ethnic self-awareness,
continuity of folklore and “dissemination depend on ethnic culture education
in schools of general education to a big extent” (Kirdiené 2004: 83). Under
fast integration of Lithuania into the European Union, each citizen is obliged
to protect own ethnic and cultural identity, striving for nurturance of national
cultural, artistic and spiritual values and employing all the possible measures.
Ethnic music is unique; however, it has become a gradually deteriorating
value. European examples prove that “insufficient or delayed attention to
preservation of national music has resulted in forgotten national songs and
instrumental music in a big number of countries. A nation without continu-
ation of traditions and folk music is a nation without its face” (Vaidnoriené
2004: 42).

While preparing this article, an attempt was made not to focus on bare
facts about the people, who used to establish groups or ensembleskdnklés
players, to teach their members to play this instrument and who simulta-
neously contributed or have been contributing to preservation of Lithuanian
ethnic culture and have prevented our society from extinction in the process
of globalisation. The majority of people and particularly young people in
rural areas, perceive playingkanklés as the basics of music education and
expression of their ethnic identity.

Having overviewed the most significant works of the first half of the
20" century on ensembles okanklés players in Lithuania, it can be stated
that Lietuvig kanklés [Lithuanian Kanklés] by Zenonas Slavilinas (Slavinskas
/SlaviGinas/ 1937) deserves this status. The study is an attempt to consistently
systemise and classify the material okanklés, which was available at that
period. Other most valuable works were written by Romualdas Apanaviéius
(1986, 1989; Baltréniené, Apanaviéius 1991) and by Marija Baltréniené-
Gadeiauskaité (1997; Baltréniené, Apanavieius 1991). Following Pranas
Stepulis (1955, 2003), the latter author emphasised the contribution of Am-
broziejus, Bonaventlras and Valentinas Kalvaitis to establishment of groups
of kanklés players in Upnemuné in her publicationDevyniastygés kanklés:
kankliavimo tradicijos ir dabartis [Nine-String Kanklés: Traditions and
Present of PlayingKanklés] (Baltréniené-Gadéiauskaité 1997). They are
thought to have given the beginning to the spread okanklés ensembles in
Lithuania. This work was continued by Pranas Puskunigis in Skriaudpiai
and Kaunas, later by Petras Vinkdnelis, Ona and Stanislovas Rudis-Rudys
in Aukadtaitija. Contemporary propagators of kanklésensembles in Lithuania
have been successfully working in this sphere.
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In the monograph Kanklés lietuvig etningje kultroje [The Kanklésin
Lithuanian Ethnic Culture] (Tarnauskaité-Palubinskiené 2009), the author
of this article presents the results of the detailed research on the heritage
related to the instrument itself, kanklés players, playingkanklésand kanklés
music as a cultural whole in order to disclose the multiplex socio-cultural
spread and dynamics of the phenomenon as well as its role in Lithuanian
ethnic culture from the second half of the 19" century to the beginning of
the first half of the 20" century. However, the activities ofkanklésensembles
were not separately analysed in that work.

The most extensive information on participation of kanklés ensembles
from Skriaudpiai region in various festivals is presented in the works by
Vytautas Alenskas (Alenskas 1993, 2005).

Information on the birth and activities of the modified Suvalkija-type
kanklésensemblePasagélgLil’ Horseshoe] in Utena district, approximately
at the end of the 20" century, can be found in Asta Motuziené'’s short pub-
lications (Motuziené 2001, 2008) and articles (Motuziené 2002).

The works dedicated to history of kanklés and playing kanklés have
been numerous. The aforesaid works mainly focus on activities okanklés
players in Suvalkija and Utena region, but only one article of the author
(Palubinskiené 2012) makes an attempt to carry out the regional overview
of kanklés ensembles. On the basis of the previously published works, the
data of the ethno-instrumental expeditions conducted from 1987 to 2012,
the data of the research carried out from 2010 to 2012, the information
submitted by leaders of ensembles and teachers, an attempt will be made to
overview traditions of using kanklésin ensembles, to define their development
and situation in contemporary Lithuania.

The object of the research:traditional kanklés ensembles in
Lithuanian ethnic culture.

The goal of the research:todefine the place of traditional kanklés
ensembles and their importance.

The objective of the research:to overview the traditions of
playing the kanklésin Lithuania; to describe the development of traditional
kanklés ensembles and their situation in contemporary Lithuania.

Methods of the research:comparative, observation, analytical
methods.

Key words: kanklés, kanklésplayers, kanklés ensembles, festivals,
traditional, nationality.

34



V. Palubinskiené. Traditional ‘Kanklés’ Ensembles in Lithuanian Ethnic..

The instruments in traditional kanklés ensembles

The members of the ensembles used to play earlier and have been playing
the kanklés of Western Aukdtaitija and bemaitija, Northwestern Aukdtaitija
and Suvalkija type as well as the modified instruments of Suvalkija type.

To enable readers to easier understand the variety of types of instruments,
short descriptions of them are presented.

Kanklés of Western Aukdtaitija and bPemaitija are attributed to the
second type. Itis characteristic of them to have the wide end cut very sharply,
a carved body, wooden turning holders with metal strings placed through
them. A resonance hole in a nicely-ornamented flower shape with six leaves
carved on the top is more characteristic ofkanklés with a widened body.
The carving of the resonance hole okanklés with a rectangular thin end is
usually oval. Their body is made higher and has a rougher appearance. The
traditional number of strings is from 9 to 12, but there may be instruments
with 8 to 14 strings. Kanklésis painted black, dark grey or brown, and the
top flat panel is usually a little bit brighter. The kanklés of the second type
are found in pre-historic Semigalian lands in Northwestern Aukdtaitija (districts
of Joniokis, Pakruojis, Biauliai) and in territories of Veliuona in Western
Aukdtaitija, Zanavykai (districts of Jurbarkas, Dakiai, Kaunas) and in Pemaitija.

The instruments of the third type are similar to kanklés of the second
type, only one end of it has a twisted (snail-shaped) form or a small circle.
Kanklés of Suvalkija type are actually modified instruments of Northwestern
Pemaitija. Their size, form of the body and the number of strings are almost
the same, only the narrow end extends more sharply and finishes in a round
circle. Similar to kanklés of Northwestern bemaitija, the wide end of the
instrument of Suvalkija type finishes in a twisted piece, only itis much bigger.
The Suvalkija kanklés are glued. The typical number of strings is from 9 to
12 (and sometimes from 10 to 13) and strings are fixed to a metal bar fastened
onto the body by wooden supports in the narrow end. The strings in the
wide end are turned around wooden and later metal lighteners. The top of
the body of the instrument has one or several six-edged stars, which are
surrounded by cuttings of leaf shape. Some of the exhibits of the beginning
of the 20™ century have two holes that remind of those in a violin.Kanklés
are sometimes abundantly but tastefully decorated.

The instruments of Suvalkija type differ from those of Northwestern
Pemaitija in colour as well. Though they sometimes are black (especially
the older instruments), the dark brown, chestnut or yellow colours prevail.
The top of the body is usually not painted and only covered by achromatic
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polish. The rounding of the narrow end of kanklés of Suvalkija type was
most probably conditioned by the music instruments of West European origin.
Western culture had a particularly strong impact on people in Suvalkija,
where itinfluenced not only their lifestyle but also the world concept (Apana-
vieius, etc. 1994: 49).

In Lithuania the kanklésof the third type are found in pre-historic Curo-
nian lands in Northwestern Pemaitija, in current districts of Kretinga, Teldiai
and Mapeikiai. Suchkanklés could have been introduced to Suvalkija by
pemaiéiai(Samogitians), who originated from Curonian territories during
colonisation of Upnemuné carried out by the Grand Duchy of Lithuania in
the 15"—17" centuries (Apanavieius 1986: 18—19).

Kanklés of Western Aukdtaitija and Pemaitija type as well as those of
Suvalkija type were made and have been made by the old and contemporary
kanklés masters from Dakiai (Ambraziejus, Bonaventliras and Valentinas
Kalvaitis), Zapydkis (Simas, Motiejus and Jonas Staniulis), Skriaudpiai (Pranas
Puskunigis, Jurgis Alenskas, Juozas Baltrukonis, Antanas Banionis, Juozas
and Vladas Kuéinskas, Jonas Kulbudauskas, Kajetonas Naudpius, Andrius
Navickas, Andrius Siaurusaitis, Edvardas Bielokopitovas), Plungé (Alfredas
and Vytautas Lueinskas), Kelmé (Mindaugas Dimadlys)piauliai (Albertas
Martinaitis) , Klaipéda (Antanas Butkus), Gargpdai (Zigmas Liutikas), Vilnius
(Jonas Bugailidkis, Egidijus Virbadius) and other regions.

The facts confirm that strengthening of necessity for enhancement of
nationality and continuation of traditions (the second half of the 19" century —
the first half of the 20" century) resulted in choosing thekanklés from
Suvalkija as a symbol of Lithuanian identity. Their modification and spread
started and the instruments reached all the parts of Lithuania. People used
to play kanklésin groups and ensembleskKanklés of this type played a par-
ticular role in Auk®étaitija in the first half of the 20 ™ century (in districts of
Panevépys, Pasvalys, Radvilidkis, Pakruojas, Utena, Anykdeiai, Kupidkis,
Rokiokis). Since the instrument had a rich and sonorous timbre, broad range,
was variously and elaborately decorated and had a considerably bigger case
itwas liked by the intelligentsia, various organisations of Young Lithuanians,
Catholic Pavasaris[Spring] and others.

The body of the modified kanklés of Suvalkija type is glued and most
frequently with flat bottom. The longest end has a big horn or small horn
and sometimes may even have the head of a dog or dragon, whereas the
rounding is found in the narrow end of the body of the instrument.

The most common number of single strings is from 13 to 32, whereas
that of double strings equals 17 to 24. The instruments are decorated mostly
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by oval resonance carvings of star shapes with four or six to seven petals, or
various ornamental drilled holes. Kanklés usually are painted black, some-
times brown, or yellow or even cerise.

In the first half of the 20 " century, when modified kanklés of Suvalkija
type spread in Lithuania, such instruments were produced by Stanislovas
Rudis-Rudys from Krekenava, Juozas Ladas from Svédasai and Jonas Liuima
from Utena.

The instruments produced by Ladas and Luima are similar to those
made by Rudys, since the masters started makirganklésunder the influence
of the latter.

In the first half of the 20 ™ century a big number of Lithuanian enlightened
people involved in revival of ethnic culture and its popularisation: Juozas
Baléikonis, Jonas Basanavieius, Kazys B(iga, Jonas Jablonskis, Tumas Vaip-
gantas, Pemaité, Antanas bmuidzinaviius, Mikalojus Konstantinas Eiur-
lionis, Petras Rimda, Antanas Jarodevieius, Jonas Balys, Jadvyga Eiurlionyté,
Zenonas SlaviGnas, Kazys Banaitis and others.

Approximately in the middle of the 20 ™ century the role of folk traditions
and customs naturally weakened because some of their previous functions
were assumed by the state, public organisations and school. However, even
under such conditions, the customs did not lose “the role of moral developer”
particularly in the country (Kudirka 1991: 5). Ensembles of kanklés players
became not only a place for communication and gathering of people, a form
of youth leisure activities in Lithuanian villages and small towns but also a
school of ethnic and cultural identity.

Kanklés ensembles from Upnemuné and their establishers

During public events (dances) on Saturdays in Upnemuné (Zapydkis),
where public playing was organised, there were ensembles of very interesting
composition: kanklés, scythe, kitchen frying pan and the bottom of pot or
tub. Simas, Jonas and Motiejus Staniulis used to play the fiddle (Buraeas
1942). Since the ensembles of that time mainly consisted of family members
or close relatives, the instruments, which determined the composition of the
ensembles, depended on the instruments possessed by musicians at that time.

At the end of the 19" century Ambraziejus, Bonavent(ras and Valentinas
Kalvaitis from Bakiai county also made and playedanklés of Western Auk-
Otaitija and Pemaitija type. Ambraziejus Kalvaitist was not only a kanklés

1 Ambroziejus Kalvaitis (born in 1857; died in 1916, Katiliai village, Sintautai
rural district, Bakiai county).
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player but also their master and improver. He closely collaborated with
Pranas Puskunigi§ the most famouskanklés player, reviver and populariser
at the end of the 19" century and the beginning of the 20" century. A. Kalvaitis
frequently consulted the master how to producekanklés and make the
instrument sound good. It is thought that P. Puskunigis and A. Kalvaitis
madekanklésof similar forms to their followers. In 1912 A. Kalvaitis started
producing kanklés glued from separate elements with metal turning string
holders and made about 32 of such instruments to musicians in neighbour-
hood. Later this tradition was successfully continued by Valentinas Kalvaitis,
a nephew of A. Kalvaitis (son of Bonavent(ras Kalvaitis).

Bonaventdras Kalvaitis together with his brother Ambraziejus organized
groups of young kanklés players in surrounding villages: Pentidkés, Lepdiali,
Kampiniai, BPlamai, Navatkiai, Vaitiekupiai, Griokab(dis and others. They
consisted of four-six musicians. He also established the first such group in
his native Katiliai village in 1890.

Valentinas Kalvaitis* was a giftedkanklésplayer, a master of these instru-
ments, an establisher okanklésgroups and a teacher, who surpassed his own
teachers, i.e., his father and uncle. In 1928 he moved to Skaisgiriai village and
rallied a group of 20 kanklés players. V. Kalvaitis produced about 200 very
nicely encrustedkanklés (including boss instruments) (Stepulis 1955: 27).

In 1904 Justinas Strimaiti$ saw kanklés possessed by Jurgis Jablonskis
(a brother of famous linguist Jonas Jablonskis) in Gridkabddis surroundings
as well as the instruments made by master Bernotas (the father of Jablon-
skiené) in Rygiokés village, at Krapkus’ and Pikeilingis’ in Tupikai village, as
well as at Katilius’ and Pranas Puskunigis’ in Katiliai village (Strimaitis 2007:
17). He remembered that there were a lot ofkanklés in Zanavykai in the
period of 1904-1910 (Strimaitis 2007: 10). In the aforesaid surroundings of
Griokab(dis, kankléswere very popular at that time and young people eagerly
attendedkanklés ensembles.

2 Pranas Puskunigis-Vaitiekus (also known as Kriaueiukas, Dainius, and Kankli-
ninkas; born in 1860, Kaitiliai village, Sintautai rural district, Bakiai county; died in
1946, Skriaudpiai small town, Marijampolé county).

8 Bonavent(ras Kalvaitis (died in 1908, Katiliai village, Sintautai rural district,
bakiai county).

4 Valentinas Kalvaitis (also known as Medpiagonas /Material/; born in 1888;
died in 1950, Katiliai village, Sintautai rural district, Bakiai county).

5 Justinas Strimaitis (born in 1895, Rygidkiai village, Gridkab(dis rural cistrict,
Dbakiai county; died in 1960, Kaunas).
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The analysis of historic resources revealed that by the end of the ¥9
century the male tradition of playing kanklés (most frequently solo) had
prevailed in villages. The activities of A., B., V. Kalvaitis were linked with
the beginning of the tradition of playing kanklésin groups in Zanavykija,
later in Kapsai of Suvalkija, Aukdtaitija and all over Lithuania in the first
half of the 20™ century.

Pranas Puskunigis Katilig Dainius, i.e. songster from Katiliai) is seen
as the greatest contributor to revival and popularisation of kanklés and
establishment of ensembles dfanklésplayers. He was born into a family of
a farmer. The real surname of Pranas’ father was JokObas Vaitiekus. Uncle
Simanas Katilius-Kalvaitis®, who lived in neighbourhood and was akanklés
player and a good story teller, taught eight-year old Pranukas to plajkanklés.
After this experiencekanklés accompanied him all his life. Being concerned
with popularisation of kanklés and frequently sacrificing his personal life,
Pranas Puskunigis refused a rather lucrative position of an organist in Skriau-
dpiai and Plutiokés twice. He used to teach others to plagkanklés for little
money and frequently without any pay leaving all the hard work on the
farm to his family. In his memoirs about his father, Leonas Puskunigis (a
kanklésplayer as well) used to write: “Pranas Puskunigis managed to earn a
land slot of 3.36 hectares, a horse and a cart working as an organ player in
Skriaudpiai but had never broken ground with the plough”e.

After the press ban was lifted, Pranas Puskunigis actively involved in
revival of kanklés and its playing (he moved to Skriaudpiai in 1906), made
tens of eleven-twelve strindkanklésto his followers and himself. While playing
in small groups of kanklés players, Puskunigis divided these instruments into
soprano, alto, tenor and basskanklés. Basskankléswere not frequently used.
He taught to play kanklésabout 120 people and among this huge number of
his followers there were Puskunigis’ children: Vytautas, Leonas, Kunigunda
Puskunigis, and such people as Juozas and Antanas Degultis, Kazys Lekeckas,
J. Alidauskas, V. Saugaitis, Juozas Genys, Juozas Jankauskas, Elzé Alenskaité,
Kazys Oldauskas, Jurgis Alenskas, Kazys Banionis, Banionyté, A. Bagdo-
naité, Jonas Bedkus, Justinas Strimaitis, Stanislovas Rudis-Rudys (who brought

6 Simanas Katilius-Kalvaitis (born ca. 1783; died in Katiliai village, Sintautai
rural district, Bakiai county).

" Leonas Puskunigis (born in 1890; died in 1994, Skriaudpiai small town, Mari-
jampolé county).

8 Puskunigis, Leonas (?)Atsiminimai apie Prana PuskunigaLTR-3081 (534).
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drawing of kanklés and the technique of playing kanklés to Krekenava,
Panevépys district), Pranas Stepulis and many others.

Pranas Puskunigis did not confine himself only to teaching to play
kanklésand to establishment ofkanklés groups and ensembles but was also
an active public figure. He set up the first group ofkanklésplayers in Skriau-
dpiai in 1906, which has become a big ensemble over years (in 1984 his en-
semble was namedanklés); in 1914-1916 Puskunigis was leader of ensemble
of kanklés players of employees in Kaunas Saliamonas Banaitis Publishing
House; in 1923-1928 he was head of the School of Disable®anklésPlayers
of Lithuanian Army in Kaunas; in 1925 Puskunigis joint the Lithuanian
Association of Kanklés Players; in 1925 he became head of the group of
school learners kanklés players in Kaunas Baneéiai Primary School No. 27
(Kipras Petrauskas used to perform with this group not once); when the
School of Kanklés Players was founded in 1930, he became a teacher of
playing kanklésin Suvalkija manner. Puskunigis and hikanklés ensembles
performed in a big number of places in Lithuania and not only: in Skriaudpiali,
Veiveriai, Sasnava, Vidakio R(da, Pakuonis, Marijampolé, Kaunas, Teldiai,
Rambynas, Klaipéda, Palanga, Dotnuva, Diauliai, Alytus, Vilnius, Karaliau-
eius and others. Under the influence okanklés players from Skriaudpiai,
kanklés ensembles were established all over the country.

When Pranas Puskunigis moved to work as an organist in Plutidkes in
1920-1929, former students of Puskunigis took over leadership of this
ensemble such as Antanas Degutis and Jurgis Alenskas (in 1932). They all
retained the specific style of playing music of the ensemble.

The group of kanklés players established in Skriaudpiai by Puskunigis
in 1906, which has developed into an ensemble, has played the greatest and
the most essential role preservindanklés of Suvalkija type as well as the
tradition of playing this instrument. The ensemble, which has been functioning
for 107 years already, may be heard during various public events. This is a
unique phenomenon in the history of Lithuanian culture.

Kanklés ensembles from Aukdtaitija and their establishers

Stanislovas Rudis-Rudys was the most considerable populariser of Suval-
kija kanklés, a founder of kanklésplayers’ groups in the town of Krekenava
(Panevepys county) in Aukdtaitij&. He was a self-taught carpenter, furniture

9 Stanislovas Rudis-Rudys (born in 1880, Mueilnai village, Krekenava rural dis-
trict, Panevépys county; died in 1949, Krekenava small town, Panevépys county).
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maker, builder, kanklés player and kanklés master. According to the infor-
mant Ona Slavinskaité-Rudiené®, master Rudis-Rudys became interested
in kanklés approximately in 1920 after encouragement of panpipe player
Vytautas Kadpys!. The latter saw the twelve string kanklés of Suvalkija
type in home of kanklésplayer Puskunigis from Skriaudpiai (Prienai district),
learnt to play this instrument himself and recommended that Rudis-Rudys
(as a capertner and furniture maker) should go and see the instrument. The
master brought back the drawings,kanklésrepertoire and playing techique
and later improved them. Initialy, 12 string instruments were produced.
Later, the master was encoraged by Justinas Strimaitis, a nurturer dfanklés
culture, to produce gluedkankléswith 16,18 and 20 double strings. Together
with his wife Ona, Rudis-Rudys created interesting decorative ornaments
and monograms with the initials of clients, date of production and own
surname. Rudis-Rudys made about 2000 instruments.

Ona Rudiené also contributed considerably to organisation of groups
of kanklés players and popularisation of playing kanklés. In 1932 she got
interested inkanklés and started to learn playing this instrument taught by
Stanislovas Rudis-Rudys, who became her husband in 1934. Ona used to
play less in her youth but after the death of her husband in 1949, she began
to play more intensively. She knew about 100 various songs and melodies.
All her life was dedicated to the dissemination of the beauty ofkanklés
music.

S. and O. Rudis-Rudys taught people from their immediate and other
surroundings to play kanklés. By 1930 they had already rallied a group of
20 kanklés players in Krekenava. It included inhabitants of Krekenava:
L. Varanauskas, J. lvadkeviéius, O. Rudieng, V. Nebilevigiené, L. Eepurnaité,
V. Debeikyté, L. Nebilevieiltg, J. Nebilevieius, Z. Svirskyté, A. Povilaityté,
V. Mataityté, E. Razilnaité, S. Krueaité and others.

Musicians used to playkanklés and sing for their own pleasure, they
also used to give concerts in surrounding places such as Panevépys, Radvilidkis
and Ukmergé rather frequently. The first followers of Rudis-Rudys gave a
public concert “as early as 1932. The concert was held in the church of Kre-
kenava. The inhabitants of Krekenava are said to have cried because they

10 Ona Slavinskaité-Rudiené (born in 1910, Pavermenys manor, Ramygala rural
district, Panevépys county; died in 1993, Krekenava small town, Panevépys county);
vaster S. Rudis-Rudys’ wife.

1 Vytautas Kadpys (leader at the Young Lithuanians organisation; shot in 1941).
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liked it very much. Later they played publicly in various places in Lithuania,

to visit many towns and small towns of Lithuania participating in various
events and festivals®?. The musicians taught by O. and S. Rudis-Rudys (a
huge number of them) spread not only in surroundings of Krekenava but
also in other regions: Panevépys, Rozalimas, Utena, Anykdéiai, Radviliokis,
Ariogala, Géluva, Teldiai and even in the United States of America. Their
tradition of ‘male’ playing of kanklés was continued by their son Keestutis
Rudis!® and has been supported by grandsons Mindaugas, bygimantas and
Vytenis.

In the spring of 2013, Danguolé Junevieilté& , a distant relative of Ona
from Panevépys, bought the homestead of Rudis-Rudys. She promised to
reconstruct the house and to memorialise the activities of Ona and Stanislovas
Rudis-Rudys and her son Mykolas promised to acquirékanklésand learn to
play this instrument (EIA®, 2012).

Another centre of modified kanklés of Suvalkija type and playing this
instrument was in Svédasai in Anykdeéiai district. The organist Petras Vink-
dnelis®, who had lived in Svédasai since 1909, formed a group of 1Xanklés
players in 1936. The master Juozas Lad&groducedkanklésfor this ensemble
and also played in it himself. The learners in Vinkdnelis group ofkanklés
players included such people as Julija Starkuvieri& Adelé Matulevieien&?,

2 Papemeckieng, Irma (2009, parengéKrekenavos kanklininkai. Atsiminimai
apie kanklig meistra Stasd Ruda ir kanklininkee Ona Rudien&tp://www.balsas.|t/
naujiena/370694/krekenavos-kanklininkai/3 http://www.grazitumano.It/wiki/
index.php/Krekenavos_kanklininkai (accessed April 6, 2013).

18 Keestutis Rudis /Rudys/ (born in 1926, Krekenava small town, Panevépys county;
lived in Panevépys).

4 Danguolé Juneviei(té (born in 1955, Krekenava small town, Panevépys county;
lived in Panevépys).

15 EIA — Archive of the Institute of Ethnic Music (Etnomuzikos instituto
archyvag.

16 Petras Vinkdnelis (for 1909 lived in Svédasai small town, Anykdgiai county;
died ca. 1976, Svédasai small town, Anykdeiai county).

17 Juozas Ladas (born in 1912; died in 2005, Savieilnai village, Svédasai rural
district, Anyk&eiai county).

18 Julija Baltudkaité-Starkuviené (born in 1925, Juodoniai village, Kamajai rural
district, Rokidkis county).

19 Adelé Niauraité-Matulevieiené (born in 1922, Juodoniai village, Kamajai rural
district, Rokidkis county; lived in Kalviai village, Kamajai rural district, Rokiokis
county).
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Paulina Tuméniené&®, Aldona Vanagiené&!, Ona Mikuckiené %, Elena pvirb-
liené? and a big number of other players, who disseminatedkanklés playing
in surroundings of Svédasai, Anykdeiai, Utena, Rokidkios and other districts.
Successors of Vinkdnelis have been continuing the tradition of playinganklés
in Aukdtaitija up to now.

In 1934 Juozas Ladas started producing instruments according to exact
measures okanklésmodel by Stanislovas Rudis-Rudy%. Thus, the tradition
of making kanklés of Suvalkija type was continued in Aukdtaitija.

Other kanklés ensembles from Aukdtaitija

The journalist and kanklés player Egidija Lekavieien& remembered a
group of kanklésplayers of her youth in Saviéilnai village (Anykdeéiai district)
and its surroundings (Netikidkiai village — in Anykdeiai district; Juodoniai,
Vygeéliai, Kydlnai villages — in Utena district; Kalviai, NarbGéiai, Kamajai,
Duokidkis villages — in Rokidkis district) (Lekavieiené 2002: 20-26). They
represented a wide range of professions: farmers, teachers, priests, organists
and even journalists. Jonas Pardon&s a friend of Juozas Ladas’ youth, was
one of the first kanklés players, who acquired thekanklés made by master
Ladas. Pardonas was not married and lived at his brother’s. He used to play
in summer evenings on the bench and “the melody okanklésused to reach
Niaurai grange of the same Judoniai village, where three sisters Eleonora,
Adelé and Liucija Niauraités enjoyed itimmensely” (Lekaviéiené 2002: 21).

In 1952 an ensemble ofkanklés players” was established in Juodoniai
village, which, after several short rehearsals and practicing, started playing
in various festivals in villages and towns of Rokidkis district.

20 Paulina Gikyté-Tumiené (born in 1920, Svédasai small town, Rokidkis county;
died in Kalviai village, Svédasai rural district, Rokidkis county).

2 Aldona bemaityté-Vanagiené (born in 1922, Natauéiai village, Anykdeiai rural
district, Rokidkis county; lived in Kidlnai village, Utena county).

22 Ona Mikuckiené (born in Svédasai small town, Anykdéiai county).

% Elena Vinkdnelyté-bvirbliené (born in Svédasai small town, Rokidkis county;
lived in Uppaliai small town, Utena county).

% Ladas saw measurements of Rudis-Rudys’ model ddanklés at priest Jonas
Kraniauskas’, Svédasai parson.

% Egidija Makudkaité-Lekavieiené (born in 1960, Vygélé village, Utena county;
lived in Vilnius).

% Jonas Pardonas (born ca. 1910, Juodoniai village, Rokidkis county).

27 Paulina Tumiené, Julé Starkuviené&, Adelé Niauraitg, Liucija Niauraité.
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Kanklés playing was also supported by Duokidkis parson Lionginas
Neniokis?®, who was an enlightened person and “as if another Strazdelis”
(Lekavieiené 2002: 21), who was good at playingkanklés, accordion and
mouth organ. He was fond of kanklés music and therefore, was a keen
supporter of kanklés ensemble of Juodoniai.

Around the same year, i.e., 1952, another ensemble dfanklés® was
founded. It used to perform in culture centres of surrounding villages during
various events. During the period of 1970-1980, the re-established trio from
Juodoniai village® was giving concerts in culture centres of Kalviai, Duokiokis
and Kamajai.

Approximately in 1964 the duet of kanklésplayers was set up in Viluéiai
village (Utena district)®*. More than three decades this duet played in festival
and other events of Kydnai, Bekinéiai, Uppaliai, Vypuona, Utena, Jotauéiai,
Daugailiai, lléiukai and Adutidkis (Bveneéioniai district). The duet participated
in four programmes of Lithuania television, were awarded several acknow-
ledgements or certificates of appreciation. The tradition ofkanklés playing
has been continued by their children and grandchildren.

Justinas Strimaitis describedkanklés players of Utena region in his
Kanklininko prisiminimai [Memories of kanklés players] (Strimaitis 2007).
Librarian Henrikas Radtikis®*? established an ensemble okanklés players,
which functioned in 1931-1940. The representatives of intelligentsia from
Utena played in this ensemble. Radtikis no only was head of the ensemble
but also madekanklés himself.

The kanklésensembleSigutéfrom Panevépys should also be mentioned.
The most senior and active member of the ensemble is Regina Daniliniefig
who started learning to play kanklésin the ensemble ofkanklés named after
Mikalojus Konstantinas Eiurlionis under leadership of Ona and Alfonsas
Mikulskis. Approximately in 1954-1960 an ensemble of kanklés of phar-
macists was set up under leadership of violin anééanklés player Konstancija
Marcinkevieien&*, Regina Daniliniené was actively involved in the activities

% |ionginas Nenidkis (born in 1915; died in 1989, Duokidkis small town, Rokidkis
county).

2 Julé Augulyté, Stasé Rudokaité, Aldona Niauraité, Liucija Niauraité.

30 Paulina Tumiené, Julé Starkuviené, Adelé Matulevieiené.

81 Liucija Makudkiené, Aldona Vanagiené.

%2 Henrikas Radtikis (born in Utena).

% Regina Dedryté-Danilniené (born in 1919, Panevépys).

34 Konstancija Virponyté-Kligiené-Marcinkevieiené (born in 1924, Jonava; died
in 2007, Panevépys).
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of this ensemble. In the period of 1976—-1980 Dani(iniené set up an ensemble
of kanklés players together with Marcinkeviéiené in the textile company
Linas and souvenir companyTulpé. Propagating kanklés and striving for
music education of young people, Daniniené started teaching learners of
Panevepys primary school No. 1 and Panevepys Secondary School No. 2 to
play kanklés. Since 1984 Danildniené has been collaborating wittkanklés
players Ona Rudiene, Jadvyga Krikdéilnaité and Elena VVanda Vaitek(niené
from Krekena. She even used to play together with them. For many years,
DaniGniené and Marcinkeviéiené have played in the Panevépysanklés
ensembleSiguté(leader Marcinkeviéiené, later Vida Grikdelieng, Vida Krik-
oeilniené), where she is still playing with young players helping them penetrate
into secrets of music education.

The tradition of playing modified kanklés of Suvalkija type has been
still alive in Aukdtaitija (Visockaité-Lungiené 2000: 16). It has been continued
both by the kanklés players of the older generation and by the young ones.

After master Juozas Ladas from Svédasai complained that he had pro-
duced so manykanklésbut still could not hear them anywhere, teacher Asta
Kirvelyté-Motuziené from Uppaliai (Utena district) founded the kanklés
ensemblePasagélén 1991, where school learners played (leader Loreta Liau-
gaudé since 2008). They went to their first concert to the international festival
of children folklore Daigelis [Little Sprout] held in Rumdidkés in 1992. In
1998 they were invited to take part in the Song Festival in Vilnius together
with kanklés players from Skriaudpiai and Panevépys. Since then they have
been regular players in the Song Festivals.

A rather big number of kanklésplayers from Aukdtaitija participated in
the Lithuanian Song Festival of School Learners organised in 2005, the
Lithuanian Song Festival B(ties ratu’ [In the Circle of Being] held in 2007,
in the concertSkambékite, kanklégLet the Kanklés Play] of the Millennium
Song Festival of LithuaniaAmpig sutartiné [Song of the Centuries] organised
in 2009 and in MUsg vardas — Lietuva [Our Name is Lithuania], which was
held in 2012. It included ensembleSkambantys kankleliai [Old Sounding
Strings] (leader Asta Motuziené) of Uppaliai (Utena district) summer camp
with over 100 participants from town and villages of Aukdtaitija. Kanklés
players from all over Lithuania learnt to play this instrument in the above-
mentioned camp: villages and towns of Anykdeiai, Birpai, Kupidkis, Rokidkis,
Pasvalys, Panevépys, Utena, Daléininkai, Klaipéda, Kretinga, Mapeikiai, Nau-
joji Akmeneé districts (Motuziené 2008: 9). These young people are believed
to grow up as patriots of their country.
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Kanklés ensembles from bPemaitija

Over the last several decades the renaissance of traditionignklés has
been observed not only in Aukdtaitija but also in Pemaitija. Big numbers of
kanklésensembles participated in the concertSkambékite,kanklés[Let the
KanklésPlay] of the Lithuanian Song Festivals held in 2005, 2007 and 2009
and in the National Song Festival of School Learner$1lsg vardas — Lietuva
[Our Name is Lithuania], which was held in 2012. A particularly big number
of young kanklésplayers from all over bemaitija played in the concertAmpig
sutartiné [Song of the Centuries] of the Millennium Song Festival of Lithuania
organised in 2009. This was the ensemblé&ai skamba pemaitidokos kanklés
[Let the SamogitianKanklésPlay] (leader Jolanta Dobrovolskiené) of Mapei-
kiai region summer camp, where about 150 participants playedkanklés.
Musicians from villages and towns of Naujoji Akmené, bilalg, Klaipéda,
Kretinga, Kelmé&, Mapeikiai, Diauliai, Plungé districts were involved in these
activities. It is a joyful fact that the majority of young people in bemaitija
play kanklésin ensembles.

The biggest number ofkanklés ensembles in Pemaitija region were
established in the second half of the 20 century, when young people from
villages and small towns were provided with an opportunity to go to Vilnius
and participate in the Song Festivals. For a long period young people used to
play the improved concertkanklés, whereas groups playing traditionalkanklés
were not invited to the representative Song Festivals. In 1998 Lina Naikeliené
‘broke the ice’ and the first concerts only of small groups or ensembles of
traditional kanklés players were held in Skarga Yard of StJohn church in
Vilnius. Next to concert-type kanklés, the music performed by groups and
ensembles of traditionalkanklés has been heard since then. Since 2005 per-
formances of groups of traditional kanklés players have been included into
the programme of Ensemble Concert held in Kalnai Park (under initiative of
Alvyda Eesiené) (Palubinskiené 2012: 135). Thus, young musicians became
more motivated to attend kanklés groups and ensembles and to play music.

Distribution of kanklés ensembles

The discussion of movement okanklésand kanklés playing in Lithuania
during the period of almost 100 years allowed concluding thatkanklés, which
had previously been an instrument for individual playing, left village houses
for public places and became head not only in villages but also in small towns.
The new phenomenon of ethnic playingkanklés, i.e., kanklés ensembles,
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originated namely in the countryside and later spread all over Lithuania. Un-
doubtedly, kanklésensembles were based on customs of communal activities
in our villages, which encouraged every individual to involve in joint work
activities, relaxation and forms of leisure time. Ensembles okanklés are
seen as one of the more innovative methods of acquisition of new knowledge,
which have contributed a lot to development of Lithuanian rural culture
and to national culture. People not only learnt to play the old national instru-
ments but also mastered reading the music, learnt new melodies, songs and
dances and, thus, expanded their outlook and disseminated the beauty of
music to people around them (Palubinskiené 2012: 135).

The distribution of ensembles ofkanklés is more or less equal in the
region of old kanklésin Western and North Lithuania. No evident data on
kanklésensembles in Dz{kija are available. This is also supported by historic
sources and data gathered during expeditions, which proves that single cases
of kanklés playing in Dz{kija have to be ascribed to exceptions of musical
culture of this region.

Moreover, it can be concluded that the movement of revival ofkanklés
playing in Lithuania in the 20™ century did not find support in this region
due to the old music playing tradition in Dz{kija but the spread of kanklés
ensembles was influenced by the old tradition of music playing.

96
88
12
4

women men women men
Figure 1. Distribution of kanklés Figure 2. Distribution of kanklés
players according to gender players according to gender

in the second half of in the second half of

the 19" century — in the first half the 20" century — the beginning

of the 20" century of the 21 century
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The comparison of figures reveals that various ethno-cultural, ethno-
music, historic, political events, economic factors, civilisation changes and
winds of globalisation have changed these centuries-old traditions. The male
kanklés players had prevailed by the first half of the 20" century (96 %).
The closer to contemporary times, the stronger are, according to Romualdas
Apanavigius, ‘female’ tendencies (Apanavieius 2009: 85-86). In the beginning
of the 21t century, only 12 percent of teachers and leaders of groups of
kanklés players are men and women make up as many as 88 percent. This is
an innovative trend because women did not play traditional kanklés until
the beginning of 20" century. As it has already been mentioned, men used to
be the makers and propagators okanklés, establishers and leaders dfanklés
ensembles.

We think that establishment of kanklés ensembles has been positively
influenced by annually organised summer courses dfemaiéiai(Samogitian)
ethnic music playing and traditional crafts. Such courses have been held in
Kelmé Folklore Centre (initiator Prof. Romualdas Apanavieius) since 1988.
The author of this article is one of the initiators and teachers of courses.
People from various villages, towns and small towns all over Lithuania (mainly
from bemaitija/Samogitia) and from different age groups (from 5to 70 year
old), representatives of various professions attend these courses. A big number
of Lithuanians from foreign countries (Canada, England, Germany, Latvia,
Russia, including theKaliningrad region) and even foreigners (from Sweden)
are interested in these courses. In 2012 the courses celebrated the"25
anniversary. All the participants of the summer courses eagerly learn playing
kanklésin ensembles and after the courses they popularisg@nklésand orga-
nise groups ofkanklés players all over Lithuania. As an outcome of these
courses several Lithuaniarkanklés ensembles were set up abroad (Canada,
Kaliningrad region) (Palubinskiené 2012: 137).

Currently, kanklés ensembles of Skriaudpiai, Uppaliai, Mapeikiai and
Kaunas district have been playing a considerable role in Lithuanian ethnic
culture. More of such enthusiasts as the old establishers and leaderskdnklés
ensembles in the second half of the 19 century — the first half of the 20"
century or as teachers of the second half of the 20century —the beginning
of the 21%tshould be available in Lithuania and more men should join activities
of playing kanklés. Then young peopk would become more active, their
cultural and ethnic identity would be strengthened and such situation would
improve music education of youth. Emigration of young people may decrease
and they would be ready to work for their country. Perhaps globalisation
would not be such a threat any more! (Palubinskiené 2012: 137)
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Conclusions

The overview of traditions of playing the kanklésin Lithuania revealed
that the members of the ensembles played theanklés of Western Auk-
Otaitija and bemaitija, Northwestern Aukdtaitija and Suvalkija types as
well as the modified instruments of Suvalkija type.

The first facts about playing kanklésin ensembles in the second half of
the 19" century — the first half of the 20" century reached us from
Upnemuné. The activities of Anbraziejus, Bonaventiias and Valentinas
Kalvaitis in Bakiai county laid foundations for emergence of firstkanklés
ensembles in Zanavykija, Kapsai of Suvalkija, later in Aukdaitija and
all over Lithuania.

On the basis of the data acquired in 20102012, it can be stated that a
big number of kanklésensembles have already been established in villages
and small towns of Lithuania. Their activities contribute to music educa-
tion of young peoples considerably. However, the ‘malé tradition of
playing kankléshas almost died and the majority of organisers, teachers
and leaders ofkanklés ensembles are women.

Kanklésensembles had a significant influence on village culture in Lithu-
ania and encouraged young people to strive for education, personal
improvement and to feel full members of their community.

The past traditions have been maintained in contemporarykanklés
ensembles. However, fewer men have been involved in activities of such
ensembles and, therefore, the problem of equal engagement of both
genders inkanklésplaying has also been observed.

Tradiciondlie kankiu ansambii Lietuvas etniskaja kult(ra
(19. gs. 2. puse — 21. gs. sakums)

Vida Palubinskiene

Kopsavilkums

Ceiojot pa Lietuvas laukiem etnomuzikoloiisko ekspediciju ietvaros,

biepi nakas v¢rot padomjumantojumu: pirms daudziem gadiem celtos kultQ-
ras centrus, kas tagad ir pamesti, nereti pat ar izsistiem logiem. Die skati v¢l
jo vairak aktualiz¢ Jona Jasaida domu, ka jauniem cilvgckiem nepieciedama
kada vieta, kas vious saistitu ar dzimto zemi (Jasaitis 2011: 7). Diempg¢l mQs-
dienas biepi jauniediem pietrkist motivacijas dzivot Lietuva, un vioi dodas
uz arzemg¢m. Tomgr, iespcjams, ir faktori, kas sp¢tu 8o situaciju mainit.
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Etniskas un kultdras vertibas pozitivi ietekmgjudas jaunatni visos laikos-
pat okupacijas gados, kad darbodanas daja joma tika stingri ierobepota. Lie-
tuviedu nacionalas padapzioas izaugsmi, pgctecibu folkloras mantojuma apguve
daudzgjada zioa stimulg norises visparizglitojodaja skola ilgaka laika perioda
(Kirdiené 2004: 83). Turpreti pasivitate daja joma var veicinat tautasdziesmu
un tradicionalas instrumentalas mizikas izzudanu, kas jau noticis daudzéas
pasaules valstis. Japiekrit Reginas Vaidnorienes atzioai, ka valstij, kura netiek
attistitas nacionalas tradicijas, tai skaita tautas mizika, nav savas sejas (Vaio-
noriené 2004: 42).

Lietuvas konteksta Tpadi spilgta nacionala vcrtiba ir kankles spcles tradi-
cijas, kas ietver ari pladi sazarotu kankiu ansambiu darbibu. Dis raksts veltits
to vgsturei.

Pirmie kankiu ansambii Lietuva, kas piemincti vgsturiskos dokumentos,
veidojudies Upnemunc. Ambrozija, Bonaventdra un Valentina Kalvaidu dar-
biba Daiu apkaim¢ kopd 19. gadsimta nogales rosinaja kanklgtaju ansambiu
radanos Suvalkija, vglak ari Aukdtaitija un citviet Lietuva.

19. gadsimta otraja pus¢ un 20. gadsimta pirmaja pus¢ Suvalkijas reiiona
kankles tika uzskatitas par Lietuvas simbolu. Radas dapadas do instrumentu
modifikacijas, tas tika izplatitas visa Lietuva. padi daudz Suvalkijas tipa
kankles izmantoja Aukdtaitija 20. gadsimta pirmaja pusc. Tas bija popularas
jauniedu un intelektudiu aprindas. Kankles tika spclctas visur un visdapada-
kajos gadijumos: k&zas, bcres, baznicas, rapas svctkos, dziesmu svetkos u. c.
Tas skancja ne tikai saviesigos pasakumos pladékai auditorijai, bet iekiavas
ari majas muzicgdana.

Statistika liecina, ka 20. gadsimta pirmaja pus¢ 96 % no kankl¢tajiem
bija viriedi. Taéu turpmak, ka rada arif Romualda Apanaviéa pctijumi, arvien
vairék pieaug kanklctaju sieviedu ipatsvars (Apanavieius 2009: 85-96).
21. gadsimta sdkuma tikai 12 % no kankiu ansambiu vaditajiem ir viriedi,
savukart 88 % — sievietes. Dis paversiens ir ieverojams, jo lidz pat 20. gadsimta
sakumam sievietes kankli nespglcja vispar.

Pcdcjos divdesmit gados, diiet, iezimgjas kankiu spcles uzplaukums; it
ipadi tas attiecas uz modificgtdm tradicionalajam Suvalkijas kanklgm Auk-
Otaitija un tradicionalajam pemaitiedu kanklgm bemaitija. Sevidii nozimigu
lomu kanklictaju ansambii guvudi Skraudpu, Uppaiu, Mapeiiu un Kauodas
apkaimg¢. Kanklctaji neapdaubami ievgro lauku iedzivotaju tradicijas,
atbalstot katra individa iesaistidanos kopiga darba un atp(ta. Spclgjot kankiu
ansambli, cilvcks ne tikai oti labi iepazist senu etniskas mizikas instrumentu,
bet ari apglst nodu rakstu, iemacas virkni jaunu melodiju, dziesmu un deju,
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tadcjadi papladinot savu redzesloku. Ciemos un pils¢tas pastav dapada veida
kankiu ansambii. To darbs veicina jauniedu muzikalo izglitibu.

Ta ké Lietuvas valsts integrcdanas Eiropas Savieniba norit visai strauji,
katra pilsoda piendkums ir saglabat nacijas etnisko un kultlras identitati,
visos iespcjamos veidos attistit valsts kultQras, makslas un garigas vertibas.
Etnisk& mQzika ir unikala, lai ari Icndm izzGdoda vertiba. Mlsdienas nacijas
garigo vertibu, ka arf etniskas un kultlras identitates saglabadana, uzturcdana
un aizsargadana ir tikai un vienigi jaunu cilvgku rokas.

Atslcgvardi: kankles, kankiu mizika, kanklictaji, ansamblis, festivals,
tradicija, nacija.

References

Alenskas, Vytautas (1993).Pranas Puskunigis ir Skriaudpig kanklininkai Klaipéda:
UAB Pozicija

Alenskas, Vytautas (2005, parengé)Jurgis Alenskas- 100: suvalkieeig kanklininkas,
kanklig meistras. Klaipéda

Apanaviéius, Romualdas (1986). Kanklig kilmé ir baltg bei Pabaltijo fing etnogenezé.
Mokslas ir gyvenimas11: 18-19

Apanavieius, Romualdas (1989). Kanklés — Narvos kult(ros reliktas.Liaudies
klrybos palikimas dabarties kultQroje. Kaunas: Bviesa, 65-73

Apanaviéius, Romualdas (2009) Etniné muzika. Biaurés Lietuvos kult(ros paveldas
3. Monografija. Kaunas: biemgala

Apanaviéius, Romualdas & Vytautas Alenskas, Vida Palubinskiené, Nida Visockaité,
Egidijus Virbadius (1994). Senosios kanklés ir kankliavimas Monografija. 2.,
pataisytas ir papildytas leidimas. Parengé Romualdas Apanavieius. Vilnius:
Muzika

Baltréniené, Marija & Romualdas Apanavieius (1991). Lietuvig liaudies muzikos
instrumentai. Pinynas. Vilnius: Mintis

Baltréniené-Gadeiauskaité, Marija (1997).Devyniastygés kanklés: kankliavimo
tradicijos ir dabartis . Vilnius: Etnomuzikos institutas, Vilniaus pedagoginio univer-
sitetas

Buraéas, Balys (19291961). Asmeninés negatyvg registracijos knygosKaunas:
Vytauto Didpiojo karo muziejus (rankradeéiai)

Jasaitis, Jonas (2011). Pratarmé / Foreword<aimo raidos kryptys pinig visuomenéje
2 | Trends of Rural Development in the Knowledge Society2. Sudarytojas ir
atsakingasis redaktorius Jonas Jasaitis Compiled by Jonas Jasaitis. Biauliai:
Diaulig universitetas, 7-11

Kirdiené, Gaila (2004). Etninés kultiros ugdymo padétis bendrojo lavinimo astaigose.
Liaudies kultira 4: 83-84

Kudirka, Juozas (1991). Paproeiai — pmogaus dvasinés kult(ros daliietuvig liaudies
paproéiai. Vilnius: Lietuvos liaudies kultdros centras, 5-21

51



Mdzikas zinatne dodien: pastavigais un mainigais — VI

Lekavigiené, Egidija (2002). Eia skambéjo ir tebeskamba Juozo Lado kanklé3uozo
Lado asmenybé. Kankliavimo tradicijos Aukadtaitijoje:konferencijos, skirtos kan-
klig meistro Juozo Lado 90-meeiui, medpiagaSudaré Asta Motuziené. Uppaliai:
UAB Utenos spaustuvé 20-26

Motuzienég, Asta (2001). Kanklig giesmé Utena: Indra

Motuzien&, Asta (2002). Uppalig kanklig ansamblis Pasagélé. Dedimtmeeio veikla.
Juozo Lado asmenyb&ankliavimo tradicijos Aukd taitijoje: konferencijos, skirtos
kanklig meistro Juozo La® 90-meeiui, medpiagaSudar Asta Motuziené. Uppa-
liai: UAB Utenos spaustuvé 14-19

Motuzieng, Asta (2008, sud.).Tradicinis kankliavimas &iuolaikinés kult(ros plotméje.
Utena: UAB Utenos spaustuvé

Palubinskiené, Vida (2012). Kanklininkg rateliai kaimo jaunimo muzikiniam dvie-
timui. Kaimo raidos kryptys pinig visuomenéje3 / Trends of Rural Development
in the Knowledge Society3. Sudarytojas ir atsakingasis redaktorius Jonas Jasaitis
/ Compiled by Jonas Jasaitis. Diauliai: Biaulig universitetas, 125-140

Papemeckienég, Irma (2009, parengéKrekenavos kanklininkai. Atsiminimai apie
kanklig meistra Stasa Ruda ir kanklininkee Ona Rudiendettp://www.balsas.It/
naujiena/370694/krekenavos-kanklininkai/3; http://www.grazitumano.It/wiki/
index.php/Krekenavos_kanklininkai (accessed April 6, 2013)

Puskunigis, Leonas (?). Atsiminimai apie Prana Puskuniga (rankradtis). LFR3081
(534)

Slavinskas /Slaviinas/, Zenonas (1937). Lietuvig kanklé§.autosakos darbai3: 244—
320

Stepulis, Pranas (1955)Kanklés. Vilnius: Valstybiné gropinés literatQros leidykla

Stepulis, Pranas (2003)Kanklés. Sudaréir papildé Lina Naikeliené. Vilnius: UAB
Petro ofsetas

Strimaitis, Justinas (2007).Kanklininko atsiminimai . Sudaré Danuté Bimakauskaité.
Kaunas: Naujasis lankas

Tarnauskaité-Palubinskiené, Vida (2009) Kanklés lietuvig etninéje kultdroje. Mok-
sliné monografija. Vilnius: Vilniaus pedagoginio universiteto leidykla

Vaidnoriengé Regina (2004). Tautinés muzikos integravimas &iuolaikina jaunimo
ugdyma aktualijos ir problematika. Tautiné muzika ir jaunimas. Proceedings of
scientific methodological conferenceVilnius: Lietuvos liaudies kultros centras,
42-43

Visockaité-Lungiené&, Nida (2000). Liaudies muzikos instrumentai Aukdtaitijoje.
Auk &aitija ir muzika . Vilnius: Atkula, 10-24

% LTR — The Institute of Lithuanian Literature and Folklore, Manuscripts of
Lithuanian Folklore ( Lietuvig literatQros ir tautosakos instituto Lietuvig tautosakos
rankradtynas.

52



II. MUZIKAS DZIVE LAIKMETA KONTEKSTA

Taudéo ficaole —Inodtadainéed eeoaiee Noaieneaaa Iipeél
én |

anéé
XIX adéa. Oaeu — danésaou é 104
0aid+anoaii Iiipgél I

jaieyie 1anoia

D o
0’_‘ —~
=3
jab)
|
()}
5
o
(<))
O
©
7
Qo
x
Qo
Q:
,C.
b
Q:
Q-
D
.
[S)
Qo
ox
o
Q-
> @

Q

é
Aeeéiiipringial Eaddasasiial naida & asoae
Naycu ltipgéi i Aeé ioioyaeai

167 44d06p-
aoyaia. 1as-
Aleksander \Alicki) 70-
1471 € dedéaeediaacl naiaé nasie,
fidaa ia éieaie 1adaa
aiée» (W alicki 1873:

— O Do

53



Mdzikas zinatne dodien: pastavigais un mainigais — VI

=
<
Q
D
-
@
Qo
D:
=1
=4
o
D/
o
Jab)
Q-
»
Q
(2
5 Qo
=
<
5 an
o O:
o
o
Qo
o
Qo

£ Q s ANN AN

Aéééaénéed 6éaca-
o}

&, Ay ai-

o
o)

O
O RN
g)»
>
a» Qe
)
(0% ,

=
ST
T
g
=
©
[S)
>
=
x
m)
O
O
Y VO
Q)

]

Q;

D
=
©
Q
— D
=
(@]
Qo
o
D> Qo Q;
: go g;
o<
=
> - “Q
2 D O
= D
=
p>)
o
D:
<

QD
(@}
-
D:
C\
D S



m
5
vO)
o
oy
=)
™
Qo
>
pral
(@]
@
o
=
o
oY
oy
=
©
Q
[0}
=5
D/
-
o
:
=X
=
=1
o
$>
<
o:
Do
x
™
=
>
m/
<
o
Ce)
o
[}
m)

D=
D
o 2
o: @
c: ©
=5
[ I
o ™
=}
o
o
o

’

:
=
=t
o
(e}
S
=
- [}
"5 @
Q- %
>
c Do
=
' o
o
)
X
D

50

(9%

(¢}
Oy
o

: D:
=t (D
=

a»
Qo

o

’

o
o

? Qo

» @
o

D

o: D
o __.
ox X
D Qo

>

< gz
_Ol o
O o

0&i8+-anoai Aeéipna a iasena liipe
3 0aéed aaeeéed i ian a

fa o1ia 0aéed aaeeee

iféunées ¢ 14

, O&1dyi (?) Aladiafeeé (- Florjan(?) Bobrowskil779-18467) Noaiéfi-

55



Mdzikas zinatne dodien: pastavigais un mainigais — VI

éeé ( Michau Kowalewski dial dised
a. [alécadaaiey 1aiial ec ied — Aaié
& a1a0aié neiaeia XIX aa

eaé €0

8aé lielige, oaé e E

o
SR
LS
SN
> 2
o
= .
E
o Z
& S
8=
QJU)
Q)N
mz—
oO
5 ©
Q:
<3
VAN
<. ©
SN
o>
8 &
2o
o
=
o

.

D>

ad
o
(@2

=2
Q
(N
Q =
Q- =
D = 00
Q )
D = N
D O
¢ <
o
=)
c
wn
N
X
o
'—\
O
(©)]
— ©

c
Qo Q-
=
<
=4
Qo = Qe
D
> Q> Ox
= Qo
1] Eo =
Qx
o
= O
Q-
ox
Qo
5 B>
o
» (D

! Vilniaus Katedros Muzikos komiteto posédpig protokolg knyga. Vilnius, 1823—
1864. Lietuvos mokslg akademijos Vrublevskig biblioteka, Rankradeig skyrius, Vil-
niaus kapitulos fondas, f43-19679 (Eieéda Elieodoa iociée a Aééuiphfiél éadda-

A8UIT ATAT08 . Aeéliph, 1823-1864. Acaéeindéa Eeoianéié agaadiee ia 6é
é

e
iaie Adoacdanees, 10adé doélienaé, oiia Aeslipinéié Eaieossn, f43-19679 )

D/ Ox

56



E. AGiceiadiedia. Noaiensaa iiipeél & Aesuipingay 6456iaiay 16 chéa..

r, 1760-1823), 6zed Giliyioono Aaiéianéiar,

= e
o X
Q: =)

~—~~
© o
S
QD
o)
=
>

o @ o
>
O
(¢}
Qo
Z
a»
<
o
[
(@}
[T
—>

odiaied oeéea é efiieieoasunée
edé

o
o
14
o
[0
)
[
[
Q
=3
D
o
(%]
44
(]
o
)
3
2
a®
N

a

1 2 3 4
Tnodiadaifiéay 1843 1. Kyrie eleisor{Maestosp Niéenod, 610
éeoaiey 11 F-dur 2. Sancta Maria(Andantg (SATB),

3. Salus infirmorunfModeratg 10éafiod
4. Agnus DefLento

2 Vilniaus Katedros Muzikos komiteto posédpig protokolg knyga. Vilnius, 1823—
1864. Lietuvos mokslg akademijos Vrublevskig biblioteka, Rankradeig skyrius, Vilniaus
kapitulos fondas, f43-19679 (Eieéda Efieo&oa i6ciée a Aééliphinél éacdadasi-

il Ataida . Aeélipf, 1823-1864. Acaseivdsa Eeoianeié agaadiee iaoeé eiaie

57



Mdzikas zinatne dodien: pastavigais un mainigais — VI

1 2 3 4
[l IEREREEW, 1849  1.Kyrie eleisorfModeratq Nigeroa, 610
eéeoaiey 1 2 F-dur 2. Christe audi no§Grave (SATB),
3. Sancta Maria(Allegro 16€anos (eee
moderatd oidoaieail)

4. Rosa mysticBModeratq
5. Agnus DefAllegro moderajo

TRosi4daiféay 1854 (?) 1. Kyrie eleisofModerato assai Niéenod, 616
eéeoaiey 1 3e-moll 2. Christe audi no§Andante (SATB),
3. Sancta Maria(Molto agitat)  T68afod (éée
4, Janua coel{Andanting oidoaieall)
5. Agnus De{Andantg
Tnoatasdainéay 1855 (?) 1.Kyrie eleisorfModeratq Nigefiod, 610
éeoaiey t 4 C-dur 2. Christe audi noAndante (SATB), idaai
3. Refugium peccatorufhento)
4. Agnus De{Vivacg
llip@él anai f&doacai & eseéciiip a0€ faycai i +aniaidé Tnoaié
Adai0: cadnu ileeeeni diaeoaée éniiiceolda, caani a 1839 &iao (ca ala
&l fiaaaian) lipeél Taiaiyeny eieioaie f Aedénaiasié ipeedd (- Alek-
sandra Millerowna), ca&fu 1i édanoeé naies adoaé. A natal 0aid+anoad
ipeél & dac Tadatasny é Nayoié A&ad 1adee: aey 44 aificaasaiey
a0l ilcaail ianétenuét ianiiaieé, aeina, 10aaiita o adaiseédiaée
liyotio é Trodiadainéei eeoaieyi |, faidi vaiidi 6adétaiti 0aida-
ieyi Nipeél, idéicy 10iifieolny oleler éaé é eeoodae+aneel islec-
aaaaieyi.
lipeél eaé fiicaacaél 6adéiainé ioghee aneé éififiieeoti. Al
anadnoatadaineed eeocaieyd (fTaaiit at 1) ido ie oaie iadetiasi-
i1al 6adaeodda. 1alaiaio — yoe idiecadadiey acecée é aeeuipnineénio
indaaieeanneoecio . it lipegél, iMiéiea aeaid eeoaiee MMiaaiii-
fioyie éaioaol, 1atdaeiee anidéol eeoodae+anéiai e élicasoiial seaida
Acaeya lipeél ia eeoodaep & i6¢heaeiiop eiiicesep dariedsnaa-
a0y a naiaiait 08aéodaiii 0aénoa Eidaoi: i i1aedeoedd aony, ~afnoe
7i6 Néapory, fétaa 1aiypony iafoaie, 0aéno caiaiyony asoaei € o . a
jaioeids, a élivd  Agnus Degclfiodiadaingié eeocaiee ! 1 i1aoioyaony
068e0é yiecia pili mosso-anoéKyrie eleisorféaé 0aénonaé e 16¢liéa); oaéel
1adacii, 1Maoioyy iadadaéoadité aey  Agnus Deddénpficaadony 16¢a-



1aiadoseel narénoaaiiop Kyrie eleison
fiy Tadavaiey € Aia6 . Afiy +afiou

€ +afidoé Kyrie eleison
doii Aaiéianéei a

Tiyoi sed Alciteeia acaeiifiayci i Eeoaiedé Aaigianéian: cadni aoi-
day +anowesu fili- a6yo fAidail & agl 0a, a odaouyesu speculum
a6yo oaiida e aana.
4. Agnus Dei(Lento) —
11. 16¢0éaguina eeiee o

O
-

a ana aaeuidépada 6aos-
a4 a0y i6&édanii tociaasei
Dacadbpe (1835-1918) & ad6aea

a
0 ( Feliks Zavadzki): «[..]

59



Mdzikas zinatne dodien: pastavigais un mainigais — VI

260 6 Nayond Efaiila ese Osdaioens

\\\\\\\\

e
o
D
Q-
D
=
)

60



E. AGiceiadiedia. Noaiensaa iiipeél & Aesuipingay 6456iaiay 16 chéa..

noeeyle filcddagea eaae atee Moud

aeeyleal 1édbacaiey éiiiceoid ieae ia
iefn, Magadgeéé aid noaou iaiel ecg |

fi
dhiaioecia a 68aiad Eeoad.

31
o5 O»
o)
9J° go

404006 i8taicaganeodeaé

Stanistuaw Moniuszko and Sacred Music in Vilnius of
the 19" Century: New Insights into Litanies of the Gates of Dawn

Laima Budzinauskiené

Summary

In the 19" century Vilnius political and cultural situation was extremely
complicated. For the survival and strengthening of the nation the support
could be provided only by the Church as a significant moral resistance. In
music this attitude was expressed by the leaders and members of the Church
vocal-instrumental choirs, local creators.

While researching composers and genres of Vilnius sacred music of the
19" century, one may find a lot of space for interpretation: which were the
dominant genres, why they were dominant, what determined their popularity,
etc. The repertoire of vocal-instrumental ensembles in Vilnius churches was
greatly diverse. All facts prove that in the 19" century Lithuanian and Vilnius
Church was the main center of the activities of local composers and local
musical culture. The sources are historian’s treasures and while identifying
them this time it's important to accentuate what was innovative, what
strengthened or weakened Lithuanian sacred repertoire.

In the 19" century Lithuanian sacred choir repertoires consisted of com-
positions including various genres, consistencies and forms. Most of the time
in a certain choir dominated one method of musical composition, which
was based on the music sounding during the mass and on the professionalism
of the local composers. Therefore, the amplitude of the sacred genre was
extremely vast — from the Gregorian chant to multi-voice choirsa cappella
and vocal-instrumental creations (masses, litanies, litanies, vespers, etc.).
Even if during the composition the genres were the same, in the end their
structure, form, scope, musical material and other characteristics were quite
different.

During the reviewed period genres of the sacred music were created in
two ways. The first group — the direction towards sacral purity and tradition.
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The second group of compositions was close to exaltation — elevated by the
sensual Romanticism, creations of the freer form.

In Vilnius churches Polish and Lithuanian compositions prevailed. The
majority of them were written by Florjan (?) Bobrowski (1779-18467) and
Adalbert Dankowski (1760-1814), who influenced the works of other local
composers. Composer Stanistaw Moniuszko (1819-1872) while living in
Vilnius created the major part of his sacred compositions, which is a wide
and little analysed subject. It is an attempt to reveal an uneasy situation of
sacred music in Vilnius of the 19" century and the problem of performance
and establishment of professional music in church vocal-instrumental ensembles
repertoires at the time.

The object of the article is Litanies of the Gates of Dawn composed
during the Vilnius period (1839-1858). In this article there are analyzed
origins of unfortunately forgotten Moniuszko’s Litany of the Gates of Dawn
Nr. 1, new insights in the general context of sacred compositions which
were performed in Vilnius in that period are presented.

This article is a continuation of the author’s publications dedicated to
the research of the Lithuanian sacred music of the 19 century.

Key words: 19" century, Lithuania, Vilnius, sacred music, Stanistiaw
Moniuszko, Litanies of the Gates of Dawn.
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Place and Time as Factors of the Artistic Biography
of Maximilian Steinberg

Leonidas Melnikas

Summary

The creative work of a musician is always tightly connected with the
era and artistic environment in which he works. Interacting with the environ-
ment forms a system of values, determines the modes of thinking, and molds
the key qualities of an artist’s creative vision of the world. For Maximilian
Steinberg, a talented composer and a sensitive, superbly competent peda-
gogue, Vilnius and St. Petersburg/Petrograd/Leningrad, formed such an
environment. They formed his character and provided signposts which guided
him throughout his life. In turn, the era with which he is inextricably con-
nected is the first half of the 20" century, with its revolutions, wars, violence
and suffering. From this point of view, the place and time certainly were
contradictory and sometimes tragic leitmotifs of his life and work.

Steinberg’s life and creative fortunes reflect the sharp changes constantly
encountered by him. His childhood and youth took place in Vilnius, in the
environment of Jewish intellectuals. Famed rabbis and writers were among
his ancestors; his father was an eminent philologist and commentator on the
language of the Bible. The tensions of modernization, though, were clearly
present in this environment. On the one hand, there were the traditions of
the Lithuanian Jews, adhered to for centuries and constituting the foundation
of their way of life. On the other, were the tidings of Haskala, the Jewish
enlightenment, a sign of a new historical era connected with qualitative
changes in all such traditions. Steinberg’s parents and their generation were
active proponents of the Haskala, and they managed to find their place
between the past and the present. Steinberg and his generation, however,
were placed before a more radical choice. In many ways they severed their
connection with the traditional Jewish way of life. Nevertheless, their tradi-
tions continued, on a subconscious level, to affect their perception of the
world.

In musical terms, the Vilnius years also played a large role in Steinberg’s
future, providing him with the wonderful professional foundations and
knowledge that became crucial to his subsequent dynamic creative growth.

Images of his beloved Vilnius, colorful and multifaceted in both the
national and artistic spheres, forever remained in the life and memory of
Maximillian Steinberg. He retained the intellectual baggage accumulated in
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Vilnius, and the musical knowledge and experience gathered by him there
enabled him quickly to take his due place in the musical culture of his time.

Saint Petersburgppenedbrand new artistic horizons for Steinberg. This
was the era of an unprecedented growth burst in Russian art. Here, old and
new intertwined into one, creating a fertile soil for artistic activity. Innovative
ideas percolated, finding multifaceted expression in the art of the 20 century.
Steinberg came to be in the very vortex of these events. His closeness to
Nikolai Rimsky-Korsakov and friendship with Igor Stravinsky placed him
strategically at an intersection where, while feeling himself at home amidst
the acknowledged authorities of the Russian musical school, he also moved
among those who spearheaded the paths of its reform.

Saint Petersburg is tied to Steinberg’s happiest and most productive
years. Here he started to believe in himself, was able to realize his potential,
to feel the joy of his first significant artistic success.

The transformation of Saint Petersburg into Petrograd/Leningradonce
again heralded a sharp turn in Steinberg’s fate. Like many representatives of
the intelligentsia of his generation, Steinberg quickly grew disappointed in
the path which Russia seemed to have taken. The democratic yearnings of
many who surrounded him, including his idol and mentor Rimsky-Korsakov,
turned out to be far from post-revolutionary reality. People close to Steinberg
were leaving Russia.

Nonetheless Steinberg found the strength to continue with artistic work
despite the unpromising vector of development in the situation. His work
was multifaceted and productive. Unable to challenge the unspoken prohi-
bition on creative activity, he found professional satisfaction in other areas,
first and foremost in musical pedagogy. He became a wonderful teacher,
with Dmitry Schostakovich his most famous student.

The perception of the life’'s work of an artist often cannot be subjected
to the logic of a linear measure. This is also true with respect to Steinberg.
On the one hand, his creative fate may seem to have turned out to be rather
tragic. Having known great success at the very beginning of his career, in
the future he saw his promise lose its momentum and dim. On the other
hand, it is possible to choose an entirely different starting point for an assess-
ment. From this point, Steinberg’s fate can seem enviable. Throughout his
life he was close to the people who determined the trajectory of the history
of music — the people who are now perceived as the greatest creators of art
of their time. Steinberg himself was always in the center of these events and
left his imprint on them. This is the paradoxical essence of the fate of this
musician.
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Key words: Maximilian Steinberg, first half of the 20™ century,
Vilnius, St. Petersburg, Leningrad, Nikolai Rimsky-Korsakov, Igor Stra-
vinsky, Dmitry Schostakovich.
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Klavieru trio muzic¢cdanas tradicijas
Latvijas brivvalsti (1918-1940)

Mag. art. Liga Pctersone
Jazepa Vitola Latvijas Mizikas akad¢mijas doktorante

Latvijas pirmas brivvalsts izveidodanas (1918) savulaik iezimcja pavcr-
sienu visds mizikas dzives jomas. Viena no bdtiskakajam ta izpausmg¢m:
bijuda Rigas Pilsctas (Vacu) teatra un privato mdzikas skolu vieta priekdplana
izvirzijas jauni mQzikas dzives centri — divas Latvijas valsts subsidgtas un
jebkurai kultGrtautai batiskas institdcijas. Viena no tdm bija nacionalais
operteatrist, kura pasparng jau kopd 1918. gada nogales noritgja ne vien
operizrades, bet arf intensiva simfoniskas un kamermQzik&slzive. Savukart
par otru centru Kiuva nacionala mizikas augstskola — 1919. gada beigas
dibinata Latvijas Konservatorija.

Raksta mcriis ir atklat, kadu attistibu dajos jaunajos apstakios piedzivoja
viena no kamermuzic¢gdanas pamatformam — klavieru trio. Uzmanibas centra
repertuara vadlinijas. Tadcjadi raksts turpina iepriekdcjos krajumos aizsakto
(Pctersone 2012, 2013), Latvijas klavieru trio vesturei veltito publikaciju virkni.

Pctot 20.—30. gadu koncertprogrammas, redzam, ka tajas krietni biepak
neka jebkad agrak mingcti latviedu tautibas komponisti, solisti un kamerma-
ziii, tomgr nebdt nevar apgalvot, ka vioi pilniba izspiestu no Rigas mizikas
dzives taja agrak domingjodos cittautiedus. Glupi otradi — jo Tpadi instrumen-
talas kamermazikas sfcra verojams, ka latviedu makslinieki nereti iesaistijudies
ansambios kopa ar cittautu maziiiem, kuru bijis daudz gan Nacionalas operas
oriestri, gan ari Konservatorijas méacibspcku vidd.

Kadu laiku kamermaQzikas vakari regulari rikoti gan operteétri, gan
(kopd 1919) Konservatorijas pasparng. Tomgr ilgstodakéa periodéa operteatrim
dada spcku sadale acimredzot kiuvusi apgrdtinoda, un pgc 1921. gada Zéb-
ruéra ta darbiba regularu kamerkoncertu organiz¢cdana apsikusi. Tiedi Kon-

* Nosaukumi sdkumperioda bijudi mainigi: Latvju opera (1918), Padomju Latvijas
opera (1919. gada sdkuma, boideviku varas periodd), tad atkal Latvju opera un
kopd 1919. gada nogales Latvijas Nacionala opera.

2 Pladu informéciju par operteatra rikotajiem kamerkoncertiem sniedz Antras
Jankavas (Bigaeas) maiistra diplomreferats (Jankava 2009).
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servatorija turpmak, lidz pat brivvalsts pastavcdanas beigam, bijis galvenais
kamermdzikas dzives centrs; tas pasparncg atskaooti pirmie trio panra jaun-
darbi (Jada Medioa, Jada iepida, Paulas Licites sacercjuR)iun savu darbibu
izvgrsis izcili augstas klases ansamblis Mitola trio . Tas noticis 30. gados —
laikmetda, kuru var uzskatit par latviedu klavieru trio attistibas pirmo kul-
minaciju; taéu, iekams pievgréamies dim periodam, izvertgsim ari, ka veidojies
ceid lidz tam.

Brivvalsts pastavgdanas sakumposma Nacionalas operas un Latvijas
Konservatorijas koncertos lielakoties muzicgja stigu kvarteti. Operas kvarteta
tolaik spclcja Alberts B¢rziod (pirma vijole), Verners Taube (otra vijole),
Janis Smiltiod (alts) un Vladimirs Ciganovs Agaaeies Onaaiia, eells). Savu-
kéart Konservatorijas kvarteta sakotncji muzicgja, attiecigi, Janis Lazdiog,
Edmondo Luéini (Edmondo Luccini), Augusts JungsAugust Jung un Alfrcds
0zoliod*. Uz do kvartetu bazes ik pa laikam izveidojas ari kads klavieru trio;
parasti gan ta darbiba aprobepojas tikai ar vienu lidz trim koncertiem. Pianisti-
sadarbibas partneri — visbiepék bija Pauls Baberts, Ludmila Gomane-Dom-
brovska, Bonifacija Roge un Helgna Gubene-Zandere. LKk, dapi no program-
mas mingtajiem sastaviem:

— Pauls biberts — Alberts B¢rziod — Alfrgds Ozoliod (1920. gada 1fan-
varis, 6. aprilis),
— Ludmila Gomane-Dombrovska — Arvids Noritis — Vladimirs Ciganovs

(1920. gada 19. novembris, 17. decembris; 1921. gada 21. janvaris),
— Pauls Blberts — Adolfs Mecs — Vladimirs Ciganovs (1923. gada

16. marts).

Zimigu liecibu par trio vietu kamermizikas dzivg sniedz Jalija Sproia
apkopota statistika. Ta publiccta 1920. gada laikraksta Latvijas Kareivis
74. numura un raksturo 1919./1920. gada sezonu, taéu atspoguio dapadu
panru proporcijas, kas raksturigas 20. gadu pirmajai pusei kopuma. Proti,
abu kvartetu (Latvijas Konservatorijas un LNO) rikotajos koncertos izska-
ncjudi 18 stigu kvarteti, pieci klavieru trio, divi kvinteti ar pddaminstrumen-
tiem un viens klavieru kvartets (Sproiis 1920).

3V¢l agrak (gads nav zinams) tapis vienigi Nikolaja Alunana Klavieru trio (Straume
1926: 75), kurd nav saglabajies, un nav arf ziou par ta atskadojumiem.

4 Kvarteta sastavs ir pastavigi mainigs: no 1920. gada novembra pirmais vijolnieks
ir Arvids Noritis, no 1921. gada novembra — V. Zamiko (A. CaiQiél ), no 1922. gada
novembra — Adolfs Mecs @dolph Metz); otro vijolnieku Edmondo Luéini no 1920. gada
novembra nomaina Aleksandrs Arnitis (piln& uzvarda Arnis-Arnitis), epizodiski ari
Eduards Vinerts. Altists Augusts Jungs savas pozicijas gan saglab& nemainigas, bet

o1 kvarteta eellisti ir Alfrgds Ozoliod un Vladimirs Ciganovs.
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Pctot koncertprogrammu veidodanas principus, redzams, ka ioti izplatits
bijis 64ds modelis: malgjie skaodarbi ir stigu kvarteti, bet ka vidgjais (otrais)
priekdnesums izskan klavieru trid. Repertuéara izvgles zioa interpreti bijudi
samgcra konservativi — nav tiekudies mekict jaunus, mazdzirdctus skaddarbus
un galvenokart pievgrsudies parbauditam pagatnes vertibam, proti, klasiiu
un romantiiu mazikai: programmas sastopam gan Johannesa BramsaH
dur op. 8) un Franga Dlbertal dur op. 99), gan ari Pctera Eaikovska & moll
op. 50) un Antona Arenska (d moll op. 32) trio. Tomgr visbiepak skancjudi
Ludviga van Bgthovena tric®. Tendence aprobepoties galvenokart ar panra
klasikas stirakmeoiem Latvijas klavieru trio vid¢ domingjusi visa 20. gadu
gaita. Tikai vc¢lak, 30. gados, to
mainijis Vitola trio .

Tiedi uz Konservatorijas stigu
kvarteta bazes 1923. gada izvei-
dojies pirmais reguléri muzicg-
jodais Latvijas brivvalsts klavieru
trio — jauniedu ansamblis, kura
koncertdarbibai bijis lemts nepil-
nus vienpadsmit gadus ilgs maps,
[ldz pat pianistes traiiskajai navei
1934. gada 9. februéari. baja ansam-
bt spclcjudi toreizgjie divdesmit-
gadnieki — pianisteLilija Kalnida
(vclak Kalnioa-Ozolida, 1903—
1934), vijolnieks Arvids Noritis
(1902-1981) un viou nedaudz

1. attcls. Klavieru trio ansamblis:
Arvids Noritis, Alfrcds Ozoliod,

Lilija Kalnida (vclak Kalnida-Ozolida)

(foto no JVLMA bibliotckas

vecakais kolciis, eellistsAlfrgds
0Ozoli0d (1895-1986)'.

1923. gada 19. oktobri &f
trijotne Rigas koncertdzivg aizsa-

kusi jaunu tradiciju — sonadu un

Attclu datubéazes)

5 Piemgram, 1921. gada 18. marta 5. kamermU(zikas vakara izskan F¢liksa Men-
delszona Stigu kvartets op. 44 nr. 2, Roberta Bimada Klavieru trio op. 63 un pgc
starpbripa — Kloda DebisT Stigu kvartets op. 10.

8 Vispopularakie to vid{ bijudi trio ¢ moll op. 1 nr. 3, D dur op. 70 nr. 1 un B dur
op. 97.

7 Pianiste Lilija Kalnida-Ozolida klavierspcli apguvusi pie Ludviga Bgtioa. Stra-
dajusi par koncertmeistari Rigas Radiofon, uzstajusies gan solo, gan dapadu kamer-
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trio vakarus®. Komponists un kritiiis Jckabs Graubiod (pseidonimsArnolds)
viou debiju atzist par labako koncertu 1923. gada rudens sezona — ne tikai
kamermQzikas dzives ietvaros (Arnolds 1923). K& fpadu notikumu o7 an-
sambia radanos izcei ari Janis Zalitis:

“Gandriz visa mQsu interese lidz 8im piekiavas vai vienigi vokalai mizi-
kai — dziedaddanai. Bie mékslinieki rada nu arf citus ceius — uz instrumentalo
m{ziku. Konservatorijas kvartets un vioi sekmigi vairo izpratni kamermazika,
rada instrumentalas mazikas tradicijas” (Zalits 1924).

Visi ansambia dalibnieki guvudi pladu iev¢ribu 20.—-30. gadu Rigas
mazikas dziv¢ ari ka solisti. Trio atpazistamibu visvairék veicinja pianiste
Lilija Kalnioa-Ozolio a-romantiska personiba, kuras attgls, jo fpadi
30. gadu sdkuma, nereti rotaja purnélu Atpdta, Daile u. c.) lappuses.

Lasot talaika presi, bripam diiet, ka interese par makslinieces personisko
dzivi® aiz¢noja vidas pianistisko veikumu; taéu ari tas parasti izpelnijies

ansambiu sastava. Vioai veltiti vairaki Jaoa Medioa klavierdarbi — Septita un Astota
daina, arf Balade.

Vijolnieks Arvids Noritis ir pirmais neatkarigaja Latvija akad¢miski izglitotais
vijolnieks un arf pirmais Latvijas Konservatorijas absolvents (beidzis Edmondo Luéini
vijoles klasi 1921). 1924. gada viod papildingjies Parizg pie franéu vijolnieka Lisjcna
Kap¢ (Lucien Capet). Noritis bijis vairaku stigu kvartetu un citu kameransambiu
pirmais vijolnieks, Latvijas Nacionalas operas oriestra vijolnieks tas darbibas sakum-
posma, Rigas Radiofona jaundibinata simfoniska oriestra pirmais koncertmeistars,
ievgrojams solists un vijoispcles pedagogs Latvijas brivvalsti; daja laika aizsacis art
diriienta darbibu Latvijas Nacionalaja opera, vadot baleta izrades. Otra pasaules
kara beigu posma atstéjis dzimteni un mapa atlikudo daiu aizvadijis Zviedrija, kur
turpindjis aktivu vijolnieka un pedagoga darbibu.

Eellists Alfrcds Ozolidd ella spgles pamatiemadas ieguvis Riga pie Jazepa Medioa
un Oto Fogelmaoa, 1916.-1917. gada studgjis Maskavas konservatorija pie Alfrcda
fon Glena (Alfred von Glenn), 1920.-1923. gada papildingjies Berlin¢ pie Hugo
Bekera Hugo Becker) un Leipciga pie Jlliusa KlengeiaJulius Klenge). Kopd Latvijas
Konservatorijas dibinddanas Ozoliod vadijis eella klasi un spclgjis Konservatorijas
stigu kvarteta, no 1927. gada bijis Rigas Radiofona oriestra eellu grupas koncert-
meistars, ka ari Latviedu mdziiu biedribas priekdscdis. 1944. gada devies trimda uz
Vaciju, bet 1949. gada izceiojis uz ASV, kur 1951.-1955. gada darbojies Sirakzu
Universitatg ka pasniedzgjs, savukart 1955.—1965. gada spclgjis Bufalo simfoniskaja
oriestri. Miris Bufalo, ASV.

8 Nosaukums sonadu un trio vakari sastopams galvenokart 1923. un 1924. gada
koncertdzives apskatos, v¢lak jau presg sniegtas atsauksmes vienkardi par trio vaka-
riem (sk., piem., Brgms 1926).

9 Sk. par to ari Ingridas Zemzares komentaros Jadoa Medida gramatalooi un
pustooi (Zemzare 1992: 235-238).
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. kritikas cildindjumus. Jckabs Graubidd

{ jau 1923. gada norada: “L. Kalnida izga-
jusi priekdzimigu skolu pie klavieru liel-
“_’ | meistara L. Bgtioa, vioa jaatzist par visap-
f&\ solodéko no masu jaunajiem pianistiem”
- (Arnolds 1923). Vairéki recenzenti, pie-

\ mc¢ram, Jalijs Ziediod (-nsch 1923), Janis
Sudrabkalns (Sudrabkalns 1934), ka
spilgtu Kalnidas-Ozolidas spcles iezimi
min smalku ritma precizitati. Pianistes
is& mdpa noslcguma Sudrabkalns sniedz
ari pladaku vidas radodas darbibas rak-
sturojumu:

“Dzirkstoda tehniska virtuozitate, sie-
vidilga gracija, dzidrs lirisms [..]. Vioas
delikatums neiava dapkart izvirzities tur,
kur biepi drodi uzstajas nevarigi iaudis”

2. attcls. Pianiste (Sudrabkalns 1934).
Lilija Kalnida-Ozolida Vijolnieku Arvidu Noriti Janis
(attgls no purnalaAtpata 442, ~ Zalitis portret¢ dadi:
numura 1933. gada 21. aprili) “[..] pladais, drodi veidotais, vairak

cildeni vgsais neka silti jsmigais tonis
[..] Norida vijoles valoda neapbur, bet valdzina ar savu tiro un dzedro skaou
plismi. Ne vina karsta reiba, bet avotu nektara veldze” (Zalits 1923).

Zalida pieminctais Norida “cildeni vgsais” tonis piesaistijis ari citu ver-
tctaju uzmanibu —tas reizem licis parmest vioam “vienaldzibu, nepietiekodu
dedzibu, aizrautibas trikumu” (Arnolds 1923). Taéu, neraugoties uz
iebildgcm, jaunais makslinieks baudijis lielu atzinibu, un to apliecina Jalija
Ziedida rakstitais par Otro sonadu un trio vakaru 1924. gada 8. februari
(Roberta Bimaodag moll trio op. 110):

“Noritis jau sen no kritikas un sabiedribas ir atzits par sp¢jigako un
apdavinatéko latviedu vijolnieku. Parsteidzodi vida kristaltira intonacija,
suligais tonis, laba ritma sajita” (Ziediod 1924).

Pieredzcjudaka trio daltbnieka, éellistéA Ifrcda Ozolida, spcles rak-
sturiezimju vidQ Zalitis izcel “atturigu eleganci un istu makslas nosvcrtibu.
Vioda locioa vilcieni slaidi, mierigi un sevidii labi atbilst kantilches prasibai”
(Zalts 1923). Savukart Jckabs Graubiod par Ozolida spgles stipro pusi atzist
dziiu lirismu un emocionalitati, kas, iesp¢jams, bija zindms pretstats Arvida
Norida spcles veidam:
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“[..] brinidis siltums dved [..] no eella zem Ozolida glastoda locida. [..]
radniecigakais, tuvakais (lirisms) atdarinas vioa spcl¢ ar lielaku pilntbu neka
parcjais. Tas arf citadi nevar b(t: diietama vispusiba biepi vien ir indiferen-
tisma pazime. [..] Bezbcdiba, bravira, kas prasa izpildijumu “con brio”,
Ozolida stipra puse nekad nebls. Tas, zindms, nenozimg, ka makslinieks
nebdtu ari daja daia paradijis savas lielas spcgjas” (Arnolds 1923).

Ansambia kopcjo veidolu p¢c debijas koncerta ieskicgjis Janis Zalitis:
vida uztverc a1 trio spcle saistas ar “dziviem, gaidiem makslas centieniem,”
tair “pilnaritarasas [..] dzidra dzestruma. Viou saule vcl rita ccliend, mereni
silta, bet spopa” (Zalits 1923).

Raksturojot trio repertuéru, vispirms vcrts citct Zalida vardus, ko viod
ansamblim devis ceiamaizei pc¢c debijas 1923. gada ar Bramsa Klavieru trio
H dur op. 8:

“Ir tau bez klasiiiem vcl tik daudz brinidias mizikas, par kuru citur
priecajas un jismo” (Zalits 1923).

Arf kads cits, anonims autors — laikrakstal atvijas V¢stnesisrecenzents-
pcc pirma koncerta jo Tpadi mudina ansambli nodoties jaunu skaddarbu mek-
Icjumiem, turklat paup visai kritisku skatu uz talaika Rigas mazikas dzivi:

“Un katréa zida koncertos nepieciedami dodams vards jaunas mazikas
priekdstavjiem; koncertu dzive esam pusgadu-simtu nopakai vakarzemju
kultdrai. [..] Batu patikami, ja jaund ansambria attistiba ietu tiedi jaunas ma-
zikas kultivgdana un populariz¢dana misumajas. Klasiiiem mums pastav
ansamblis, kura meriis vairadk seno tradiciju glabadand®: jauniem jaunus
ceius lauzt” (-ans 1923

Neraugoties uz diem mudindjumiem, arf Kalnidas-Ozolidas — Norida —
Ozolida trio repertuara izvclc lielakoties aprobepojies ar 19. gadsimta maziku.

10 Ta ka cita regulari koncertgjoda klavieru trio tolaik Latvija nebija, visticamak,
runa ir par Latvijas Konservatorijas stigu kvartetu.

1 Interesanti atzimgt, ka vienlaikus presg¢ sastopam ari pretgjus viedokius — tas
liecina, ka modernismam Rigas mizikas aprindas tolaik bijudi gan kaismigi aizstaviji,
gan pretinieki. Raksturojot 1923. gada 19. oktobra sonadu un trio vakara programmu,
laikraksta Latvijas Sargsrecenzents Jilijs Ziediod raksta: “Sezars Franks, R. Btrauss
un J. Bramss pieskaitami pie lab&kiem kamermazikas raditajiem. Tikai jaunie mak-
slinieki jabridina no parak krasas novirzidanas no klasiiiem uz modernistiem. Tas
nu gan pagaidam v¢l nav vgrojams, bet viena, otra tendencle], mQziiu un apmekictaju
grupa uz to vious skubinat skubina. [..] Protams, lai neiestatos zinams sastingums,
jeb vienpusiba, ar laiku varctu pasniegt vienu otru gabalu no ta saucamas “jaunas”
mQzikas. Bet tiedi nodoties vidas popularizgdanai un kultivgdanai, pagaidam pie mums
vargtu rasties visai nevglamas sekas(-nsch 1923).

82



L. Pctersone. Klavieru trio muzicgdanas tradicijas Latvijas brivvalsti..

Tomcr uzmanibu piesaista kdda iezime, kas piediir savdabibu jauno maziiu
koncertprogrammam: lidzas vacu mizikai (B¢thovena Trioc moll op. 1 nr. 3,
jau pieminctie Bramsa, Blmada trio) otra prioritate ansamblim bijusi franéu
skaouméaksla. Programmas iekiauts Sezara Franka Trifis moll op. 1 nr. 1
(1924, 14. oktobr?) un Vensana d’Endi Trio B dur op. 29 (1924, 9. aprili).
lespcgjams, ka interesi par franéu maziku rosinajudas Norida studijas Parizc.
Vienlaikus deit izpaupas jauna paradigma, kas, p¢c vesturnieku atzioas, rak-
sturiga 20.—30. gadu Latvijas kultQrai kopuma — proti, agréko orientaciju
uz Vaciju un Krieviju jaundibinataja Latvijas brivvalsti (iespcjams, ari, lai
garigi atbrivotos no iepriekd tik stipras abu lielvaru ietekmes) nomaina dziia
interese par franéu kultGru, tiekdanas uz Parizi k& uz modernas Eiropas centfu
Par to raksta, piemcram, Benita Smilktioa (Smilktioa 1999: 24). Lai gan an-
sambia spcle nav fikscta skaodierakstos, gribctos paust piedcmumu, ka arf ta
sp¢les manierg, iespgjams, izpaudusies saikne ar franeu mazikd domincjo-
dajiem estctiskajiem idealiertt: par to varctu liecinat gan Kalnidas-Ozolidas
“gracija, dzidrs lirisms [..] apskaupams ritmiskums [..] delikatums” (Sudrab-
kalns 1934), gan Norida “cildeni v¢sais” tonis un Ozolioa “atturiga elegance”
(Zalits 1923).

1924. gada Noritis sadem Kultiras fonda stipendiju macitbam Parizc.
Pcc 6im studijam vida ceid periodiski ved gan atpakai uz Latviju, gan arf uz
Austréliju, Lietuvu, lldz tikai 1934. gada viod pavisam atgriepas Latvija.
Tas, protams, kait¢ trio muzicgcdanas regularitatei, taéu sadarbiba pilniba
neapsikst. Gan preses publikacijas, gan koncertprogrammas liecina, ka
ansamblis turpina uzstaties lidz pat 1934. gadam, tom¢r Norida prombQtnes
laika atsevidii trio dalibnieki iesaistas ari kopspclc ar citiem tobrid pazista-
miem Rigas kamermdziiiem. Piemc¢ram, Lilija Kalnida-Ozolida un Alfr¢cds
Ozoliod kopa ar ebreju cilmes vijolnieku Adolfu Mecu 1932. gada kamerma-

2 Kamermuzicgdanas joma 8o jauno pieeju apliecina ari fakts, ka Vensana dyEndi
skaodarbs Riga pirmoreiz izskangjis jau iepriekd — 5. Operas kamerm{zikas koncerta
1921. gada 27. februari, Paula Blberta, Alberta Bgrzioa un Nikolaja Graudana
snieguma. Viss dis koncerts bija pilniba veltits franeu mdzikai — blakus d’Endi ar?
bPana Ropg¢-Dikasa Roger-Ducassg, Morisa Ravela un Kloda Debisi daiiradei (Valle
1921).

3 Pie ideali (skaidriba, loiika, precizitate, tieksme nevis uz vgrienu, bet smalki,
filigrani izstradatam niansgm) biepi piemingti franéu mazikai veltitos pctijumos.
Dapados aspektos tos skaris, piemcram, gramataSrench Pianismautors Earlzs
Timbrels (Timbrell 1992: 75 u. c.).

14 Adolfs Mecs (1888-1943) vijoispcli apguvis Pcterburgas Konservatorija pie
profesora Leopolda Auera, papildindjies pie beiiu vijolnieka un komponista Epgna
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zikas rita atskaoojudi Pctera Eaikovska Klavieru trioa moll op. 50 (Graubiod
1932) — d&is ari ir vienigais krievu klasikas paraugs ansambia repertuara.

Tpadu izcglumu pelnijis vel kads sastavs — Pauls DlbébtsAdolfs Mecs
un Alfrcds Ozoliog; lai arf 6ads ansambia variants izveidojies tikai uz vienu
koncertu, tomgr tiedi tas iegdjis vesturg, pirmoreiz iekiaujot sava repertuara
latviedu komponista klavieru trio — Jada Medida Pirmo klavieru trio, kas
pirmatskaoots 1931. gada 20. aprili. Bis darbs sacer¢ts jau 1930. gada un ir
agrinékais klavieru trio panra paraugs latviedu mazika, kurd saglabgjies lidz
masdienam. P¢c pirmatskadojuma kritiii jauno opusu raksturo k& improviza-
toriska rakstura kompoziciju ar kuplu faktGru un temperamentigu izstrada-
jumu (Zalits 1931). Dapiem recenzentiem gan improvizatoriskums diiet
parmgcrigs: “Jada Medida jaunais trio no sausas nora¥ ievada kupla jaun-
laiku darza. Tikai atri tur nogurst viesis, darzs ir jucekligs, celioi pinas, tinas—
kurp vidi ved?,” retoriski tauja Janis Sudrabkalns (Sudrabkalns 1931). Savu-
kart Volfgangs Darziod raksta:

“Dis neizsikstoda zemesspcka parpilnais darbs iecergts drizak simfoniska,
k& kamerstila. Ka sava muzikéala viela, ta formas linijas tas diiet ka plads
dramatiska rakstura simfonijas fragments, un prasa no izpilditajiem lielu
izteiksmes spcku, eneriiju” (Darziod 1934).

Komentcjot do atziou, jasecina, ka simfonisko iespaidu nosaka pirmam
kartam klavieru partijas piesatinatiba — taja nozimiga loma ir akordu faktdrai,
un izmantots ari zvanu efekts, kas piediir fpadu, episki smagncju svinigumu
(otrd daia); “zemesspcka” iespaidu rada gan pladais melodiskais elpojums,
gan daudzviet domingjoda diatonika, arf liels mgreno/lgno tempu Tpatsvars
(Moderato con motto — Adagio — Allegro moderato). Stigu instrumentu pat-
staviba izteikta maz: tie daudzviet piebalso klaviergcm vai ari atskado pladas

Izai. 1922. gada Mecs uzsacis pedagoiisku darbu Latvijas Konservatorija, vclak
ieguvis profesora nosaukumu. Biepi koncertgjis gan k& Konservatorijas stigu kvarteta
pirmais vijolnieks, gan solo. 1943. gada géjis boja koncentracijas nometn¢ Kaizer-
valdc.

15 Pauls Babert§1884—-1945) bijis viens no popularékajiem un pieprasitakajiem
Latvijas brivvalsts pianistiem, solists un koncertmeistars. 1903.—-1911. gada viod
studgjis Pcterburgas Konservatorija Annas Jesipovas klavieru klasc, ko beidzis ar
lielo sudraba medaiu. No 1919. gada BUberts bijis Latvijas Konservatorijas klavieru
klases vaditdjs, 1926.—1934. gadé ari LK prorektors.

6 Ar “sauso noru” dai gadijuma domati pirms Medioa trio izskangjudie Harija
Ores Stigu kvarteta un Stigu trio pirmatskadojumi, kuros, kritiia ieskata, nav bijis
“ne vg¢sts no dziiékas izdomas, krdsdm un dzivibas(Sudrabkalns 1931).
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elpas kantilgcnu (biepak ritma unisona, retak ar polifonijas elementiem); ari
uz virtuozitati 8o instrumentu partijas Mediod nav tiecies.

Lidz 1934. gada nogalei, kad ar nakamo trio sevi piesaka Janis iepitis,
dis ir vienigais trio panra opuss latviedu mdzika. Un tam, attiecigi, arf ir sava
stabila vieta 30. gadu koncertprogrammas: Medida darbs izskan astodos no
aptuveni 30 koncertiem ar klavieru trio lidzdalibu, kas notikudi 1931.—
1940. gada.

Pcc Lilijas Kalnidas-Ozolidas naves ansamblis v¢l [idz 40. gadu sakumam
(pcdcjais zindmais koncerts datcjams ar 1941. gada 13. septembri) turpina
pastavct nedaudz mainita veidola: 1934. gada lidzas Arvidam Noritim un
Alfrcdam Ozolidam ta sastava iekiaujas Pauls Blberts — pianists, kura vards
kopd Konservatorijas dibinadanas regulari lasams kamerm(zikas koncertu
programmas, tai skaitd dapadu trio sastava.

3. attcls. Klavieru trio sastavs: Arvids Noritis, Pauls Blberts, Alfrcds Ozoliod
(foto no JVLMA bibliotckas Att¢lu datubazes)

Domajams, ka lidz ar Blberta iesaisti ansamblis saglabdjis tam raksturigo
franciskas elegances niansi. Ta rosina spriest Knuta Lesida rakstitais:

“Dlberta priekdnesumam piemit savs Tpatns, mazliet atturigs, korektibas
un nobleses pilns stils. Ar pilnskanigu dzidri sudrabainu piesitienu un vieglu
tehniku apveltits, vidd spcj piediirt atskadojamam darbam vizmainu arcju
spopumu, tani pada laika iekdc¢jo pardzivojumu ieliedgdams viegli, bet asi
zimgtas formas linijas” (Lesiod 1939).

bada sastava trio koncertgjis arf arzemgs: Tallind, Kauoa, Helsinkos un
Kopenhagena.
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* % %

1933. gada publika iepazist ansambli, kura artava trio panra attistiba
Latvijéa ir neatsverama. Tas ir prof. Jazepa Vitola varda dgvctais trio jeb t. s
Vitola trio — pianists Janis lepitis (1908-1989), vijolnieks Voldemars
Rudgvics (1907-1995) un eellists Atis Teihmanis (1907-1987).

4. attcls. Vitola trio : Voldemars Rudgvics, Janis lepitis, Atis Teihmanis
(materials no JVLMA bibliotckas Attclu datubazes)

1935. gada Rudgvics ar zindmu humoru raksturo ansambia dalibnieku
kopigas iezimes:

“Visiem mums ir sievas — dziedatajas [..]. Visi esam vienadi, maza
auguma. Dzimudi arf gandriz viena gada. Interesanti bija mdsu iepazidanas
konzervatorijas laikos, kad nodibindjam savu draudzibu, un visi beidzam
konservatoriju ké laureéti” ( Tris mékslinieki dodas uz Parizi1935).

Sava pirmaja koncerta 1933. gada 21. martd ansamblis sevi piesaka ar
nosaukumuLaureatu trio : k& jau mingts, visi tris ta dalibnieki nesen ar izciltbu
beigudi Latvijas Konservatoriju’. P¢c septidiem mg¢nediem jaunie mQziii 10dz
profesoram Vitolam atiauju saukt trio vioa varda, kas vioiem netiek liegts.
Pats Vitols dai sakara raksta:

7 Janis lepitis 1931. gada absolvg Jazepa Vitola kompozicijas klasi, bet 1932.
gada— Paula Daberta klavieru klasi; Voldemars Rudgvics beidz Adolfa Meca vijoles
klasi 1931. gada, bet Atis Teihmanis Alfrgda Ozolioa eella klasi — 1930. gada.

86



L. Pctersone. Klavieru trio muzicgdanas tradicijas Latvijas brivvalsti..

“[..]ansamblis vc¢las v¢l vairdk pasvitrot savu piederibu pie Latvijas na-
cionalas mékslas un dini nollka griezies pie manis ar lGgumu piediirt tam
nosaukumu “Prof. J. Vitola trio”. No sirds priecajos par pagodindjumu, kas
dint akta slcpts ari manai ka jauno makslinieku lidzvaditaja personai. Ar
prieku izpildu ari ansambia otro lGgumu: to, ka “Prof. Vitola trio” pats
ievadu muzikala pasaul¢ un atklatiba. Savu pretveltijumu — trio klaviergm,
vijolei un violoneellam gan pagaidam vgl palieku parada” (Vitols 1933).

Pirmais koncerts ar jauno nosaukumuProf. Vitola trio notiek 1933. gada
23. novembri. Jau no pada sakuma ansambia dalibnieki postulg, ka viou
“mcriis nav viens vai divi koncerti, nedz dzidanas pcc seklas popularitates,
bet gadiem stradajot, sasniegt to limeni, ko prasa no ista ansambia” (lepitis
1933). Tas arf nosaka trio darbibas plado vc¢rienu. Vitola vards pasvitro
vclmi parstavct nacionalo maziku, taéu reiz¢ jau kopd darbibas sakuma jatami
jauno mdziiu centieni iekiauties starptautiska apritc — iepazit jaunako gan
pasaules atskaootajmaksla, gan klavieru trio literatGra. Pai zioa lieti noder
Kéria Ulmaoa valdibas un Kultdras fonda finansials atbalsts sedu m¢nedu
studijam Parizc, kas piediirts 1935. gada oktobri. Sakotncji maziii plano
studct pie pasaulslavena Korto trio dalibniekiem Alfreda Korto (Alfred Cortot ),
paka Tibo (Jacques Thibaud un Pablo Kazalsa Pablo Casalg. Tomgr o1
vclme neistenojas. Neraugoties uz to, visi tris makslinieki dodas uz Parizi,
un viou pedagogu vidd ir interpreti ar pasaules vardu — iepitim ir iespgja
macities pie Robc¢ra KazadesiRobert Casadesus Rudgvicam — pie lvana
Galamjana (van Galamian), bet Teihmanim — pie Kazalsa asistenta Morisa
Eizenberga Maurice Eisenberg®. Pieredzgjudais kritiiis S. Almazovs atsauk-
smg¢ par koncertu pc¢c atgriedanas no Parizes raksta:

“[..] koncertanti nav braukudi uz arzem¢m velti — katrs no vidiem ir
sava maksla pilnveidojies, tadcjadi koncerts atklaja visas labas ipadibas, kas
piemit kamerspglei — saliedctu skaou, izturibu un pakiaudanos stila likumiem”
(Agiagia 1936).

Mciinot ieskicct katra mQziia portretu kopgja ansambia glezna, izgais-
mojas dada aina:

18 Diempgl iecerctaigpretveltijums —Jazepa Vitola Klavieru trio—té arf nav tapis.

19 Peit mingti slavenakie pedagogi, pie k& ansambia dalibnieki papildinajudies.
V¢l detalizgtaks pedagogu uzskaitljums sniegts llzes Krojes (Kroje 1991) un Lolitas
FOrmanes (Farmane 2011) darbos; Lolitas Firmanes pctijuma ietverts ari ieskats
Jaoa lepida apmacibas procesa, kura pamata ir dokumentalas liecibas — iepida vcs-
tules Latvijas Kultlras fondam (Firmane 2011: 55, 61 u. c.).
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— par ansambia garigo vaditaju nereti tiek devctslanis lepfitis (sk.,
piemcram: Glinther 1936). Laikabiedru atsauksmes liecina, ka vidd bijis
nepartraukti eneriija kisajods ideju ienerators. Eduards Ramats,
raksturojot komponista Pirmo klavieru trio un t& atskadojumu, atzimg:
“Viss vioa kdsa, gavilg, dzied un laupas uz &ru un pats autors nespgj
ietilpt nospraustéas tekas — skaistie tempu apzimgjumi jaucas viens ar
otru un pat “sapnis” (loti Igni), iznaca stipri dramatisks, ar paatrinatu
pulsu. [..] Sevidii pada autora spglc bija sp¢ja uzliesmojuma vietas”
(Ramats 1934);

— Voldeméars Rudc¢vics30. gadu otraja pus¢ uzskatits par vienu no
izcilakajiem vijolniekiem solistiem (Brusubarda 1937). Visspilgtak viod
izpaudies romantiski virtuozaja mazika, savukart Rudgvica spcle kamer-
muzicgjot raksturota dadi: “Vida tonis tirs, valgi kolorcts, tehnika viegla
un vingra, fraz¢jums izteiksmigs un bez “éiganismiem™ (Zalits 1933);

— Atis Teihmanis dzivg un tatad, iespgjams, arf trio pildijis pelgka
kardinala lomu — t& vedina doméat Marisa Vctras rakstitais: “Atis allap
domingja [..] tikai neviens to nekad nemanija. Viod tik diplomatiski prata
panakt savus uzskatus mQzika, ka nekad nevargja just, kas kuru paméaca
un kas kuram paklausa. Atis pat draugu mdzik&d maccja ta izbart, ka
draugs jutas priecigs un pagodinats” (Vctra 1959). Savukart, rakstot
par Teihmada maksliniecisko sniegumu, Vctra izcei “suvercnu spgles
tehniku un mulsinodi kaislu lociou” (V¢tra 1959). Vacu laikraksts Badische
Zeitung jau pgc Otra pasaules kara (1970) atzimgjis, ka “Teihmaoda
eellam ir kultivgts, aristokratisks un reiz¢ ekspresivs, vitals tonis, ar ne-
maldigu tehnisku precizitati” (citcts pce: Mauridoa 1970). Japiebilst, ka
Teihmanis piedercjis pie nedaudzajiem trimdas latviedu mQziiiem, kas
pcc Otra pasaules kara guvudi pladu atsaucibu ne vien savu tautiedu
aprindas, bet arf mitnes zemes (Rietumvacijas) auditorija kopuma; Zenta
Maurida vida iemantoto atzinibu salidzina ar Talivalpa lenida repu-
taciju (Maurida 1970).

Vitola trio ir viens no pirmajiem ansambiiem Latvijas klavieru trio
vgsturg, par kuriem varam spriest ne tikai p¢c laikabiedru atsauksmegm: ta
spcle fikscta ari skadieraksta. Bis ieskadojums glabajas Latvijas Valsts kino-
fotodokumentu arhiva, ir pavisam iss un ietver fragmentu no iepida Otra
klavieru trio Largo daias ar hronometrapu 3'25” (skaoas dokumenta fonda
nr.: F 22-2). Nav noradits ieskadojuma gads, bet, ta k& skaodarbs sacercts
1940. gada, tad acimredzot tas ir ieskadots 40. gadu sdkumé — ansambia
darbibas beigu posma.
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leraksts neparprotami liecina, ka spglc ioti augsta limeda makslinieki.
Rudgvica vijoles dziedajums, ar ko iesakas daia, izskan ar spc¢cigu un reizg
liegu toni, to caurvij meistarigi lietots, pardomats vibrato. Kad ar savu melo-
diju iestajas eellists, saklausama iezime, kas raksturo jebkura ansambia meis-
tarfbas virsotni — magziiis it k& turpina tikko spcles partnera aizsakto melodiju;
v¢lak, jau kopa muzicgjot, dzirdams saliedcts, gandriz identisks vibrato un
nevainojama intonacija; frazcjums izskan ta, ka klausitajs jau no pusvarda
elpo Iidzi interpretiem. Un tikai pcc bripa attopamies, ka pamatu dai kantilgnai
rada lepitis ar delikatu, it k& nemanamu, bet stabilu pavadijumu, uz kura
fona stidzinieki rod iespcju dziedat

Lidz 6im apzinatajas recenzijas pa¥itola trio koncertiem gandriz nav
nacies sastapties ar recenzentu izteiktam iebildgm par ansambia kopspcli.
Lielakoties sastopami tikai cildindjumi, turklat gan latviedu, gan cittautu
presc. Piemcram, ansambia daltbnieku saliedctibu, ko atspoguio jau apliko-
tais skaoieraksts, netiedi apliecina arf laikrakst&/entas Balssanonima kritiia
H. D. rakstitais: “[..] klausoties divos no tiem (iepitis—Rudgvics, lepitis—
Teihmanis) jau domajam par tredo” (H. D. 1936). Savukart krievu avizes
Naafaiy Ad+adfi lidzstradnieks S. Almazovs uzsver, ka “Prof. Vitola trio
uzstadanas arvien ir atplta “recenzenta izmocitajai dvgselei”. BT ansambia
programmas un priekdnesumi vienmgr ir augsta limeni un vienmgr ieinteres¢”
(Agiacia 1 936).

TiediVitolatrio Latvijas brivvalsts laikéa veicis glupi vai revolQcijureper-
tuéra joma, un dai zida tam ir divgjadi nopelni. Pirmkart, ansamblis dod
lielu ieguldijumu latviedu instrumentalas kamermQzikas attistiba — gan to
popularizgjot, gan ari stimulgjot jaunradi. Skaidri jGtama trio dalibnieku
vcime gandriz ik programma iekiaut k&du latviedu komponista darbu. Tas
arirosina skaorapus pievcrsties 8im panram, un samcra isé laikposma — sedos
gados — rodas Tsts latviedu tridoums: [idz 6im vienigajam Jaoa Medioa Pir-
majam trio (Vitola trio to pirmatskaoojis 1934. gada 18. aprili) piepulcgjas
veseli tris opusi. Tie ir Paulas Licites Trio (pirmatskaoots 1934. gada 31martd),
ka arf pada Jaoa iepida Pirmais (pirmatskaoots 1934. gada decembri) un
Otrais trio (pirmatskaoots 1940. gada 8. aprili).

Otra jauna, iepriekd Latvijas trio muzic¢danai neraksturiga tendence:
Vitolatrio iestud¢ ne vien visiem labi pazistamus klasiiu un romantiiu opusus
(lai gan bez tiem, protams, neiztiek), bet nozimigu savu programmu daiu
veido no laikmetigadm kompozicijam un maz dzird¢tu komponistu darbiem.
Pada repertuara politika bijusi apzinata, un to apliecina lepida rakstitais:

“Mdasu [..] nolks — iepazistinat publiku ar kaimidvalstu komponistu
darbiem, vispirms ar Lietuvas un Igaunijas. Tad staties sakaros ar Poliju,
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Somiju un Zviedriju. Tur ceram ari populariz¢t latvju mQziku dai nozarg.
Cergsim, ka jaunie komponisti neslinkos, bet dos mums spopus darbus”
(lepitis 1933).

Moderna repertuara daiu parstav tadi skaodarbi ka dveicieda Folkmara
Andrc (Volkmar Andreae) Trio f moll op. 1 un trio Es dur op. 14, krievu
komponista Aleksandra Dzegeionoka Aéaénaiad Acaaaéai)érrio pogma,
(Joaquin Turina) Trio d moll op. 35, vacu skadrapa Paula GrgcneraRaul
Graener) Trio f moll op. 61, somu komponista Toivo Kdlas (Toivo Kuula)
Trio op. 7 u. c. Uzreiz gan jakonstatc, ka o repertuara izvcle nav rosinajusi
Rigas mazikas kritiios tadu padu sajismu kéVitola trio spgles augstais limenis
par izraudzitajiem skaodarbiem ansamblis nereti sad¢cmis parmetumus.
Piemcram, laikraksta Na&taiy Ad+adii parstavis Vidvuds Jurgviés, rakstot
par k&ddu koncertu 1934. gada aprili, paup viedokli, ka jaunéa dveicieda Andrg
agrinais opuss { moll) un Turinas trio diitudi garlaicigi, jo abi ir “eklektiii
bez noteiktas makslinieciskas fizionomijas, bez spilgtas fantazijas un stingras
formas izjOtas. Savukart visb(tiskako — pladu melodijas plidumu, dinamismu,
kontrastus — 8ajas partitiras neatrast pat ar uguni” pddae+ 1934).

Protams, prasit no 20. gadsimta mizikas pladu melodijas plGdumu ne
vienmgr ir pamatoti — dai zidd acimredzot izpaupas pada kritiia uzskatu kon-
servativisms. Tomgr jaatzist, ka repertuara izvcle tiedi modernas literatlras
joma ansamblim nemaz tik viegla nebija. Tiesa, ari perioda no 20. gadsimta
sakuma lidz 30. gadiem klavieru trio panra radudies dapi dedevri — piemgram,
Morisa Ravela (1914)%, Gabricla Forc (1923), Bohuslava MartinG (1930)
skaodarbi, taéu kopuma japiekrit klavieru trio pctniekam Bazilam Smolme-
nam, kurd 20. gadsimta pirméas desmitgades atzist par repertuara zioa trici-
gam: talaika izcilakie komponisti 8im panram pievcrsas ioti reti, jo acimredzot
neredzcja taja pietiekodas eksperiment¢danas iespgjas, bet, ja ari pieversas,
tad nereti arpus sava parasta (modernd) stila — mQzikai aizplUstot atpakai
uz romantiska skancgjuma pasauli (Smallman 1990: 172).

lepazidanas ar Latvijas brivvalsts mlzikas dzivi apliecina, ka latviedu
klavieru trio muzicgdanas vesturg 20., bet jo ipadi 30. gadus var uzskatit par
savveidazelta laikiem — daja perioda samcra ilgstodi darbojudies pastavigi
ansambii, un to darbibu stimulgjis kultOras instit(ciju (Latvijas Konserva-

20 pagaidam apzinatajas 20.—30. gadu koncertprogrammas Ravela Trio gan pie-
mingcts tikai vienreiz: 1925. gada 23. janvari Konservatorijas 3. kamermazikas vakara
to atskaooja Ludmila Gomane (agrak Gomane-Dombrovska), Adolfs Mecs un Alfrcds
02z0li0d.
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torijas, Latvijas KultOras fonda) regularais labvcligais atbalsts — gan morals,
gan nereti ari materials. Tiedi tolaik radits pamats nacionalajam repertuaram
klavieru trio jom4, un aizsaktas tas atskadotajmékslas tradicijas, kuras pc¢c
kara Janis lepitis nodeva jau citu paaudpu maziiiem.

Piano Trio Performance Traditions in Latvia
During the First Independence Period (1918-1940)

Liga P¢tersone

Summary

During the First Independence period of Latvia (1918-1940), comparing
with the previous epochs there outlined several important changes in the
music life. Instead of The City (German) Theatre (Rigaer Stadttheater) as
well as the private music schools appeared the Latvian National Opera Theatre
where already since the end of 1918 not only the opera genre was actively
cultivated but also symphonic and chamber music genres. The second centre
was the national higher music education institution — Latvian Conservatoire,
founded at the end of 1919.

The objective of the article is to give insight into the development of
piano trio performance traditions during the above-mentioned period in
Latvia, by analyzing the musical activities of the most remarkable piano trio
ensembles and their repertoire.

At the beginning of the Independence period, there were mostly string
guartets, which could be heard in the chamber music concerts of The National
Opera and Latvian Conservatoire. There were some piano trio ensembles,
which were founded on bases of the quartet. Unfortunately, the existence of
those trios usually prolonged just from one to three concerts. In 1923, the
first piano trio ensemble performing on regular basis was founded from the
quartet of the Conservatoire, the ensemble, which performed for almost 11
years until the tragic death of the pianist (1934). The members of the trio
were the pianist Lilija Kalnidoa (later Kalnioa-Ozolida, 1903-1934), the
violinist Arvids Noritis (1902—-1981), and the cellistAlfrcds Ozoliod (1895—
1986). All of them were remarkable also as soloists in 20's—30’s.

The repertoire of the ensemble of Kalnida-Ozolida — Noritis — Ozolidd
mostly included the music of the 19" century. Nonetheless, the priority
together with works of German composers (trios by Ludwig van Beethoven,
Johannes Brahms, and Robert Schumann) was also the French music. The
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concert programmes include the Trio op. 1 No. 1 by Gésar Franck as well as
Trio op. 29 by Vincent d’Indy. It is possible that the interest towards the
French music arose because of the violinist’s Noritis studies in Paris in 1924.
At the same time, we can see a new paradigm, which characterises the culture
in Latvia in 20’s—30’s overall: probably to get mentally freer from the
historical influence of Germany and Russia in previous epochs, there is a
deep interest towards the French culture and a striving to see Paris as a
centre of themodern Europe.

Although more than ever before musicians of Latvian nationality were
named in the concert programmes of 20’s—30’s they did noshow the door
to the previously dominant musicians of other nationalities. The tendency
appears even the opposite; Latvians very often created various chamber
ensembles with musicians of other nationalities from the Opera orchestra
and Conservatoire. The example is the ensemble where the Latvian pianist
Pauls Blberts and the cellist Alfrcds Ozoliod played together with the Latvian
Conservatoire professor of Jewish origin Adolph Metz — the former student
of Eugeéne Ysde and Leopold Auer. The concert of this ensemble on 20 of
April 1931 is noticeable because of the historical first performance of the
First Piano trio by Janis Mediod. The piece was composed in 1930 and it is
the most long-standing composition in piano trio genre in Latvian music
extant until nowadays.

In 1933, the new trio ensemble started to perform. Its role in the deve-
lopment of the piano trio genre in Latvia is invaluable — it was so-called
Vitola trio , named after the composer and the founder of Latvian Conser-
vatoire Jazeps Vitols. The members of the trio were the pianisianis lepitis
(1908-1989), the violinist Voldeméars Rudcvicg1907-1995), and the cellist
Atis Teihmanis (1907-1987). This is the ensemble, which made a kind of
revolution in the sphere of the repertoire. It was developed in two directions:
the members of the trio paid attention to Latvian music by playing it and
stimulating the Latvian composers to write new pieces for the ensemble.
During just 6 years (1934-1940) three new trios were written by Paula Licite
(1934), and Janis iepitis (1934, 1940).

The second tendency, which was new for the piano trio performance in
Latvia: beside well-known compositions of Classical and Romantic era/itola
trio staged contemporary, unknown pieces, which made a very significant
part of the concert programs. Among those were trios by, for example, Volk-
mar Andreae, Alexander Dzegeljonok, Anatoly Drozdov, Joaquin Turina,
Paul Graener, and Toivo Kuula.
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The choice of the contemporary music was not an easy choice for the
ensemble. Studies about the history of the piano trio in the 1 half of the 20"
century show that there was a lack of valuable trio compositions during this
period. Of course, there were some masterpieces, but as considers also a
piano trio genre researcher Basil Smallman, at the beginning of the 20
century only few eminent composers of the world found the piano trio genre
attractive enough for new searchings in music. They paid attention to it just
returning from the usual (modern) style to the world of the romantic harmony
(Smallman 1990: 172).

As a result of the study the following conclusions can be drawn — the
20’s but especially the 30’s of the 2@ century can be referred as thejolden
ageof the piano trio performance in Latvia. Ensembles performing on regular
bases were active for a remarkable period. Several Cultural institutions
(Latvian Conservatoire, Latvian Culture Foundation) stimulated their
existence regularly morally as well as financially. Exactly in that period, the
basis of the national repertoire of the piano trio genre was created. As well
as those traditions of the piano trio performance arose which Janis iepitis
handed over to the next generation of musicians after World War 1.
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The Last Decade (1939-1949)
of Professional Organ Education in Lithuania
in the Years of German and Soviet Occupation

Dr. art. Eglé Peduikyté-Koriené
Lecturer at the Lithuanian Academy of Music and Theatre

With the approach of the threat of World War Il, the cultural life of
Lithuania had acquired a momentum that connected the national and the
Western origins in music. Lithuanians who had studied in music schools of
Lithuania and elsewhere in Europe educated their own generation of soloists,
instrumentalists and composers. Lithuanian organists gave concerts not only
in Lithuania but also in Italy, Germany, France, the Czech Republic and the
USA. Interest in Lithuanian music, including organ music, was on the rise.
Opera was no longer a centralised factor shadowing other musical spheres,
while symphonic, chamber, choral and organ music became equally important
branches of music (Jakubé&nas 1990: 694).

However, just like the whole fast-developing Lithuanian cultural life,
the integration of European traditions into Lithuanian organ culture was
terminated by World War Il that started the era of breaking culture and art.
On the threshold of World War 11, in March 1939, German army occupied
the region of Klaipéda, while in September of the same year the Soviet army
occupied Vilnius. On the basis of secret protocols signed by Soviets and Ger-
many, Vilnius was supposedly given back to Lithuania. Various artists and
active scholarly figures started moving to Vilnius from Kaunas and other
Lithuanian cities. The University of Steponas Batoras that was functioning
in Vilnius was reformed to Vilnius University. 1940 was the year of the
establishment of the Academy of Art and Vilnius Drama Theatre; the Radio-
phone started to function, the symphonic theatre of Radiophone (led by
Jeronimas Kaeinskas) moved from Kaunas, the City symphonic orchestra
(led by Balys Dvarionas) was established. The meeting of the Lithuanian
musicians’ fellowship (led by Nikodemas Martinonis) was also held in that
same year.

* The article was prepared during the implementation of the projectPerformer’s
Polyfunctionality in Musical, Cultural and Social Processes The research was funded
by a grant (No. MIP-095/2013) from the Research Council of Lithuania.
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Higher education in music was already spread in the largest Lithuanian
cities: Kaunas Conservatoire was open since 1933, which had its roots in
the State school established by Naujalis (1922); in 1940 Vilnius Music School
was established with the majority of its staff coming from the Lithuanian
public music school that operated in 1930-1940 and was supported by Elena
Laumenskiené. Klaipéda music school (1923-1939) established by Stasys
Bimkus continued its work in Biauliai music school that started its activity in
1939. The specialty of organ playing was taught in all of these schools.
Teaching in these schools was based on the curriculum of Kaunas Conser-
vatoire. Apart from their main work, teachers of these schools organised
music courses in Lithuanian provinces.

First Soviet occupation.When Lithuanian activists in culture, arts and
science started to revive the national foundation and to develop cultural life,
on the 15" of June 1940 Lithuania was occupied by the Soviet rule. Aninde-
pendent life of the Republic of Lithuania was over. The first Soviet occu-
pation that shook the whole country, also considerably affected Lithuanian
music life. Musical pieces were started to be divided into permissible and
non-permissible ones, the collection of the Radiophone was started to be
cleansedby taking valuable Lithuanian compositions to the paper factory
or by tearing out some of the pages of the repertoire of the Song Festival.
The state theatre, instructed by Moscow, signed contracts with composers,
Soviet songs were pre-scheduled and ordered to be played (Jakubénas 1990:
695).

Germans, who occupied Lithuania in 1941, were not so interested (as
in the period of the first Soviet occupation) in Lithuanian cultural life and
higher education in music. The attention and efforts of the Nazi rule were
around political and diplomatic affairs that did not directly include art.
Contrary to the situation in Latvia, Lithuanian opera did not have to stage
operas in the German language. However, Germans strictly forbade perfor-
mances of Russian composetsThis fact is confirmed by the programmes of

1 A letter by acting director of Kaunas Conservatoire Kazimieras Viktoras Banaitis
to Education Management Science and Art Department, Kaunas, September 25,
1942. Lithuanian Archive of Literature and Art (hereafter LALA), fund 84, record 5,
file 7, p. 71

2 A letter by deputy general adviser on education Antanas Rukda to all institutions
of education management, [Vilnius], December 10, 1941. LALA, fund 84, record 5,
file 7, p. 22

96



E. DPeduikyté-Koriené. The Last Decade (1939-1949) of Professional..

private and public concerts of Kaunas Conservatoire and Vilnius Music School
students. These programmes include no names of Russian composers during
the German rule. In addition, school curricula were also amended by with-
drawing disciplines of the Russian language and history and teachers of
these subjects were laid off.

With no doubt, Nazis strictly forbade any kind of Jewish artists’ activity
in Lithuania such as exhibitions, concerts, theatre performances, etc. They
were forbidden to work in the field of education. The lists of Kaunas Conser-
vatoire and Vilnius Music School personnel reflect their tragic destinies by
such records as “discharged from work on the 22¢ of June due to Jewish
nationality” 8. Contrary to other teachers, these records do not include any
information regarding their education, work experience, knowledge of lan-
guages and other facts of that kind. It seems as if the aim was to depersonalise
them, to erase their past, to rob them of their future. Lithuania lost many
bright personalities and excellent professional educators.

Support for studies by collecting donations Higher musical education,
just like the whole culture, existed under unfavourable conditions. Together
with musicians, many instruments also disappeared Part of the instruments
and the necessary equipment were successfully retrieved and taken over from
educators of Jewish and Russian origin who had to move suddenly to East
and West as well as to the USA and left their homes emptyHowever, space
for studies was not enough, there was a necessity for a dormitory, and there
was shortage of teaching materials With living conditions getting more
and more complicated, at the end of 1942 an urge was made by addres-
sing all educational and scholarly institutions to start supporting science

3 Bayté Adelg, Berdtelmanas Samuelis, Brumbergiené Ida, Feigusiené Ona, Galper-
niené Cirel, Goldbliataité Rachelé, Golynskiené Olga, Kapiloviené Gitel, Malbergiené
Halina, Plotnikovaité Marija, Rachtdikaité Sara, Deiniukiené Riva, Zakomas Jok(bas,
bukauskaité-Levinaité Basé. See: Lists of Vilnius Music School employees who were
laid down since June 22, 1941. LALA, fund 270, record 1, file 9, pp. 1-14

4 A letter by Kaunas Conservatoire director Kazimieras Matiukas to the director
of Kaunas Flat Community Management, [Kaunas], August 6, 1941. LALA, fund
84, record 5, file 7, p. 5

5 Correspondence between Kaunas Conservatoire director Kazimieras Matiukas
and Kaunas City Flats Management Office, [Kaunas], August 9, 1941, and September
4,1941. LALA, fund 84, record 5, file 7, pp. 6-7

8 Information on the premises of Kaunas Conservatoire, [Kaunas], June 09, 1941.
LALA, fund 84, record 5, file 7, p. 10
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financially and collecting private donations’. Those who were studying, took
initiative and engaged in this charitable activity. Hardly making their own
ends meet, facing shortage of money and food, not having proper living and
work conditions, students, for whom it was enough to donate 80 Rpf
(Reichspfennig, instead donated maximum sums — from 1 to 10 RM Reichs-
mark). The most frequent sum was 2, 3 or 5 RM. However, some of them
donated as much as 20 and 25 RM. These facts reflect their serious approach
towards studies. Teachers donated the salary of their day, i.e. from 2 to 12
RM®.

Compulsory works in agriculture and fuel production. Kaunas and
Vilnius gymnasia and special schools had to take care of the fuel necessary
for winter seasons on their own. Compulsory works in agriculture and fuel
production had to be carried out by all teachers and last-year male students,
irrespective of their status or availability?®. Taking into consideration the
specificity of a musician-performer’s profession, such works can hardly be
combined, therefore they would frequently ask to exempt them from such
tasks. However, such exceptions would only be made for school principal
and keeper, pupils under 14, women over 45 who were raising kids under
17, men over 50 as well as persons who provided a doctor’s notification. In
rare cases exceptions would be made to teachers who were away to perform
during summer time or those who worked in army orchestra!. Students
who did not perform this obligation, were expelled from schools.

Table 1 reflects the disciplines taught in Kaunas Conservatoire in the
study year of 1942—-1943.

" A letter by general adviser on education Dr. Pranas Germantas to the adminis-
tration of all institutions of education management, [Vilnius], December 3, 1942.
LALA, fund 84, record 5, file 7, p. 83

8 Reports on the donations collected from Vilnius Music School students, [Vilnius],
1942. LALA, fund 270, record 1, file 20, pp. 10-35

9 A list of donations of Vilnius Music School employees one-day wage (November
1943), [Vilnius], December 6, 1943. LALA, fund 270, record 1, file 20, p. 7

10 A letter by director of the Kaunas Department of Education Management
A. Judka to the director of Kaunas Conservatoire[Kaunas], June 30, 1942. LALA,
fund 84, record 5, file 7, p. 56

11 A letter by acting director of Kaunas Conservatoire Kazimieras Viktoras Banaitis
to the Kaunas Department of Education Management, [Kaunas], October 16, 1942.
LALA, fund 84, record 5, file 7, p. 77
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Table 1.
Disciplines taught in Kaunas Conservatoire
in the study year of 1942-1943?

1 2

Special subjects Piano
Singing
Composition
Organ

Department of string instruments Violin
Cello
Contrabass

Department of wind instruments Flute
Oboe
Clarinet
Bassoon
Trumpet
The French horn
Trombone

Department of pedagogy Different specialties

Classes of general subjects Elementary music theory
Solfeggio
Harmony
Forms of music
Symphonic instrumentation
Choir; Choir management
History of music
Improvisation
Percussion instruments
Military instrumentation
Lithuanian language phonetics
Music methodology of secondary schools
Psychology
History of pedagogy
Plastic
Acting techniques
Vocal ensembles (Opera class)
Chamber ensembles of string instruments
Chamber ensembles of wind instruments

2 Kaunas Conservatoire in the study year of 1942—-1943. LALA, fund 84, record5,
file 8, p. 6
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1 2
Orchestra ensemble
Compulsory singing
Compulsory piano
Chant; Liturgics; Score reading
ltalian; German; Lithuanian

Kaunas Conservatoire.The most outstanding figures representing Ger-
man, French and Italian organ playing traditions in Lithuanian organ schools
of the first part of the 20" century were educators who worked in Kaunas
Conservatoire: Juozas Naujalis, Nikodemas Martinonis, Konradas Kaveckas,
Jonas bukas and Zigmas Aleksandravigius. They created a specific methodo-
logical system of Lithuanian organ school, based on their individual pedago-
gical principles. Up to the third decade of the 20" century Lithuanian organ
school followed the methodological practice acquired by organists Juozas
Naujalis and Jonas Bendorius in Germany (higher schools of Regensburg
and Leipzig) and Poland (Warsaw Music Institute). These musicians were
pioneers not only in organ but also piano methodology in Lithuania. Niko-
demas Martinonis was guided by the Moscow organ school based on German
organ playing traditions. The methodology of Jonas bukas who graduated
from Paris Conservatoire which reflected the interpretational principles of
Marcel Dupr é, was founded on improvisation basis and free treatment of
thought. Whereas the pedagogical principles of organ methodology, such as
virtuosity, melodiousness, emphasis of the romantic element, were charac-
teristic features in the whole European organ playing experience of the first
part of the 20™ century. Continuing the traditions of the romantic school of
France, Konradas Kaveckas paid more attention to phrasing and register in
comparison to other organists. Teaching methodology of Zigmas Aleksan-
dravieius (who had graduated the ConservatoireSanta Ceciliain Rome and
the Vatican Institute of Church Music) based on fundamental theoretical
works introduced organists of that time with the relevant literature on Italian
organ art and provided the latest information that has remained relevant for
contemporary organists.

The Organ Department of Kaunas Conservatoire had high requirements
of the acquisition of the repertoire. Along with subjects aimed at preparing
students for examinations both in specialty and piano fields, the study year
included extensive programmes that were not part of the requirements of
obligatory credits or examinations. Each year the requirements in the Organ
Department were getting higher and involved a wider spectrum of subjects
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taught. In the study year of 1940-1941, the study plan of the organ class
was supplemented by a few more compulsory disciplines. The newly introduced
improvisation studies took three years to complete from the fifth to the
seventh year of study on a two-weekly-hour basis. Starting with the Gregorian
chant and choral melody harmonisation during the first year (fifth year of
study), in their second year of improvisation studies organists were already
studying counterpoint and forms of homophonic music. During their exami-
nations at the end of the study year organ students would improvise such
pieces as preludes and fugues from two to four voices. In their last, i.e. seventh
year all the attention was focused on fugue and variations, and the free
theme. Along with improvisation, another compulsory subject was specialty
methodology and teaching practice. Organ building was added also only in
the last year of study. In 1940-1941, Kaunas Conservatoire Statute still
included ensemble practice and accompaniment. The disciplines of organ,
Gregorian chant and liturgics were taught by Zigmas Aleksandraviéius; those
of organ, improvisation and general piano — by Jonas bukas; the specialties
of organ and solfeggio — by Nikodemas Martinonis. Unfortunately the studies
of organist students in Kaunas Conservatoire, studied on the basis of the
seven-year Organ Department programme (1942) with three years of impro-
visation and 2 years of specialty courses, lasted only for a few years. In 1943,
together with numerous other schools, Germans closed Vilnius University
and Kaunas Conservatoire (its inactivity lasted for a year and in 1944 it was
opened again and functioned until 1949, i.e. the year of merging Vilnius and
Kaunas Conservatoires).

Table 2 reflects the disciplines taught in Vilnius Music School in the
study year of 1941-1942.

Table 2.
Table of disciplines taught in Vilnius Music School
in the study year of 1941-19423

1 2
Special subjects Organ
Piano
Singing
Department of string instruments Violin
Cello
Contrabass

3 Vilnius Music School in the study year of 1941-1942. LALA, fund 270, record 1,
file 5, pp. 1-7
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1 2

Department of wind instruments Clarinet
Flute
Oboe
Bassoon
Trombone
The French horn
Trumpet
Choir conducting

Classes of general subjects Choir
Harmony
Counterpoint
Solfeggio
Music history
Elementary music theory
Compulsory piano
Compulsory singing
Vocal ensemble
Wind instrument ensemble
Military instrumentation
Orchestra
Italian

Vilnius Music School. Differently from Kaunas, Vilnius was a multicul-
tural city, therefore there were students from different countries studying in
Vilnius Music School during World War Il. The list included the following
facts related to students’ nationalities: Lithuanian — 193, Polish—112, Russiar
9, Belorussian — 3, other 1*. Up to the year of the German occupation,
Jewish students were also studying music in this school. The studies of Vilnius
Music School were based on the programme of Kaunas Conservatoire. In
the study year of 1941-42, there were 9 students of organ specialty; wind
instrument department included 27 students, there were 32 students of string
instruments. A surprisingly high number of students studied in the piano
and singing specialties. Singing specialty included 69 students, while there
were as many as 103 pianistS. These were much higher numbers in compa-
rison to Kaunas Conservatoire which was open since 1933. The School inclu

1 Vilnius Music School (Vilnius, Skapo street 11), Statistics News, [Vilnius],
January 1, 1942. LALA, fund 270, record 1, file 12, p. 75

15 Vilnius Music School report on the study year of 1941-1942, [Vilnius], July
14, 1942. LALA, fund 270, record 1, file 12, p. 351
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ded well-known teachers of different nationalities who resided in Vilnius:
the piano specialty was taught by Leopoldas Szpinalskis, Elena Laumenskieng;
singing specialty — by Adomas Liudwigas, Juozas Bielilinas; theoretical discip-
lines — by Konstantinas Galkauskas, Tadas Deligovskis (Tadeusz Szeligowski)
and others. Organ playing was taught by the founders of this School Jonas
Bendorius and Konradas Kaveckas, as well as Zenonas Nomeika

Table 3.
Percentage of the distribution of organ specialty in Lithuanian music
education institutions in the study year of 1942-1943

Music education instition Total number of students Organ specialty
1 Kaunas Conservatoire 300 10%
2 Vilnius Music School 300 8%
3 Diauliai Music School 200 20%
4 Panevépys Music Course (3 years) 150 20%
5 Teloiai Music Course (3 years) 100 20%
6 Kaunas Music Course (3 years) 100 30%

Second Soviet occupation in 1944The tendency to refuse organ specialty
was especially strong after the second Soviet occupation, when the approach
towards organ was narrowed down to its view as an instrument of church
ceremonies. Having granted Vilnius Music School the status of a State Con-
servatoire (since 1945), for some time the Department of Piano and Organ
was still working. Pianists could choose the specialisation of organ. There
were only a few students who studied organ as a second specialty. It was
taught by Zigmas Aleksandravieius and Konradas Kaveckas. But there was
no organ in the Conservatoire, the only thing students could use was a harmo-
nium, the library of the Conservatoire had almost no literature on organ.

In 1945, a separate organ department in Kaunas State Conservatoire
was closed down and instead the department of piano and organ was estab-
lished. In this department organ specialty was taught by Nikodemas Marti-
nonis, while organ as an obligatory discipline was taught by Albinas Eeigys.
In 1945, organ was taught episodically by Zigmas Aleksandravigiu¥. In
the study year of 1946-1947, the department of piano and organ included

16 Vilnius Music School. Teachers’ pay-sheets. Subjects taught, July — December,
1941. LALA, fund 270, record 1, file 5, pp. 1-7

17 Kaunas State Conservatoire: lists of teachers. LALA, fund 84, record 1, file 36,
p. 22
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44 pianists, 8 of whom studied organ as a second specialty, there were 7
pianists who chose organ as a compulsory discipliné. However, organ spe-
cialty no longer had prospects, there were fewer and fewer students choosing
it. In this epoch permeated with fear, the concept of organ art acquired a
negative connotation as it had a direct relation with church. In 1948, before
the merger of Vilnius and Kaunas Conservatoires, the most important role
was played by the department of Marxism-Leninism. Along with it, there
were the departments of piano, solo singing, choral conducting, theory and
composition, languages, physical education, compulsory piano and the chamber
clasg®. In 1949, having joined Kaunas and Vilnius Conservatoires, the
specialty of organ in the Lithuanian SSR State Conservatoire was abolished.
For some time religious music concerts were still taking place in churches,
but when the organ was started to be considered an instrument of religious
ceremonies, organists could no longer have public performances and were
forced to choose other professions close to their original one.

The second Soviet occupation, which started in 1944, was especially
threatening period not only for Lithuanian music but also for the whole
Lithuanian culture. With the particularly persistent persecution of churches,
organ, as an instrument of church ceremonies, was forbidden, no longer
relevant and removed from Lithuanian concert life. There was no more place
for it in the official culture.

In the Soviet period instruments themselves were also ruined: the organ
at biauliai Music School was demolished together with the whole building,
the organ at Kaunas Jesuit church was disassembled and removed part by
part, in Panevépys the metal pipes were used by melting them and making
household items. Kaunas Conservatoire organ that had been moved to the
basement, was also ruined and dismantled by parts and the remains of it
were exchange for a piano.

With the implementation of physical and spiritual genocide by the Soviet
government, the majority of Lithuanian musicians were forced to move to
the West. The community of Lithuanian organists lost numerous outstanding
educators and players whose further contribution to organ culture was
cherished in foreign countries. The list of people who moved to West Europe

18 Table of disciplines taught in Kaunas State Conservatoire in the study year of
1946-1947, [Kaunas]. LALA, fund 84, record 1, file 36, p. 27

19 Kaunas State Conservatoire: composition of teachers across departments. LALA,
fund 84, record 1, file 36, p. 42
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and later to the USA included organists Zenonas Nomeika, Jonas Narkeviéius
(Narkus) and many other bright personalities. One of them was Jonas bPukas
who moved to Germany in 1944 and left for the USA in 1949 where he
spent the rest of his life. During his composition studies in Church Music
Institute in Heidelberg (1946—-1948, supervised by W. Forner), he created
two sonatas for piano, which, unfortunately did not remain, just like his
graduation thesis about the history of Lithuanian organ art. Musicians that
stayed in Lithuania, were involved into the art system controlled by the
Soviet Union.

Having replaced the German occupation, the Soviet authority was strictly
persecuting even the smallest expressions of national identity in cultural and
especially spiritual field, withdrew organ and organ playing from the cultural
sphere as an instrument of church ceremonies, while organists had to retreat
from further public professional, educational and performance-involving
activities because they could no longer participate in public musical life.
Organ art further developed in a closed environment which included no pro-
fessional competition, while professional requirements were set by organists
themselves. Persecuted by the Soviet rule, organists worked in the under-
ground and again had to fight for Lithuanian independence, denationali-
zation, just like in the time of the organists’ epoch(vargonininkg gadyné);
they were concerned with the preservation of Lithuanian identity, Catholic
faith, therefore the artistic level of music was not the top priority. Unfavourable
political state that had developed during the prime of the whole Lithuanian
national culture, also prevented the development of organ school in the peak
of professional achievements. The traditions of organ art which was not
played for more than a decade, was not allowed to disappear thanks to
organists who worked in churches and to musicians who emigrated during
the World War Il who continued their concert and educational activity on
the other side of the Atlantic, in the USA. As a result of the varied political
and ideological conditions, in the second half of the 20" century Lithuanian
organ school was forced to adapt to the new developmental circumstances.
The organ class established by the initiative of Prof. Leopoldas Digrys
(b. 1934) in 1962 in the Lithuanian State Conservatoire (currently Lithuanian
Academy of Music and Theatre) was oriented only to concert organ playing.
The specialisation of church organist was reintroduced after three more
decades (1991).
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Profesionalas ¢rieimakslas izglitibas p¢dgja desmitgade
(1939-1949) Lietuva padomju un vacu okupacijas apstakios

Egle Beduikite-Koriene

Kopsavilkums

Lietuviedu crieimaksla 19. gadsimta beigas un 20. gadsimta pirmaja
pusc piedzivojusi vairékas attistibas fazes. Pakapeniski un meritiecigi daja
perioda veidojas ne vien crielnieku, bet visu Lietuvas mQziiu profesionala
izglitiba. Nacionélas crieiskolas tradiciju un sakou apzinddana Tauj labak
izprast lietuviedu ¢rieiskolu pastavgdanas vesturisko fonu 20. gadsimta otraja
pusc¢ un masdienas.

20. gadsimta 30. gadu beigas Lietuvas ¢rieimaksla jau bija tuva Eiropas
[fmenim: strauji bagatinajas crielnieku repertuars, visai komplicctas koncert-
programmas ietvgra dapadu laikmetu vacu, franéu un itdiu meistaru dedevrus.
Crieimakslas uzplaukumu daja laika veicinaja arf Lietuvas ¢rielnieku atgrie-
danas no studijam Francija, Italija, Eehoslovakija un Vacija.

Tadcjadi Otra pasaules kara priekdvakara Lietuvas kultlras dziv¢ naci-
onalais un rietumnieciskais jau bija vienadi augsta attistibas [imeni. Kard do
uzplaukumu pértrauca. Tomgr profesionala mazikas izglitiba ari okupctaja
un sadieltaja Lietuva pastavgja lielakajas pils¢tas, un galvenais centrs bija
Kauoda. Kauoas konservatorijas mdzikas izglitibas plans bija pamats, uz kura
balstijas ari labi nostadita profesionéla izglitiba Bauiu Mdzikas skola (1939—
1944), Viidas Mazikas skola (1940-1945) un pgc kara Viidas Konservatorija
(1945-1949).

Otra padomju okupéacija (1944) cirta robus visa Lietuvas kultira, taéu
jo padi postodi ietekmgja baznicas parziod esodo makslu, tai skaita visu ar
¢rieispgli saistito. Baznicas vajadana izpaudas ari ka ¢rieimakslas izslggdana
no publiskas mazikas aprites, un 1949. gada (kad apvienojas Kaudas un
Viidas konservatorijas) profesionala crieispcles apméaciba Lietuva valstiska
[imeni tika partraukta. Crieimakslas tradicijas turpinaja baznicu ¢rielnieki,
ka art maziii, kas emigrgja Otra pasaules kara beigu posma: pcckara perioda
vi0i koncertcja un stradaja pedagoiisku darbu galvenokart ASV.

Raksta ietvaros, balstoties uz arhivu dokumentiem, atklats, k& padomju
(1940, 1944) un vacu (1941) okupéacijas vara iespaidoja prominentu miziiu
un pedagogu dzivi, Kauoas un Viioas mdzikas augstskolu macibu planus un
koncertrepertuaru Lietuva. Pctijumé aplkoti art makslinieku pedagoiiska
darba un koncertgaitu sociokulturalie aspekti.
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Atslcgvardi: profesionala crieispcles apmaciba, crieiskolas, Otrais
pasaules kard, padomju okupécija, vacu okupécija, Kaudas Konservatorija,
Viidas Mazikas skola, Viidas Konservatorija, ¢crieiméakslas tradicijas.
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Development Trends of Lithuanian Piano Music

Dr. art. Ramuné Krypauskiené
Professor at the Lithuanian Academy of Music and Theatre

It was not until the early 20" century that Lithuanian piano music assumed
the national identity. The development of professional music had been
impeded by an unfavourable historical situation, and the most important
positions had been occupied by foreign composers, performers and educators.

National piano music began to be composed at the turn of the 20
century, after a number of Lithuanian composers for the first time graduated
from the conservatoires of St. Petersburg (Mikas Petrauskas, Eeslovas
Sasnauskas, Jurgis Karnaviéius, Juozas Tallat-Kelpda, Stasys Bimkus),
Warsaw (Juozas Naujalis, Mikalojus Konstantinas Eiurlionis) and Leipzig
(Eiurlionis). However, it was vocal music that predominated in their works.
Instrumental pieces, including ones for piano, were being composed just
occasionally (except Eiurlionis and Karnavigius).

The first authors of Lithuanian piano music aimed to answer the cultural
needs of the time and mostly wrote genre pieces. The national repertoire
then consisted of such works as preludes by Juozas Naujalis (1869-1934),
arrangements of Lithuanian folk dances by Mikas Petrauskas (1873-1937)
and miniatures by Juozas Tallat-Kelpda (1889-1949). These compositions
featured both vivid elements of Lithuanian folk art and, in a wider context,
connections with the Russian compositional style and the 19-century West
European traditions.

A separate chapter in the history of Lithuanian piano music was written
by Mikalojus Konstantinas Eiurlionis (1875-1911) who contributed greatly
to the development of the piano culture. Highly innovative and truly national,
his piano works could be compared to the greatest achievements of the West
European composers of the time. His more than 150 piano compositions —
preludes, mazurkas, sonatas, variations, fugues, canons, etc. — reflected
various methods of using elements of the national folklore, from direct
guotations and imitations of the most obvious external features to the display
of the deepest layers, embodied the aesthetics of Romanticism, and promoted
the ideas of the European compositional school. Eiurlionis’ piano music led
to the formation of the national performing style and inspired further trends
in the development of the art of piano.
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After Lithuania gained its independence, the professional piano music
culture began to develop rapidly. The cultural life became more active and
the art more modern due to the growing relations with many European
countries, where Lithuanian musicians studied and gave concerts. Concert
pianists often included Lithuanian pieces into their repertoire, which in turn
was an inspiration to Lithuanian composers, whose new works reflected
many features characteristic of young cultures, such as issues of originality
of creative style, and the synthesis of folk elements and new means of expression.

Though many composers of this period followed traditions, their com-
posing styles were quite different. Juozas Tallat-Kelpda and Stasys Bimkus
remained faithful to the Romantic style, however, their means of musical
expression gradually changed to become more modern. Works of Jeronimas
Kaéinskas (1907—-2005), Julius Gaidelis (1909-1983) and Vytautas Baceviéius
(1905-1970) were full of experiments and attempts to employ 20'-century
innovations. As often as not, these composers were criticised for going for
modern trends of the art world, especially impressionism and expressionism,
which supposedly ruined the national character of their music.

The fairly active development of the Lithuanian national piano school
was interrupted by World War 1l and Soviet occupation. Many distinguished
artists emigrated to devote their knowledge and talents to the cultures of
foreign countries. Those who remained at home were forced to change their
artistic beliefs. All fields of art were greatly influenced by the specific lifestyle
of the time, political and cultural isolation, and the new Marxist ideology.
The imposed method of socialist realism encouraged to reflect the reality of
life and dictated the choice of themes and genres.

In the field of piano music, the first two decades after World War 1l
were rather poor. No more than several piano concertos and a number of
short pieces, often grouped into cycles, suites or collections, were added to
Lithuanian piano literature. At the time, piano music was composed by Juozas
Gruodis (1884—-1948), Juozas Tallat-Kelpda (1889-1949), Antanas Ragilinas
(1905-1984) and the renowned pianists Balys Dvarionas (1904-1972) and
Stasys Vainilinas (1909-1982), who all adapted themselves to the aesthetic
beliefs of the time and continued the deep-rooted traditions of the national
professional art. Their compositions feature links with the tradition of folk
singing and playing and the ability to combine principles of classical art
with more restrained ideas of modernism.

The 1960s saw the beginning of an important stylistic revival that
inspired creative changes in many areas of art. At that time, it was customary
to strongly highlight the positive relationship between man and the world
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and to promote optimistic moods and the belief in a better life, which was to
be brought by social changes in the Soviet Union, and the universal indus-
trialisation and technologization.

At that time, more and more composers began to write instrumental
chamber music. Piano music was often treated as a kind of experimental
research laboratory. Many Lithuanian composers broke with the long-
established national romantic tradition and lyrical elements, and the sincere
and narrative character of music was replaced by a rational and emphatic
expression. In the field of music composition, aesthetic beliefs were changing
and a re-orientation towards new stylistic trends, characteristic of Bla Bartok,
Sergei Prokofiev, Igor Stravinsky and other colossuses of the early 20
century, was taking place.

The new aesthetic ideals and artistic criteria resulted in the need of new
means of expression. The significance of rationality increased, new compo-
sitional techniques, such as dodecaphony, serial technique and aleatory, began
to be used, and individual principles of sound organization were being created.

In the fields of form, rhythm and intonation, processes of intensive
innovation took place and touched also the modal and harmonic expression
and textural solutions. However, the mostimportant Lithuanian piano works
still retained national individuality, though the use of folk sources changed
radically. Direct quotations of Lithuanian tunes and sketchy imitations of
their elements were replaced by a more creative attitude towards folklore
and its thorough studies.

Having extended the range of tonality and traditional major/minor scale
system, the composers began using polytonal and polymodal means of
expression, in which the unity of the horizontal and vertical can often be
observed. Quite often, extended tonalities with an indefinite chord function
can be found there. These works abound in altered chords with additional
fleeting sounds and harmonic structures based on the intervals of second
and fourth. Other composers’ stylistic attitude was to further develop the
possibilities of expression of tonal music.

As functional harmonic relations had weakened, other elements of mu-
sical expression, and especially rhythm, became more important. Strictly
organised, sharp and tense pulse often restricted by steady metro-rhythmic
patterns was often used to enhance the emotional and dynamic tension.
Very often, a syncopation based on the Lithuaniansutarting tradition was
used. Some authors renounced regular rhythmic structures to avoid symmetry
and squarishness and to enjoy free and constantly changing rhythmic patterns
reminiscent of expressive prose speech.
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The composers’ attitude to instrumental sound was also changing radi-
cally. Many of them extended the range of dynamics, highlighted the nature
of the piano as a percussion instrument, and used huge dynamic contrasts.
This was reflected in the piano texture. The multi-layered romantic sounding
was often replaced by a transparent and graphically clear two-voice texture
and harmonic figurations of non-traditional intervallic structure. Toccata-
like pianistic patterns, martellato, repetitions and cluster-type chords became
widely employed.

The question of form was being solved in many different ways. Alongside
the classically clear binary and ternary forms, pieces of an improvisatory
nature, seemingly considerably remote from standard musical schemes, began
appearing more and more often. The range of genres of piano music was
increasing, and the composers were showing their inclination towards large-
scale forms, such as concertos, sonatas and piano cycles.

After Lithuania restored its independence and the social and political
life changed radically, the process of the development of Lithuanian piano
music went on. As thelron Curtain was raised, it became possible for artists
to freely participate in international art forums, which broadened their
worldview, encouraged their creative freedom and search for more diverse
styles and techniques and more effective means of expression. According to
Rata Rudvalyté, “From a store of concert works for solo piano, clear stylistic
trends are hard to be distinguished. At the end of the 20 century, composers
employed innumerable quantities of techniques, creative principles and ways
of music-making, which they combined, changed and fragmented in search
of the most diverse methods to create their own original style, often
characteristic of a single composition” (Krypauskieng&, Rudvalyté 2004: 119).

New concert venues and possibilities began to be looked for, and the
composers’ work has been inspired by commissions from competitions,
festivals and other arts events. The increasing number of young talented
pianists and their playing skills and intensive concert activities, including
the promotion of new piano works, has been providing a stimulus for music
creation. With its rich texture and endless possibilities of expression, Lithu-
anian piano music is a medium to express performers’ artistic individualities
and to display their virtuoso skills, artistic temperament and intellectual
thinking. In the promotion of the national pianism, the most important events
are the international piano competitions of Balys Dvarionas, Stasys Vainilnas
and Mikalojus Konstantinas Eiurlionis, which include performances of com-
pulsory pieces by these Lithuanian authors. The International Eiurlionis Piano
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Competition, alongside pieces by this genius, features brand new Lithuanian
piano works commissioned especially for this event.

Lithuanian piano music is now undergoing new artistic changes. Many
creative experiments are taking place before our very eyes. With no historical
retrospect, it is hard to assess objectively the facts, events and circumstances
and to analyse them fully. However, many phenomena still offer an optimistic
prognosis for the further development of Lithuanian piano music.

Lietuvas klaviermQzikas attistibas tendences
Ramune Kripauskiene

Kopsavilkums

Gandriz lidz pat 20. gadsimta sdkumam Lietuvas klavierm@zika neiz-
paudas nacionalais kolorits, un daja panra domingja cittautiedi — komponisti,
atskaootajmakslinieki un pedagogi. Nacionala klaviermizika séka veidoties
19./20. gadsimta mija. Repertuars daja laikposma ietvcra galvenokart mini-
atlras; to autori bija Jozs Naujalis, Miks Petrausks, Jozs Tallatkelpda un citi
komponisti. Dajos skaddarbos paradijas saikne ar lietuviedu folkloru, bija
jatama ari 19. gadsimta krievu un Rietumeiropas mazikas ietekme. Jaunu,
spilgtu lappusi panra attistiba pavcra Mikolajs Konstantins Eurionis. Vairak
fOgas u. c. — izpaudas dapadas metodes darba ar nacionalo folkloru: no tie-
diem citatiem un argjo pazimju atdarinajuma lidz dziiai iekdgjai radniecibai;
die darbi atspoguioja romantisma estctiku un Eiropas kompozicijas skolas
iespaidu.

Lietuvas neatkaribas atjaunotne 1919. gada ievcrojami stimulgja kla-
viermdzikas uzplaukumu. Kultdras dzives aktivizaciju un makslas moderni-
zaciju veicinaja ciedakas saiknes ar daudzam Rietumeiropas zemg¢m, kuras
lietuviedu maziii studgja un koncertgja. Tadgjadi daudzveidigéka kiuva ari
stilistiskd panorédma: Jozs Tallatkelpda un Stasis Bimkus palika uzticigi roman-
tiskajam virzienam maksla, lai gan arf viou daiirad¢ iezimgjas evoldcija,
savukart Jeronims Kaeinskis, Juius Gaidelis un Vitauts Baceviés daudz ekspe-
rimentc¢ja un izmantoja 20. gadsimta jaunas kompozicijas tehnikas.

Lietuviedu nacionalas klaviermékslas aktivo atjaunotni partrauca Otrais
pasaules kard un padomju okupécija. Liela daia no spilgtakajiem méakslas
parstavjiem emigrgja, savas zinadanas un talantu turpmak atdodot citzemju
kultQrai. Tiem, kas palika dzimtenc, ndcas mainit savas daiirades pamatno
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stadnes. Talaika dzives specifika, izolacija, kas izpaudégan politikas, gan
kultGras sfcra, un jaund marksistiskaideoloi ija ietekmgja visas makslas
jomas.

Pavcrsienu iezimgja 20. gadsimta 60. gadi. Daja laika lietuviedu kompo-
nistu daiirad¢ arvien lielaku lomu guva instrumentalie kamerdarbi, un
klaviermdzika kiuva par &i panra savveida laboratoriju. Bija v¢crojama estc-
tisko uzskatu maida, parorientacija uz jauniem stilistiskiem modeiiem — jo
ipadi B¢las Bartoka, Sergeja Prokofjeva, Igora Stravinska un citu 20. gadsimta
korifeju daiiradi.

Jauni méksliniecisko vertibu kritcriji stimulgja ar jaunu izteiksmes
[idzekiu mekigjumus. Klavierm(zikas autoru redzesloka nokiuva laikmetigas
kompozicijas tehnikas — dodekafonija, scrijtehnika, aleatorika, tika izstradati
ari individuéli skaniskas organizacijas principi.

Intensiva atjaunotne formas, ritma, intonativa zioé iespaidoja harmoniju
un faktlru. Papladindjas mizikas skaokartiskais spektrs, arvien biepak kom-
ponisti izgaja arpus ierastas maporminora sistcmas ietvariem, brivi lietoja
politondlas un polimodalas saskaoas, nereti bija vgrojama horizontéles un
vertikales vienotiba.

Vienlaikus saka radikali mainities priekdstati par padu instrumenta ska-
ncjumu. Papladindjas dinamikas gradaciju spektrs un to savstarpgjie kontrasti,
tika akcentcts klavieru perkusivais efekts. Tas iespaidoja ari skaddarbu fak-
tOru. Romantisko daudzslaou izklastu biepi nomainija dzidra, grafiski reljefa
divbalsiba, harmoniska figuracija uz netradicionalu intervalisko struktru
pamata. Daudz tika izmantotas tokatiskas formulas,martellato, repeticijas,
klasterveida akordi utt.

Formas joma bija sastopami dapadi risinajumi. Lidztekus klasiski skaid-
ram, proporcionalam divdaiu un trijdaiu struktGram arvien biepak paradijas
arl improvizatoriskas uzb(ves, kas nebija balstitas kddas standartiz¢tas
shecmas. Papladindjas skaddarbu panriskais diapazons, pieauga apjomigu
sacerc¢jumu (koncertu, sonadu, cita veida ciklu) Tpatsvars.

Lietuviedu komponistu klavierdarbi ar to plado izteiksmes diapazonu
sniedz daudzveidigas iespgjas interpretam atklat savu radodo individualitati
demonstrct gan virtuoza dotibas un spilgtu temperamentu, gan intelektualu
dzitumu.

Arf patlaban lietuviedu klavierm(zika vgrojamas progresivas parmaioas.
Daudzi radodie eksperimenti norit misu acu priekda. Bez laika distances
grati izvertct daudzos faktus, notikumus un apstakius. Tomc¢r neapdaubami
ir pamats optimistiskam skatam uz lietuviedu klavierm(zikas turpméako
attistibu.
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Piano Culture of Lithuania in the USA:
Past, Present and Future

Dr. art. Ramuné Krypauskiené
Professor at the Lithuanian Academy of Music and Theatre

The piano culture of Lithuanian emigrants, which has long been known
to us only from episodic events, unfolds itself more and more. Many pro-
minent pianists began their careers in Lithuania, improved their skills in
exile camps in Western Europe, and reached their artistic maturity already
overseas. Some of them worked as accompanists and piano teachers, while
others, who had better living and working conditions, appeared in concerts
as soloists and chamber musicians.

The Lithuanian piano school has been functioning in the USA for many
decades. Nevertheless, it has never been properly analysed and discussed.
This paper is the first attempt to investigate problems in this sphere.

The development of Lithuanian piano culture in the USA has not been
consistent for many years. Various historic events conditioned its more active
or peaceful existence. Although Lithuanian emigration occurred throughout
all periods of the country’s existence, there were historic moments during
which it was more intense and would become an important ordeal for the
whole nation.

Lithuanian emigration in the USA had already started in the mid of the
19" century and became more active in the years 1905-1907 when young
people being oppressed and seeking to avoid military service in the Tsar’'s
army moved from Lithuania on a mass scale.

A vastly growing community of Lithuanian emigrants settled in big
cities in the USA. Nostalgia for their native land encouraged them to gather
at parish churches. For a long time a Lithuanian parish became the main
rather closed centre which had determined the development of Lithuanian
cultural life during the whole century.

In the musical educational system developed by Lithuanian emigrants
in the USA, an important role was played by the Lithuanian Music Con-
servatoire, founded by Mikas Petrauskas (1873—-1937), and the Beethoven
Conservatoire, set up by Antanas Pocius (1884-1953), both established in
Chicago, where piano classes were given by Pocius, Bruno Lauraitis and
Kostas Gaubis among others. There were also a number of private music
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studios with universal programmes offering more amateurish than serious
professional training.

The universal character of some schools and the fact that the same
teachers taught not only instrumental music (piano, violin), but also singing
is quite amazing. Partly, this proves that these schools were more of an
amateur character, provided only primary music education and were not
able to prepare serious professional musicians. As often as not, a rather
dilettante approach to art prevailed there.

With neither special musical training nor knowledge of piano metho-
dology, choirmasters and other instrumentalists still taught the piano. Many
of them had a lack of knowledge of elementary music theory, harmony and
counterpoint, and a very poor experience in music analysis. A scarce under-
standing of pedagogy and child psychology is also evident from the principles
of choosing an educational repertoire, which usually included too many
nice sentimental piano pieces of low artistic value.

Being music training centres of fairly closed nature, these studios disrupted
further development of pedagogical thought. A shortage of new methodolo-
gical ideas and more interesting forms of activities as well as poor integration
into the American system of music education was characteristic of theses
establishments. However, their contribution to the development of music
education is highly considerable. It was there that the basic fundamentals of
professional pedagogy were being developed and talented performers were
being discovered and properly directed. These schools helped young people
develop their musical abilities, understand the language of music, exercise
their intellects and broaden their horizons, and learn to evaluate different
phenomena of art.

After World War I, a great number of well-known artists left Lithuania.
Among them were many pianists, including Andrius Kupreviéius (1921—
1997), Aleksandras Kueilinas (1914—-2002), Vladas Jakubénas (1904-1976),
Aleksas Mrozinskas (1914-1969), Galina Juodakyté-Leoniené (1909),
Aldona Kepalaité (1929-2005) and Julija Rajauskaité (1922-1988) whose
performing and teaching activities stimulated further development of piano
culture.

These artists were not satisfied with a poorly developed cultural level of
countrymen and sought to expand the horizons of artistic activity. They
organised recitatives, played with orchestras, in various chamber ensembles,
played accompaniment for vocalists and choirs at prestigious concert halls —
Carnegie Hall in New York, Orchestra Hall in Chicago or others. They
managed to form a nucleus of emigrants’ piano culture. Furthermore, they
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managed to develop the art of performance to its professional heights by
infusing it with masterly completeness, filling it with artistic expression and
a profound emotional content.

Searching for a variety of programmes, pianists often attune musical
compositions of different style and genres in recitatives. This allowed them
to better reveal their artistic possibilities to render interpretation subtleties.
Modern opuses of the 20" century were performed at the concerts, excluding
the compositions of traditional classical and romantic music. Lithuanian
piano music was often represented by miniatures of the classics (Mikalojus
Konstantinas Eiurlionis, Juozas Gruodis, Juozas Tallat-Kelpda) and by works
of emigrant composers (Vladas Jakubénas, Julius Gaidelis, Darius Lapinskas,
Jonas bvedas, Giedra Gudauskiené).

Performers combined concert activity with their educational work.

Owing to their professional skills, training of young pianists was trans-
formed into a systematically organised educational process. Lithuanian peda-
gogues’ progressive educational ideas and the experience they had acquired
from the famous Russian piano school in their early youth were creatively
complemented by methodological ideas from other piano schools, making it
possible for them to carry on the professional piano teaching and to prepare
students for various piano competitions.

A great contribution was made by pianists of a younger generation:
Nijolé Bogutaité-Dédiniené (1939), Darius Lapinskas (1934), Nijolé Stadal-
nykaité-Uléniené (1935) and Manigirdas Motekaitis (1938). Born in hard
war times in Lithuania, in the post-war DP camps and then in emigration
they got a music education degree at music departments of American univer-
sities, continued fostering ethnic culture and carried on the traditions of
yearly culture. However, an unfavourable cultural situation in the USA urged
young people to choose better-paid specialties of applied science which would
ensure a more stable future. This narrowed a circle of active performers, pre-
venting them from developing comprehensively their own artistic capabi-
lities.

This paper reviews also their methodological experience, analyses their
repertoire and highlights the changes in the development of Lithuanian piano
school.

A big majority of these pianists worked also as teachers and owned
private piano studios, which were quite popular: the number of students
was steadily increasing and sometimes reached 30—40. After the war, piano
playing became extremely popular among children of the Lithuanian diaspora,
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and the growth in quantity was matched by the growth in quality. The
students of Lithuanian educationalists performed regularly at student concerts
and the best became the laureates of serious piano competitions, which added
to the international prestige of their teachers. Successful appearances by
Lithuanian pianists’ pupils, as well as a good evaluation by press showed
that their artistic activities often had encouraged the authorities of American
universities to invite Lithuanian teachers to work in state schools of art, also
including higher schools of music. Julija Rajauskaité worked at the Westmin-
ster Choir College of Princeton University; Vytautas Bacevieius at the Long
Island Institute of Musical Art (from 1965), the Conservatoire of Musical
Art (1943-1947) and the Union City Conservatory (from 1952) in New
York; Andrius Kuprevieius and Biruté Smetoniené spent their most productive
years at the Music School Settlement in Cleveland; and Kupreviéius taught
also at the Cleveland State University (from 1971). Progressive pedagogical
ideas that they had brought along from their homeland, their independent
work experience and the fundamentals of professional piano school that
they had acquired in their youth allowed these pedagogues to establish an
important position in the music world, to do their favourite job and to achieve
excellent results.

Private schools established by Lithuanian piano teachers in the United
States became also important centres of national art and a kind of core of
local cultural life, and continued developing the principles of piano pedagogy.
As compared to the former private piano studios, these had a marked advan-
tage in terms of professionalism. The teachers’ great concern about the
development of students’ pianistic skills, about correct hand and body posi-
tion, accurate note reading, technical mastery, sound culture and pedalling
skills produced highly positive results.

However, not every pupil in these piano studios provided emotional
satisfaction for their teachers. It was quite often that American mass culture,
so contradictory to the criteria of artistic professionalism, made the peda-
gogues work especially patiently and constantly revise their working prin-
ciples. Despite this, Lithuanian pedagogues established quite high professional
standards. They sought to avoid superficiality, outward brilliance, virtuoso
display and groundless emotional outbursts. Being also teachers of elementary
music theory, harmony (on which Jakubénas was particularly strong) and
history, they taught the fundamentals of musical analysis and encouraged to
recognise, understand and listen very carefully to changes in form, harmony
and texture of a composition being performed.
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Though the majority of Lithuanian pedagogues were very creative and
resourceful in their work, they also sought to give practical pieces of advice
about how to play difficult virtuoso passages, how to choose the proper
fingering and how to better hear every modulation or harmonic side-step.
They were also very much concerned about the development of their pupils’
piano technique. The basis for technical improvement was considered the
playing of scales and piano exercises (mostly by the French author Charles
Louis Hanon), which were recommended, by some teachers, to be played in
all possible keys. Equally important was considered the playing of studies
and etudes by various authors, the most popular among whom were Carl
Czerny, Frederic Nicolas Duvernoy and Henry Lemoine, and virtuoso concert
pieces by German composers.

Pianistic quality was usually achieved through a rich and diverse reper-
toire. The majority of Lithuanian teachers did not confine themselves to
strict programme requirements in order that their students could get better
acquainted with work of different composers and music from various periods.
All Lithuanian teachers knew the repertory very well, perfectly understood
its pedagogical aims, artistic and methodic value and pianistic difficulties.

Many Lithuanian pedagogues ignored light music and took a dim view
of simplified piano transcriptions of popular music, which are becoming
increasingly popular in piano pedagogy in the United States: pupils have a
desire to approach the greatest works of music as soon as possible, but are
not patient enough to learn systematically and in a progressive manner.

Unfortunately, contemporary music was represented by only few examples
in the educational repertory, which was especially lacking in 2@-century
opuses with their colourful harmony and modern rhythms.

Also, the works of Lithuanian composers (mostly easier piano compo-
sitions by Eiurlionis) made up only a very small percentage of the whole
educational repertory. This was mostly due to objective reasons, such as
severed connections with homeland and complete unawareness of what was
happening or what was being created there.

In summing up the methodical principles of Lithuanian piano teachers,

a synthesis of different theories and personal experiences can be noticed.
These principles were often based on teaching and performing experiences
of teachers themselves as well as on what they had found out from their
own teachers and from works by other authors.

Lithuanian piano teachers were never fond of passive art. They always
encouraged to approach music artistically and logically and to make bold
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artistic decisions. Yet, not all students were talented and well-prepared virtu-
0s0s, so that the work with them could reveal their teachers’ true pedagogical
abilities and knowledge and expertise in music.

Some of Lithuanian pianists’ teaching activities were too episodic to
make it possible for them to outline their own pedagogical principles. How-
ever, their contribution to the development of Lithuanian national piano
school is also considerable and as important as a tiny tile in a mosaic.

After the restoration of Lithuanian independence and several decades
of cultural isolation, there emerged a possibility to study abroad at higher
schools of music, perform at different concert halls around the world, and
participate in competitions and interpretation masterclasses conducted by
experienced educationalists. Dramatic reforms occurred in the music sphere
changed the lives of many performers in essence. Cultural emigration of
young performers and integration into the USA and Western Europe turned
artistic spaces into a common phenomenon.

Lithuanian pianists having recently arrived in the USA attributed new
colours to cultural life of countrymen. Nowadays no one gets surprised at
the prize-winning places at international competitions, successful performance
with various symphony orchestras, the evenings of chamber music, recitals
discussed in broadsheet papers. Having already grown in the USA music
life, young musicians fascinate listeners by virtuosity, a broad repertory,
intellect and artistic individuality.

Some new emigrants in the USA readily absorb the traditions of Lithu-
anian culture having already existed for many years, others isolate from
countrymen with the aim of associating themselves with a new country as
quickly as possible and integrating into its cultural life. On the other hand,
good means of communication, visiting native land and general cultural
programmes do not make people lose contact with their homeland.

On the one hand, the spread of young Lithuanian pianists in the USA
delights us, on the other — worries. Many performers who went to the USA
to study or intern and accumulated new knowledge and artistic impressions
stay there for a long time. Lithuanians performing at prestigious concert
halls around the world and teaching at higher schools of art are like ambas-
sadors of culture, making it known far beyond its boarders. However, it is
pity to acknowledge that we loose the best specialists due tbrain drain,
while their knowledge and professional skills become part of a foreign
country’s culture.
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Lietuviedu klavierspcles méksla ASV: pagatne, tagadne, nakotne
Ramune Kripauskiene

Kopsavilkums

Klavierspcles mékslas attistiba ASV ilgu gadu gaita noritcja pakapeniski.
Lai gan lietuviedi emigrcjudi uz 8o zemi visos tas pastavcdanas periodos, tomger
emigracijas intensitate dapados laikposmos atdiiras.

Lietuviedu izceiodana uz ASV aizsakas jau 19. gadsimta vidQ; aktivaka
t& kiuva 1905.—1907. gad4, kad nabadziba un nevcl¢cdanéas dienct cariskaja
armija mudindja jaunatni masveida pamest dzimteni. Arvien pieauga to lietu-
viedu emigrantu skaits, kas apmetas uz dzivi ASV lielajas pilsctés. ligas pcc
dzimtenes rosingja vious saliedgties, un lietuviedu baznicu draudzes daudzu
gadu desmitu gaita kiuva par nozimigiem kultlras centriem, kas v¢rotajiem
no malastomgcr bija mazpieejami.

Pcc Otra pasaules kara Lietuvu pameta daudzi izcili mQziii. Viou vid(
bija ievgrojami pianisti — Andrus Kupravies (1921-1997), Vitauts Bacevies
(1905-1970), Birute Smetoniene (1912-2003), Aleksandrs Kuéins (1914—
2002), Vlads Jakubgns (1904-1976), Jilija Rajauksaite (1922-1988), Alekss
Mrozinskis (1914-1969), Gaiina Judakite Leoniena (1909), Aldona Kepalaite
(1929-2005) u. c. bie makslinieki nesamierindjas ar samc¢ra niecigajam
kultiras prasibam apkartcja vidg, bet mekicja pladékas radodas darbibas
iespcjas. Vidi uzstajas prestipas koncertzalgs — Oujorka€arnegie Hall,
Eikagas Orchestra Hall u. c. — gan ar solokoncertiem, gan kameransambiu
sastava, gan ka solistu un koru pavaditajpianisti. Die mdziii arf veidoja emig-
racijas klavierspcles makslas kodolu, paccla to profesionali augsta limeni
gan virtuozi tehniska, gan emocionala satura zioa.

Tiecoties papladinat koncertprogrammas, pianisti savos solokoncertos
biepi iekiava dapada stila un panra darbus. Tadgjadi vioi vargja vispusigak
paradit savas spgjas. Blakus klasiiu un romantiiu mizikai nereti skancja
ar? 20. gadsimta kompozicijas. Lietuviedu klavierm(ziku péarstavcja gan
klasiii (Mikolajs Konstantins Eurionis, Jozs Grodis, Jozs Tallatkelpda), gan
emigracijas komponisti (Vlads Jakubgns, Juius Gaidelis, Darjus Lapinskis,
Jons Bveds, liedre Gudauskiene). Blakus atskaootajmakslai pianisti ari aktivi
pievcrsas pedagoiijai.

Tpadu ieguldijumu klavierspcles attistiba deva pianistu jaunaka paaudze:
Nijole Bogutaite-Dediniene (1939), Darjus Lapinskis (1934), Nijole Stadal-
nikaite-Uleniene (1935) un Maniiirds Motekaitis (1938). B¢rnibu vioi pava-
dijudi Lietuva gritajos kara gados, k& ari p¢cckara nometngs vai emigracija,
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vclak ieguvudi mizikas izglittbu Amerikas universitadu makslas fakultatcs.
bie mQziii stiprinaja lietuviedu kultlras tradicijas, lai gan ASV kultGrpolitika

to nestimulgja, tapcc daia no vidiem bija spiesta izraudzities labak apmaksatu
darbu praktiskas specialitatcs, kas sniedza iespcju nodrodinat stabilu nakotni.
Lidz ar to emigrécijas aktivi koncertcjodo pianistu loks batiski sadaurinajas.

Pcc Lietuvas neatkaribas atjaunotnes, kas nomainija vairakas desmit-
gades ilgo kultdras izolaciju, Lietuvas jaunatnei radas iespcja macities arzemju
mdzikas augstskolas, spclct slavenakajas arvalstu koncertzalgs, piedalities
koncertos. Daudzi t. s. jaunie emigranti labprat iekiavas jau ASV izveidotaja
lietuviedu kultdras tradiciju vidg, taéu bija ari citi, kas izvairijas no kontaktiem
ar tautiediem, cendoties atrak iesaistities jaunas mitnes zemes kultGras dzive.
Tomcr misdienu komunikécijas, pladas iespcgjas apmekict Lietuvu, kopigas
kultGras programmas stiprina emigrantu saikni ar dzimteni.

Lietuviedu pianistu pandkumi ASV priec¢ un vienlaikus rada zindmas
bapas. Daudzi no jaunajiem maksliniekiem dodas turp tikai studct vai stapc-
ties, gQt jaunas zinddanas un radodos iespaidus, tomgr paliek daja zemg ilgu
laiku. Lietuviedi, kas demonstrc¢ savu atskaootajmékslu ievgrojamas pasaules
koncertzalgs un pasniedz prestipas mizikas augstskolas, nenoliedzami cei
Lietuvas reputaciju, ir dzimtenes kultGras stoi talu aiz tas robepam. Tomer
satrauc, kasmadzeou nopladesici Lietuvu pamet vislabakie specialisti, kas
savas zinadanas un spcjas turpmak ziedo citas valsts kultdrai.
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Composite Types of the European Choral Concerto
Galina Tsmyg

Summary

The European Choral Concerto is a polichoral composition
filled with colourful impressive effects, intense movement and frequent change
of the texture methods. TheChoral Concerto Texture isorganizing
art space and is the specific genre parameter of tiéhoral Concerto. It
opens the nature of many-voiced musical texture and its stylistic features.
Therefore, we put a spotlight on the texture of theEuropean Choral
Concerto, whichis considered here in functional aspect. This approach is
specified by vocal-choral specific character of the research object, imprinted
in the texture of a work. This is where the task facing us proceeds, i.e. the
definition of the general signs depending on the Choral Concerto texture
means (performers or choral organic) and the Choral Concerto texture
methods (ways of voice grouping). It gives ground to revealing the types of
theChoral Concerto Texture organization and to give the charac-
teristic of composite types of theEuropean Choral Concerto.

The Choral Concerto falls into three Composite Typesthat were
created within the Venetian Choral Concerto: the Small Choral
Concerto intended for eight (or fewer) voices which can be duplicated by
instruments (a cappellaor colla parte ad libitum); the Big Choral Concerto
for eight and more voices, which as a rule are duplicated by instruments
(colla parte ad libitum); the Choral Grand Concerto (grandiose the biggest)
for twelve and more voices and it also includes instrumental parts written
out separately ¢olla parte and obligato).

Within each of these types there are certain receptions of choral com-
poser’'s methods which were subsequently developed and also created in
other genres of music.

The Polichorality acts in each type in its different variety. In the
Small one, itis hidden and mobile owing to gradual identification and changing
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structure of concert groups (method of temporarycori spezzat). In the Big
one, it is the issued timbre-register principle of division of the performing
extract into stable groups (anObvious Polichorality). And unlike the Grand
Concerto where the structure of timbre complexes comes to light not at the
beginning but in the course of composition expansion (aViobile Polichorality),
in the Big Choral Concerto groups of performers are defined and shown
already at the beginning of the composition.

TheEnsembletype ofan Antithesis of Performing Struc-
tures (quantitative factor) is peculiar to both the Smalland the Big and the
Grand Concerto. AsforaSolo and Ensemble Antithesisf perfor-
ming structures, it is the Grand concerto prerogative. TheAntithesis of
Performing Means (timbre) in the Big Choral Concerto is presented by
the choral and mixed timbre with interaction of the vocal and choral and
instrumental beginnings on a doubling basis. In theGrand Concerto itis an
antithesis of the instrumental and mixed (vocal and instrumental) timbre
groups on the basis of doubling, contrasting and corresponding. In th&Small
one the antithesis of the instrumental and vocal source in the score is not
recorded.

These three types became a basis afLarge Choral Concerto Com-
positions of the preclassical epoch both in other countries of the Western
Europe (theWest EuropeanChoral Concerto) as well as in the Eastern Europe
(the East EuropeanChoral Concerto). They are presented in different types
of a Genre Specification historical-stylistic (Baroque, Classic-Ro-
mantic, Modern), national (Russian, Belarussian), sociocultural (sacral,
secular, folklore), individual and author’'s (Giovanni Gabrieli, Heinrich
Schitz Samuil Sheydt, Martin Melchevsky, Nikolay Diletsky, Vasily Titov,
Maxim Berezovsky, Dmitry Bortnyansky, Alexander Arkhangelsky, Sergey
Rakhmaninov, Vadim Salmanov, Georgy Sviridov, Alfred Schnittke, VIadimir
Rubin, Andrey Bondarenko, Andrey Mdivani, Lyudmila Shleg, etc.).
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Koncertpanrs latviedu mazika

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

Instrumentalais koncerts ir viens no latviedu komponistu iecienitakajiem
panriem. Tomgr ta attistiba dapados laikmetos nav bijusi vienlidz intensiva.
Koncertpanra pirmsakumi rodami 19. gadsimta beigas, bet pastavigu vietu
latviedu mizika tas ieguvis daudz vglak — pagajuda gadsimta 30. gados. Pa-
mazam koncerts, salidzinot ar simfonijas panru, izvirzijies priekdplané. levgri-
bas cienigs ir fakts, ka Latvijas M{zikas informéacijas centra (LMIC) kataloga
2012. gada sadaia iekiauti devioi koncertpanra skaodarbiPctera Vaska
Klatbdtne éellam un stigu oriestrim, Crika EdenvaldaArktikas nakts vizijas
klarnetei ar oriestri un elektronikai, k& art Koncerts koklei un oriestrim,
Andra Dzeni®aE(GO) saksofonam un oriestrim, Kristapa P¢tersonaOtrais
Liepajas koncerts éellam un oriestrim, Riharda Dubras Tredais Liepajas
koncerts klaviergm un oriestrim, Vinetas Lices Jdras balsisaltsaksofonam
un kameroriestrim, Valta Plces Koncerts obojai un oriestrim un Zigmara
Liepidoa Koncerts vijolei un oriestrim. Savukart simfonijas panru 2012. gada
kataloga parstav tikai divi skaodarbi: Nika Gothama Kamersimfonija un
Anitras Tumdevicas kamersimfonijaDie Stimme (Bals9?.

DBadu situaciju veicinajudi vairaki faktori. Viens no tiem ir koncertatska-
oojuma specifika: pirmkart, spgles elements, kaslgpjaspada panrd, otrkart,
td komunikativa bitiba, kas diiet saistoda gan komponistam, gan atska-
ootajmaksliniekam, gan, visbeidzot, klausitajant. Nav nejaudiba, ka tiedi
dis koncerta iezimes biepi parceio uz citiem panriem, un beidzamajos gados
tas notiek arvien biepék. Tapcc arf jcdzienkoncertcdanadapi pctnieki traktc
jaukAmuzikalas domadanas metod{Edci&sia 1981)3. Turklat kopd
19.—20. gadsimta mijas (latviedu mdzika, ka iepriekd mingts, no 20. gadsimta

1 Katalogi. Latvijas M(zikas informécijas centrs. http://www.Imic.lv/core.php?
pageld=731&|=A&name=&afftor=&autors=&zanrs=38&Sastavs=&year=2012
(skatits 2014. gada 22. janvari)

2 Cits faktors: komponistiem biepi tiek pasatiti tiedi koncertpanra darbi. Turklat
simfonijas tradicionali lielais apjoms ari bremzg 81 panra attistibu.

8 Jaatgadina, ka arf Latvijas muzikoloiija, turpinot Borisa Asafjeva aizsakto tra-
diciju (1926), k& muzikalas doméadanas metode visbiepék tiek skaidrots cits jcdziers
simfonisms (ARa6iida 19261972).
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30. gadiem) koncertcdanas metode kilst Tpadi populara, tds nozime papladi-
nas, ta atspoguiojas gan pada koncerta, gan citos panros. Piemg¢ram, samcra
biepi ir sastopami ne vien koncertpanra, bet ari koncertveida skaodarbi —
vienam vai vairakiem solistiem un oriestrim.

lepriekdmingtaja 2012. gada kataloga sadaia ir iekiauti 19 skaodarbi,
no kuriem devioi ir jau nosauktie koncerti, éetri — koncertveida skaddarbi,
pieci — skaodarbi oriestrim (tai skaita divas simfonijas), un viens skaodarbs
parstav vokali simfoniskas mazikas panrd.

Koncertpanra attistiba Latvija ietver gan jaunu panrisko variantu rada-
nos, gan senaku panrisko modeiu atdziméand® 1 daudzveidiba vien
laikus zindma mc¢réa atspoguio 20.—-21. gadsimta mazikas
panru panordmu kopumaé. 40.—70. gados latviedu komponistu daii-
rade, lidzigi k& citas bijudajas PSRS republikas, bija zinama mc¢réa norobepota
no Rietumu pasaules mizikas attistibas procesiem, turpreti dobrid ir saska-
tamas vienotas tendences visa Eiropas reiiona: proti, misdienu latviedu mizika
organiski iekiaujas Eiropas konteksta (iespgjams, ari pladaka tendenéu loka,
jo analoiiski procesi norit arf arpus Eiropas).

Tomcr o7 vienotiba, kas piemit visam Eiropas reiionam, irnosacita,
jo panram ir milzigs variantu skaits — gan stilistiska zioa,
gan oemot vgra dapadas lokalas tradicijas, tai skaita Latvija.
Viena kultlrtelpa sastopami gan barokali, klasiski un romantiski akcenti,
gan dpeza un folkloras iezimes. Visa &f daudzveidiba izpaupas gan atsevidiu
autoru daiiradg, gan konkrctos skaodarbos. Taéu individuals, autora pieda-
Vats risindjums —ta ir, iespgjams, panra interpretécijas visbtiskaka, priméara
iezime (starp citu, te paradas ars p ¢l e s elements — spcle gan ar panru, gan
ar tiem, kam tas ir adrescts, t. i., ar klausitajiem).

Koncertpanrs Latvija, k& jau iepriekdmingts, intensivak sacis attistities
pagajuda gadsimta 30. gaddsbaja desmitgadc tapudi 11 koncerti dapadiem

4 V¢l viens ievgrojams fakts: LMIC mQzikas katalogos (lidz 2011. gadam) mingts
dads kameroriestra skaodarbu skaits — 20 simfonijas, 71 koncerts un 60 koncertveida
skaodarbi.

Sk.: Katalogi. Latvijas Mlzikas informacijas centrs. http://www.Imic.lv/core.php?
pageld=731 (skatits 2013. gada 22. maija)

5 L1dz 30. gadiem koncerti ir kompongcti neregulari: katalogos mingts tikai Jazepa
Medioa Vijolkoncerts (1911), Andreja Jurjana (1889), Jazepa Medioa (1923), Jaoa
Medioa (1928/43) eellkoncerti, Jalija Sproia Zemgalesvijolkoncerts po¢gma (1926),
Nilsa Grinfelda (1927/36) un Viktora Babina (1928/30) klavierkoncerti. Sk.: Latvian
Symphonic Music 1980-2008 / Latviedu simfonisk& mdzika 1980-2008 (2009).
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soloinstrumentiem un oriestrim; to autori ir Janis Mediod (klaviergm, 1932),
Volfgangs Darziod (klaviergm, 1934), Marieris Zariod (klaviergm, 1936),
Janis lepitis (klaviergm, 1937; arfai, 1938), Janis Ivanovs (éellam, 1938)
u. ¢. V¢l jo vairak koncerts papladina savudzives telpukopd 50. gadiem:
saspclc iekiaujas dapada veida oriestra vai ansambia sastavi — resp., paradas
koncerti soloinstrumentam (-iem) ar kameroriestri, bet 70. gados — ar patcgju
oriestri. Attistibas kvantitativa virsotne, pagaidam v¢l nepéarspcta neviena
oriestra ® sastava varianta, sasniegta 80. gados, kad komponcti 43 koncerti
(19 no tiem — soloinstrumentam ar simfonisko oriestri, 21 — ar kameroriestri,
eetri —ar patcju oriestri). Tom¢r misdienu komponistu interese par koncert-
panru ir tik liela, ka var prognozct lidzdingjas virsotnes parvarcdanu (jau o1s
desmitgades sakuma ir tapudi vairak nekéa 20 koncerti).

Aplikojot koncertpanru soloinstrumenta izvcles aspekta, jasecina, ka
tradiciondli latviedu mizik& doming klavierkoncerts (44), vijolkoncerts (29)
un eellkoncerts (18). Var piebilst, ka klavieres un eells apvienojas ar visiem
trim oriestra veidiem (piemg¢ram, ir arf pa vienam koncertam ar pdtcju
oriestri — llzes Arnes Klavierkoncerts, 1977, un Anitras Tumdevicas eellkon-
certs Saules mazika 2010), turpreti vijole saistita tikai ar simfonisko vai
kameroriestri. Samcra daudz ir koncertu pargjiem soloinstrumentiem, tai
skaita ploamajiem.

Interesanta likumsakariba vgrojama cita panra komponenta, proti,
oriestra traktcjuma. Lidz 50. gadiem sastopams tikai viens variants — koncerts
soloinstrumentam ar simfonisko oriestri, turklat soloinstrumenti ir ioti
dapadi. 50. gados radits pirmais koncerts ar kameroriestri latviedu mazika-
Jckaba Medidoa Koncerts crielgcm un stigu oriestrim (1954). Lidz pat 1969. ga-
dam tas ir arf vienigais koncerts, kura piedavats oads tembrals salikums.
Sakot ar 60. gadiem, aug komponistu interese, no vienas puses, par kamer-
oriestri, no otras — par dapada veida instrumentu kombinacijam. Tadcjadi
palielinas tembru krasainibas loma, kas sagatavo tembra sonorikas dominanti
latviedu mizika.

Jaatzimg ari, ka 50.—70. gados koncertpanra prioritate ir simfoniskais
oriestris, turpret 80. gados priekdplana izvirzas kameroriestris, un 21. gad-

6 Domati tris oriestra sastava pamatvarianti — ar simfonisko, pdtcju un kamer-
oriestri.

" Pie ir dati [idz 2013. gada maijam. Var atgadinat, ka pirma eellkoncerta autors
ir Andrejs Jurjans (Concerto elegiacg 1889); savukart pirmo vijolkoncertu sacergjis
Jazeps Mediod (1911), pirmos klavierkoncertus — Nilss Grinfelds (1927/36), Viktors
Babins (1928/1930) un Janis Mediod (1932).
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simta pirmaja desmitgadc o7 oriestra domincjoda loma izpaupas Tpadi
spilgtié.

Savdabigu skaodarbu grupu latviedu mazika veido koncerti ¢rielgcm
(katalogos mincti 23 sacercjum?), kas rakstiti atskadojumam ar oriestri,
ansambli un arf solo. Tiedi daja koncertu grupa ir labi saskatdma panra stilu
daudzveidiba, to apliecina kaut vai instrumentalais sastavs. Piemc¢ram, kon-
certs soloinstrumentam (bez oriestra) —ta ir gan barokala, gan zinama mc¢ra
ari romantiska tradicija*®, koncerts ar ansambia pavadijumu — gan barokéla,
gan ari 20. gadsimta tradicija utt. Pirmo ¢rieikoncertu latviedu mizika sacer
Jckabs Mediod (1954, ar stigu instrumentiem), savukart pagaidam pcdgcjais
Ol panra skaddarbs ir Renates Stivridas Koncerts crielgm ar simfonisko
oriestri (2011, Iidz 8im vienigais koncerts dadam atskaootajsastavam).

Tpatncja attieksme pret ¢rielcm verojama divu komponistu daiiradg.
Viens no vidiem ir Marieris Zariod, kura radodaja mantojuma ir éetri koncerti
ar o1 instrumenta solo:Concerto innocente (1969), Concerto triptichon ar
kameroriestri (1971), Concerto patetico ar sitaminstrumentiem un arfu
(1975), Ceturtais koncerts crielcm un éellu ansamblim (1977). V¢l biepak
crieitkoncertam pievcrsies Romualds Jermaks. Crieles izmantotas 13 vida
koncertos, to vidQ ir éetri koncerti vienam instrumentam ar pavadijumu:
Pirmais (1969) un Otrais (1976) koncerts ar kameroriestri, Tredais (1978)
koncerts ar vijoiansambli un Koncerts ar sitaminstrumentiem (1992). Divos
koncertos crieles iekiautas solistu grupa dapadas kombinécijas: te jamin
Koncerts divam crielcm, trim trompetcm, stigu oriestrim un sitaminstru-
mentiem (1992), ka ari Koncerts éellam, ¢rielgm un kameroriestrim. Starp
koncertiem bez oriestra jamin divi koncerti ¢rielcm solo (1984 un 1988 —
Concerto in barocco), ka arf pieci duetakoncerti — vijolei un ¢rielgcm (1977,

8 Kvantitativi to apstiprina dadi dati: koncerti ar simfonisko oriestri un ar kameror-
festri 50. gados veido attiecibu 17:1, 60. gados — 13:6, 70. gados — 17:10, 80. gados
19:21, 90. gados — 12:8, bet 21. gadsimta pirmajas desmitgadgs — 16:23.

9 Domats katalogs Latvian Symphonic Music 1980-2008 / Latviedu simfoniska
mQzika 1980-2008 (2009), k& arf interneta resurss: KatalogiLatvijas Mzikas infor-
macijas centrs http://www.Imic.lv/core.php?pageld=731 (skatits 2013. gada 22.maija)

10 Paja gadijuméa domats ne tikai ¢rieikoncerts, bet koncerts kopuma. Var atgadi-
nat, ka, piemcram, Johans Sebastians Bahs ir parlicis ¢rielgm vai klavihordam/klave-
siham solo daudzu citu komponistu, tai skaitd Antonio Vivaldi, koncertus. Savukart
speciali sacergtu koncertu tikai vienam instrumentam (biepak crielcm, klaviergm vai
to priekdteeiem), protams, ir krietni mazak. To vid( jaatzimg arf Bahaltaiu koncerts
klavesinam (1735), ka arf jau krietni vglak tapudais Ferenca ListaGrand solo de
concertklaviergm (1850).
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1985), trompetei un ¢rielcm (1981), éellam un ¢rielcm (2005) un klarnetei
un crielcm (2008). Romualds Jermaks ir vienigais latviedu komponists, kurd
ké teicams crieiu parzinatajs visa radodas darbibas gaita saglabdjis uzticibu
gan dim instrumentam, gan ari koncertpanram kopuma.

Lidzas jau minctajiem crieikoncerta panra paraugiem var atzimct
Dmitrija Kuikova Koncertu ¢rielgm, stigu oriestrim un timpaniem, kas tapis
viena gada ar Jermaka Pirmo koncertu un ZaridaConcerto innocente(1969),
ka arf koncertus crielcm solo, ko radijudi Pcteris Vasks (1984) un Juris Abols
(1991). Padlaik viens no pcdgjiem opusiem daja panra ir Andra Vecumnieka
Concertino ¢rielgm un klaviercm (2010).

Aplikojot koncertpanra attistibas pamatvirzienus, jasecina, ka samcgra
ilgi (no panra pirmajiem paraugiem lidz pat 20. gadsimta 50. gadiem) latviedu
komponistu daiirad¢c domingja klasiski romantiska tradicija, ko raksturo
daudzas kopigas iezimes. Pirmam kartam te izceiami divi aspekti. Viens no
tiem saistits arkompozicionalam likumsakaribam — raksturiga ir cikla trij-
daitba, reljefs, skaidrs un izteiksmigs tematisms, tematiskas organizacijas
domincjoda loma formveidc, sonates formas prioritara nozime, variacijformas
iekiavums cikla un arf varicdanas principa plads izmantojums kopuma, kas
jau liecina par romantiska koncerta tradicijam. Otrs aspekts aptverpanra
specifiskas iezimes tutti-solo attiectbu bltisko nozimi cikla, paritates kon-
certa tipu®?, simfonisko oriestri k& tutti komponenta parstavi, solista kaden-
ces lomas lielo lomu utt. Tiedi do koncerta variantu parstav vairums koncertu,
kas tapudi lidz 20. gadsimta 50. gadiem (to vid0 Jada iepida, Jaoda, Jazepa
un Jckaba Mediou, Jaoa Ivanova, Arvida pilinska u. c. komponistu darbi)?,
un art daudzi v¢lak raditi sacercjumi. Romantiskais gars, kas tik raksturigs
latviedu mizikai kopuma, saglaba savu nozimi mazika lidz pat misdienam
un atspoguiojas dapados panros, tai skaita arf koncerta. Viens no piemcriem
ir Marites Dombrovskas Koncerts klarnetei un oriestrim (2003), ko raksturo
tradicionala trijdaiiba, spilgts un izteiksmigs tematisms, formveides tema-
tiskas organizécijas princips, varicdana u. c. iepriekdminctas iezimes.

Pagajudéa gadsimta 60.—70. gadi latviedu mizika iezimigi k& jaunu stilis-
tisko mekicjumu un kompozicijas tehniku apguves laiks. Neobaroks un

11 paritates koncertsir Igora Kuzoecova jcdziens Edcidsia 1981).

2 Jaatgadina Jaoa, Jazepa un Jgkaba Mediou liela nozime latviedu koncertpanra
attistiba. Katram no vidiem ir savs ieguldijums daja joma, tomgr sevidii izceiams
Jckabs Mediod (1885-1971); vioa darbu klasta ir koncerti klarnetei (1948), mepragam
(1949, 1963), vijolei (1951, 1958), koklei (1952), trompetei (1955), eellam (1955),
fagotam (1961), trombonam (1964) un simfoniskajam oriestrim, k& ari koncerts
¢rielcm un stigu oriestrim (1954).
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neoklasicisms, scrijtehnika un sonorika pakapeniski ienak skadrapu uzmani-
bas loka. Bagatinas ari pats koncertu instrumentarijs: dis process skar gan
soloinstrumentu, gan oriestri. Pastiprinas interese par kamerstilu, kameror-
festri un arf par pQtcju oriestri: tiedi daja laika radies pirmais latviedu kompo-
nista koncerts patcju oriestrim (Georgs Pelccis, 1971) un pagaidam vienigais
koncerts klaviercm un pQtcju oriestrim (llze Arne, 1977). Savukart kamer-
panra top latviedu mizika pirmais koncerts saksofonam (lederts Ramans,
ar stigu oriestri un klaviercm, 1962) un Concerto grosso(Oiegs Barskovs,
1962/1967); intensivi sak attistities ¢rieikoncerts (jau iepriekdminctie Mar-
iera Zarida un Romualda Jermaka darbi). Radniecigas tendences izpaupas
koncerta soloinstrumentam ar simfonisko oriestri — arf deit vcrojama interese
par concerto grosso(Marieris Zariod, 1968, Romualds Kalsons, 1977) un
dapadi oriiinali risinajumi (Pcteris Plakidis, Koncerts oriestrim un klaviergm,
1975, Sasaukdangslo77).

Ari 80.—90. gadiem raksturiga kompozicijas tehniku atjaunotne (sono-
rika, aleatorika, repetitiva tehnika u. c.) un koncertpanra, nosaciti,vecasun
jaunastradicijas attistiba. Komponisti sacer koncertus arvien biepak, tapcc
par specifisku Tpatnibu KilGst panrisko versiju daudzveidiba. Piem¢ram, kon-
certi ar patgju oriestri bijudi tuvi Gunaram Ordelovskim, kurd radijis tris o7
panra paraugus — divam trompet¢cm (1982), fagotam (1984) un mepragam
(1988). Andris Vecumnieks ar pQtcju oriestri pirmoreiz koncertpanra sadar-
bojies 1989. gada (Koncerts pltcju oriestrim).

Koncertos ar kameroriestri vgrojama liela soloinstrumentu dapadiba,
pieaug arisitaminstrumentu loma: tie sastopami gan ka specifisks tembra
komponentstutti grupa (Romualda Jermaka Koncerts divam c¢rielgcm, trim
trompetgm, stigu oriestrim un sitaminstrumentiem, 1983, Talivalpa ienioa
Koncerts flautai, iitarai, stigu oriestrim un sitaminstrumentiem, 1985), gan
sologrupas sastava (Talivalpa lenida Koncerts pieciem sitaminstrumenta-
listiem un simfoniskajam oriestrim, 1983, lizes Arnes Concerto BACH sitam-
instrumentiem, klaviercm un stigu oriestrim, 1986, llonas Breies Koncerts
marimbai un stigu instrumentiem, 1986). Vispopularékie soloinstrumenti ir
klavieres (Georgs Pelccis, 1983, llona Breie, 1984, Pauls Dambis, 1987,
Romualds Jermaks, 1987) urvijole (Andris Riekstiod, 1996, Edmunds Gold-
oteins, 1997, Pcteris Vasks, 1997), taéu reizcm solopartiju atskado aklarnete
(Romualds Kalsons, 1982),0boja (Pcteris Plakidis, 1982, ar stigam)meprags
(Egils Straume, 1984)kokle (Romualds Jermaks, 1987). Nereti solistu loma
uzticcta dapéda veida instrumentlkombinécijam; tas vclreiz apliecina,
ka pieaug interese par skaddarbaembra aspektu. Piem¢gram, Romualds
Jermaks apvieno éellu, crieles un kameroriestri (1995), Pcteris Plakidis —
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divas vijoles, klavieres un stigu instrumentus (1984) vai stigu oriestri ar
divam aizskatuves vijolgm un klavieres (1988), Andris Vecumnieks — divas
flautas, stigu instrumentus un klavieres (1985), llze Arne — sitaminstrumentus,
klavieres un stigu instrumentus (1986), Egils Straume — altsaksofonu, divas
klavieres un stigu instrumentus (1986). Ka oriiinala paradiba koncertpanra
javerte Georga Pelcéaedu koncertu ciklOxbridge Brassfestmetéala pidamin-
strumentiem un simfoniskajam oriestrim (Pirmais koncerts Prologs — mep-
ragam, trompetei, trombonam, tubai, t. i., pilnai metala pldaminstrumentu
grupai; Otrais koncerts tubai; Tredais — trompetei; Ceturtais — mepragam;
Piektais — trombonam; Sestais jelEpilogs — visai instrumentu grupai).

21. gadsimta visas iepriekdminctas tendences turpina attistities, bet pa-
radas arf jaunas. Dapreiz tas uztveramas k& pagatnes atbalsis — piemcram,
dpeza elementi Karia Laea Klavierkoncerta (2013) zinama mcra sasaucas
(vai rosina paralcles) ar lederta RamanaConcerto leggierodevidiem dpeza
instrumentiem un stigadm (1970}3; daja pada Laéa skaddarba un ari Riharda
Dubras Klavierkoncerta (2012) ir saklausamas stilistiskas alGzijas. Atdzimst
interese parconcerto grosso dis panrs sastopams Artura Maskata (1996),
Valda Zilvera (2001), Leona Amolida (2002), Romualda Kalsona (2003,
2005) un Indras Rides (2003) daiiradé*. Solista funkciju gdst jauni instru-
menti: piemgram, tuba Andra Vecumnieka koncerta (2003, ar pdtcju oriestri),
kontrabass Alvila Altmada koncerta (2007, ar simfonisko oriestri). Biepak
neka agrék sologrupas funkcija ir sitaminstrumentiem — to vgrojam Andra
Balopa (2007) un Kristapa Pctersona (koncert¥ega 2008) daiirad¢. Elek-
troniku izmantojudi Anitra Tumdevica skaodarbaSentenza Il. Itaiukoncerts
(2011, dubultkoncerts obojai, basklarnetei, elektronikai un kameroriestrim)
un Criks Edenvalds Ceturtaja Liepajas koncertarktikas nakts vizijas (2012,
klarnetei ar oriestri un elektronikai). Paradas art kompozicijas tehnikas un
koncepcijas zida glupi unikali darbi: Kristaps P¢tersons sava koncerté klar-
netei un simfoniskajam oriestrim Ligeija (2011) izmanto ceturtdaitoou sistcmu,
kura apvienota ar alfabctu, lai tadcjadi sintez¢tu mdziku un skaddarba
impulsu — Edgara Po noveled.igeija teksta fragmentu.

Ka v¢l vienu raksturigu tendenci var izcelt aizraudanos ar papildnosau-
kumiem. Daja zida interesanti salidzinat koncertpanra attistibu latviedu
mazika [idz 20. gadsimta 90. gadiem un turpmak. Lai gan papildnosaukums
dots jau pirmajam latviedu komponista koncertam (Andreja JurjanaConcerto
elegiacg, tomcr kopumé oadu piemcru lidz 20. gadsimta 90. gadiem nav

8 Protams, lidziba izpaupas tikai viena aspekta — pada dpeza elementu klatbatng.
4 Visi die skaodarbi rakstiti kamersastavam.

142



J. lebedeva. Koncertpanrs latviedu mazika

daudz. Turklat biepak sastopami nosaukumi, kas preciz¢ panrucpncerto
grossq concerto divertimento, koncerts baladeutt.); krietni retaki ir oriiinali,
savdabigi nosaukumi, kas virza klausitaju uzmanibu uz kadu stilu (Artlra
Grinupa In modo classicotrombonam, stigu oriestrim un timpaniem, 1975)
vai veltiti kadai persontbai/notikumam (llzes ArnesConcerto BACH sitam-
instrumentiem, klaviercm un stigu oriestrim, Egila StraumesE + E jeb
Eernobiia un Eelendpersaltsaksofonam, divam klaviergm un stigu oriestrim;
abi koncerti sacercti 1986). Skaodarbos ar simfonisko oriestri papildnosau-
kumi sastopami agrak — bez jau mingta Andreja Jurjana koncerta deit jaatzime
lokala kolorita nosaukumi, kas doti JOlija Sproia vijolkoncertiem ( Zemgales
1926, un Vidzemes 1936). Taéu turpméakajos gados veidojas ilga hrono-
loiiska pauze, un tikai 1977. gada paradas koncerts ar nosaukumu — Pc¢tera
Plakida Sasaukdanasolistu grupai un simfoniskajam oriestrim.

Savukart laikposma kopd 90. gadiem tiedi pieaugusT interese par papild-
nosaukumiem kiGst par vienu no koncertpanra individualizacijas iezim¢m.
Tie arvien biepak izraudziti ta, lai raditu galveno intrigu skaddarba uztveres
procesa. Pcdgjos 13 gados (t. i., 21. gadsimt&) koncertpanra sacercjumu vidd
skaodarbi ar oriiinaliem nosaukumiem gdst domingjodo lomu'®. Var mingt
taddus piemcrus k& Romualda KalsonaConcerto grossonr. 2 Hendelidna
(vijolei, altam, éellam un kameroriestrim, 2003), Indras Rides Pavasars,
pavasars(concerto grossovijolei, marimbai, klaviercm un stigu oriestrim,
2003), Andra Riekstida Rhapsody in Pink (koncerts klaviercm un stigu
oriestrim, 2006) u. c.

Dapi komponisti papildnosaukumus koncertpanré izmantojudi neregu-
lari, paretam. Piemcram, Pcteris Vasks koncerta apzimgjumu devis devidiem
skaodarbiem: agrinakie no tiem parstav vokalo miziku Mazs koncertsbal-
sim, diriientam un komponistam, 1976, un Concerto vocalejauktajam korim,
1978), vcl divi ietver savdabigus instrumentélos risindjumus, kas liek pievcrst
uzmanibu noteiktiem tembriem —Concerto per timpani e strumente di percus-
sione(1979) un Cantus ad pacem. Concerto per organg1984). Jaatzimg ari
koncerti angiu ragam (1989), éellam (1994, 2012), vijolei (1997) un flautai
(2008; visi ar oriestri). Tikai trim skaddarbiem ir papildnosaukumi  — crieikon-
certam Cantus ad pacem vijolkoncertam ar stigu oriestri Tala gaismaun
otrajam éellkoncertam Klatb(tne (arl ar stigu oriestri). Savukart Andris
Vecumnieks vienpadsmit koncertpanra skaddarbus radijis laikd no 1985.

5 No 63 koncertiem, kas sacercti mingtaja laikposma, 33 skaodarbiem ir papild-
nosaukumi, kas turklat neaprobepojas tikai ar panra versijas apzimgjumu. Sk. katalogu
Latvian Symphonic Music 1980-2008/ Latviedu simfonisk& mdzika 1980-2008(2009).
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gada (pirmais koncerts — divam flautdm un stigu oriestrim ar klaviercm)
[idz 2010. gadam (Concertino ¢rielcm un klaviergm), un arf do kompoziciju
klasta papildnosaukumi ir tikai diviem, turklat abos gadijumos tie saistiti ar
atskaootdjsastavu -Altera veritas flautai, akordeonam un koklei ar simfo-
nisko oriestri (2005) un Fagotissimo!diviem fagotiem ar oriestri (2009).

Georga Pel¢céa daiirad¢ nosaukumu izvcles ziod saskatama savveida
modulacija: diviem agrinajiem koncertiem (balalaikai, saksofonam un sim-
foniskajam oriestrim, 1970, un lielam pdtcju oriestrim, 1971) nosaukumu
nav, toties, sakot arConcertino bianco in C klaviercm un kameroriestrim
(1983), dads oriiinals papildindjums panra apzimc¢jumam dots vienmgr.
Tadcjadi no komponista desmit koncertiem astodiem ir nosaukumi:B¢rnu
koncerts!® klaviercm un oriestrim (1985), Tomcr (koncerts vijolei, klaviergm
un kameroriestrim, 1994), cikls Oxbridge Brassfestmepragam, trompetei,
trombonam, tubai un simfoniskajam oriestrim (1998), koncerts divam klavie-
r¢m, kameroriestrim un fonogrammai Veltijums skolotajam (2003), koncerts
vijolei un kameroriestrim Kadas biogréfijas lappuses(2007), konéertino
kameroriestrim Pcdcjais skolas zvan$2011), koncerts simfoniskajam ories-
trim Endorphin Music (2011).

It ipadi labprat oriiindlus nosaukumus izv¢las jaunas komponistu pa-
audzes parstavji. Aprobepodanas tikai ar panra fiksaciju sastopama arkartigi
reti. Piemc¢ram, no pieciem Andra Dzenida koncertiem vienigi pirmais apzi-
mcts tikai k& Koncerts (éellam ar oriestri, 1996); turpmak jau seko Stones
and Veils (Akmeai un plivuri ) mepragam un kameroriestrim (2005), Urban
Translated (Pilsctas tulkots) klarnetei un oriestrim (2008), Dualisms klavie-
rcm ar oriestri (2010) un E(GO ) saksofonam un oriestrim (2012)*. Anitras
Tumdevicas tris koncertu nosaukumos apvienojas individualais un kopigais:
[idztekus koncertam éellam un pdtcju oriestrim Saules mizika(Sun Musig
2010) vioas darbu klasta ir divi dubultkoncerti— Sentenza I. Norvciu koncerts
flautai, klarnetei un kameroriestrim (2009) un Sentenza Il. Itaiu koncerts
obojai, basklarnetei, elektronikai un kameroriestrim (2011).

Ir v¢l k&ds nosaukumu aspekts, kas pelnijis ieveribu. Tiedi pcdgjos gados
latviedu komponistu koncertpanra darbu klasta paradas sacercgjumi ar viena-
diem nosaukumiem (vai nosaukumu sastavdaiam). No vienas puses, te iz-
paupas tendence apvienot lidzigas ieceres darbus scrijas; no otras, atdzimst

16 Starp citu, dads nosaukums sastopams ka papildinajums panra apzimgjumam
arf agrak: Jaoa lepida Tredaja klavierkoncerta Bernu koncerts, 1974).

7 Vienlaikus japieverd uzmaniba soloinstrumenta neatkartojamibai (vismaz pagai-
dam) Andra Dzenida koncertos.
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interesanta tradicija, kuras pirmsakumi mekicjami jau 18. gadsimta: var
atgadinat kaut vai BahaBrandenburgas koncertugnosaciti datcti ar 1721),
no vclaka laika darbiem — leria Ligeti Hamburgas koncertu (1998/2003).
SedienBrandenburgaskoncertiem?® ir visiem viens autors, savukartHam-
burgaskoncertsir vienigais skaddarbs ar dadu nosaukumu. Arf latviedu mazika
ir divas koncertu scrijas, kuru nosaukumos fikscts pilsctas vards. Bis tradicijas
sékums saistits ar llonas Breies daiiradi. 2005. gada vida sacercja koncertu
divam vijolgcm, éellam, stigu oriestrim un sitaminstrumentiem, kam deva
nosaukumu Rigas koncerts 2007. gada do scriju turpindja jauOtrais Rigas
koncertsvijolei, altam un kameroriestrim, visbeidzot, 2011. gada — Tredais
Rigas koncerts Teatris obojai, éellam un oriestrim. K& redzam, visu tris
Rigas koncertusologrupas doming stigu instrumenti, vienigi pcdcja koncerta
tos papildina arf oboja.

Bet &1 nav vienigdpilsctas koncertu scrijal Andra Dzenida koncertam
Duélisms klaviercm un simfoniskajam oriestrim (2010) ir ari papildapzimg¢-
jums —Pirmais Liepajas koncerts Bim darbam sekoja v¢l tris dapadu autoru
sacercjumi atdiirigiem soloinstrumentiem, ko vieno gan saikne ar Liepajas
simfonisko oriestri, gan iepriekdmingtais nosaukums: Kristaps P¢tersons
radijis Otro Liepéjas koncertuéellam (2012), Rihards Dubra—Tredo Liepéajas
koncertu klaviercm (2012), Criks Edenvalds — Ceturto Liepajagkoncertu
Arktikas nakts vizijas klarnetei ar oriestri un elektronikai (2012). Do scriju
turpinas Piektais Liepajas koncertssaksofonu kvartetam un oriestrim, kas
pasitits Rihardam Zaiupent®.

Tadcjadi varam secinat: lai gan tradicija veidot koncertu scriju ar [idzi-
giem papildnosaukumiem ietiecas tala pagatng, tomer latviedu skadrapu
tvgruma ta glst jaunus, oriiinalus vaibstus un labi demonstr¢ komponistu
un atskaootajmakslinieku ciedo mijiedarbi.

Secigi aplikojot koncertpanra attistibu latviedu mdzika, ir acimredzams,
ka nemitigi noritgjudas izmaiodas, transformacijas: ik pa laikam iezimgjusies
gan atkdpdanas no kadiem iepriekd domingjodiem prinicpiem, gan atgriedanas
pie tiem jau uz cita pamata — resp., panra evol{cija bijusi nepartraukts process.
Taéu, salidzinot koncerta attistibas sakumposmu ar 20./21. gs. miju, KiGst
acimredzams, ka panrs ilgstodas izaugsmes gaita ieguvis jaunu skanisko vei-
dolu. Lai ari saglabéjas vairékas klasiski romantiskajam koncertam (un lat-

18 Ka jau zinams, die koncerti tika veltiti Brandenburgas-Bvedasf3(andenburg-
Schwed) markgrafam Kristianam Ludvigam.

19 Pis koncertu scrijas tapdana liela loma bijusi Liepajas simfoniskajam oriestrim
un ta diriientam Atvaram Lakstigalam.
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viedu koncerta attistibas sakumposmam) raksturigas iezimes, biepi tam ir
vairs tikai formala, arcja atribta nozime, un atjaunotne izpaupas krietni
spilgtdk un daudzveidigak. Piemcram, joprojam pastawvtrijdaiu cikla vai
viendaias(monocikliski) kompozicijas modeii(turklat viendaikompozicijai
pcdcjas desmitgadcs tiek dota priekdroka), tomgr sastopami arf divdaikoncerti
(Pctera Plakipa Koncerts oriestrim un klaviergcm, 1975, Jura Karlsona Otrais
koncerts klaviercm un oriestrim, 1983), éetrdaikoncerti (Romualda Kalsona
Koncerts vijolei un oriestrim, 1977, Karia Laéa Klavierkoncerts, 2013) un
pat piecdaikoncerti (Pctera Vaska Koncerts éellam un oriestrim, 1994).
Kompozicijas tematisk& uzblvenav vairs tik noteikta un stabila ka agrak:
samazinassonates formasun sonatiskas domadanas loma kopuma, savukart
varicdanakilst par galveno, visaptverodako formveides un attistibas principu;
td izpaupas jebkurad struktlras veida, un varicdanai tiek pakiauti dapadi
elementi. Un 81 nosaciti jauna iezime tomcr neb(t nav sveda koncerta batibai:
glupi otradi, variabilitate slgpjas koncertpanra daba, taspclesbitiba. Tiedi
varicdana o7 jcdziena pladaka izpratng labi vienojas ar panra sniegtajam iespg-
jam — ar ta plado tembru spektru, mobilo instrumentariju, kas glst daudzvei-
digas kombinacijas, ari ar repetitivo ievirzi, kas tapat visnotai spilgti paradas
vairaku komponistu daiirad¢ (no vecékas paaudzes te varctu minct Georgu
Pelcci, no vidgjas — Rihardu Dubru). Mazinoties tradicionala tematisma
lomai, pieaug sonorikas un tembrikas nozime, kas jo sevidii spilgti vgrojams
Anitras Tumdevicas koncertos.

Koncerts ir panrs, kura attistibu paredzct ioti grdti, jo t perspektivas ir
praktiski bezgaligas. To péarliecinodi pierada ari viss panra evol(cijas ceid
latviedu komponistu daiiradc.

The Genre of Concerto in Latvian Music

Elena Lebedeva
Summary

The concerto is one of the most popular genres having a long tradition
in modern musical art. Latvian music is a good example to that. In creativity
of the Latvian composers the concerto is presented very diversely — as the
active and mobile phenomenon in its development. Though the history of
Latvian concerto as a genre began in the 19century (the first concerto is
dated 1883 — Andrejs JurjansConcerto elegiacdor violoncello and symphonic
orchestra), nevertheless, intensive development of the genre began later: in the
30s of the 20" century. Further the particular interest in the genre of concerto
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was shown in the 80s of the past and the first decade of this century (at that
time the number of concertos exceeded the quantity of works in other genres).

The notion of ‘concertity’ ( €1i6ad0iifiou ) itself by some researchers is
seen as a method of musical thinking6¢iasia 1981)%. Starting from 19—
20" centuries (in Latvian music from 30s of the 20" century) this method
acquired a sort of universal significance, finding itself not only inherent in
the genre of the concerto, but also in other genres. In Latvian music, for
example, in addition to the concerto, there are concerto-type works of another
kind — for the soloist (or soloists) and orchestra. In the symphonic music
catalogue in Latvia for 2012 there are introduced 19 works, among which
there are 9 concertos, 4 concerto-type pieces, two symphonies, 3 other orches-
tral works, and one work in vocal-symphonic genre?.

The genre of concerto is considered from different points of view. In
particular, the instrumental composition allows to allocate the leading
directions both in relation to the solo instruments (in this case a great variety
and unpredictability is evident), and in relation to the orchestral component.
One more viewpoint reflects an aspect of interaction with a word charac-
teristic for new music that is reflected first of all in the titles of concertos. In
particular, the emergence of two series of concertos Riga concertoshy
llona Breie (2005, 2007, 2011) for different solo instruments and orchestra
and Liep&ja concertosof different authors and different solo instruments,
but always with a symphony orchestra (Andris Dzenitis,Dualism, concerto
for piano, 2010; Kristaps P¢tersons, Cello Concerto, Rihards Dubra, Piano
Concerto, Criks EdenvaldsNight Vision of the Arctic : clarinet concerto 2012).
The ratio of tradition and new trends is also an important factor in the
history of Latvian concerto. In the genre of concerto of Latvian composers
as well as in music of the 2@ century as a whole it is possible to mark some
tendencies:

— development orientation from a stable genre canon (the first half of the
century) to its gradual transformations, to individual treatment;

20 More often in our musicology the notion of ‘symphonism’ is interpreted as a
method of musical thinking, the concept of which was developed by Boris Asafyev
(ARa6UAA 19261972).

21 Katalogi. Latvijas Mlzikas informacijas centrs. http://www.Imic.lv/core.php?
pageld=731&I=A&name=&afftor=&autors=&zanrs=38&Sastavs=&year=2012
(accessed January 22, 2014)

In the same time in catalogues until 2011 for chamber orchestra there are 20 sym-
phonies, 71 concerts and 60 concert works. Cf. KatalogiLatvijas M(zikas informéa-
cijas centrs.http://www.Imic.lv/core.php?pageld=731 (accessed May 22, 2013)
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— onthe one hand, preservation of the genre bases (two basic principles),
on the other — their free and diverse interpretation, but on the whole,
invariability of the dialogue form as the leading constant of the genre,
dialogue-game in its various manifestations;
preservation of the genre form only in general limits (one-part or cycle);
the thematic structure of the composition is no longer as certain and
stable as before, the dominance of sonata principle disappears, and vari-
ations become virtually the basic guiding principle of formation and
development, penetrating literally any structural combination.
When considering the development of the concerto in Latvian music,
even choosing individual stages, there are continuous trend changes, transfor-
mations, departing from the principles, returning to them already on a quite
different basis, etc. Comparing the early years of the concerto development
with the second half of itin 20215t century, new qualities become apparent
which the concerto acquired in the process of its progress, its new sound image.
The concerto is a genre, which is difficult to predict, but its prospects
are virtually endless. These characteristics become evident following the
history of the genre in Latvian music.

bob
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Dramaturiiska daudzveidiba Jura Karlsona
instrumentalajos koncertos

Mag. art. Andris Vecumnieks
Jazepa Vitola Latvijas Mlzikas akadc¢cmijas
asocictais profesors

levads

Instrumentala koncerta panrs jau kopd pirmsakumiem ir veidojies ka
teatrala darbiba — sacensibastarp oriestri un solistu (solistiem), kuri atkariba
no laikmeta un stila vai nu konsolidgjas (barokéalais concerto grossg, vai
iesaistas konfrontacija (20. gadsimts). Taéu jebkura gadijuma nemainigs ir
pats savstarpcjas mijiedarbes princips — komunikativas attiecibas starp
subjektu (solists) unobjektu (oriestris). Savukart tadas koncertpanra
iezimes ka virtuozitate, spopums, paradiskums, dialogs do attiecibu ietvaros
var izpausties dapados limedos. Koncerta virsuzdevums ir prezentéacija (prieko-
nesums,priekda nedany un tas atdiirigas formas nosaka katra atsevidia
skaodarba unikalitati.

Rakstamcriis ir atklat instrumentéla koncerta panra invarianta mo-
bilas un daudzveidigéas izpausmes Jura Karlsona daiirad¢. Kezdevumus
esmu izvirzijis éetru 61 panra darbu salidzinodu izve¢rtgjumu mizikas teatra-
lithtes un teatra telpas konteksta. Galvenas darbametodes ir zinatnis-
kas literatlras un publicistikas izp¢te, nodu materiala analize, iepazidanas ar
audio un videomaterialiem par komponista daiiradi dapados dzives posmos,
mani personiskie kolc¢ia, komponista un diriienta kompetences ietvaros
tapudie novgrojumi, ka ari regularas sarunas ar Juri Karlsonu vairéku gadu
gaita.

Atslcgvardi: teatralitate, skaddarbateatra telpa, koncerts, koncer-
tiskums, koncertpanra invariants, ta stabilie un mobilie elementi, koncert-
panra subjekts un objekts, dramaturiija, dramaturiijas daudzveidiba, uni-
versalais un unikalais, individuélo intonéaciju dramaturiija, solista (t¢gla)
personifikacija un individualizacija, koncertpanra lakonizéacija, simfonisma
intensifikacija.

! Sacensties- viena no latiou vardaconcertarenozimg¢m.
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1. Instrumentalie koncerti Jura Karlsona daiirad¢

Koncertpanrs Jura Karlsona daiirad¢ ieoem nozimigu vietu. Viens no
galvenajiem cclodiem ir ta sniegté iespcja spilgti atklat daiirades teatrélisma
principus, jo koncerts k& sacensiba postul¢ divupersondpu— solista un
oriestra (t. sk. diriienta) procesuéalo mijiedarbi un radodo sazobidrama-
turiiskas koncepcijas Tstenojuma. Turklat tiedi instrumentéala koncerta panrs
Tauj Karlsonam apliecinat maksimalu mobilitati, daudzveidibu. Ta univer-
sélais invariants Kilst par pamatu dapadiem formas un dramaturiijas mode-
fiem. Janis Torgans piedava salidzinat simfoniju ar romanu un koncertu —
ar lugu (Torgans 1993: 39), savukart Karlsona koncertos varam saskatit
vairaku literaro paradigmu spektru — traicdiju, dramu, komcdiju, noveli
u. c., turklat komponists ieskatasun ieklausas dapadu laikmetu stilistika —
no klasicisma lidz masdienam, piedavajot klausitaja izvcrtcdanai savu muzi-
kélo vestijumu.

Jura Karlsona spalvai pieder éetri dapadi koncertpanra darbi soloinstru-
mentam ar oriestri?:
— Pirmais koncertsklaviercm un kameroriestrim (stigu oriestrim, 1974)
1. Allegro moderato
2. Largo
3. Grave. Presto
— Otrais koncerts klaviercm un simfoniskajam oriestrim (1983)
1. Moderato
2. Allegro vivace
— Tredais koncerts jelKoncerts simfonija divam klaviergm un oriestrim
(2002)3
— Ceturtais koncerts jebZvaigpooto debesu balsis.,.fantazija klaviergm
un oriestrim (2009)

Lai gan nosaukumos izmantoti dapadi panriskie apzimg¢jumi, tomgr uz-
drikstos visus dos darbus vienoti apzimct k& koncertus, jo 6adi tos interpretc
pats autors, ik pa bridim patctiski noradot uz komponista stra un grata
darba zem@dens akmeoiem: “Nu cik tad var tos klavierkoncertus rakstit —
priekd eetriem jau ir grati ko jaunu izdomat!” (Karlsons 2012) Tiesa, zinot

2 Kaut ari katram darbam ir atdiirigs nosaukums, turpmak identifikacijai lietodu
koncertu radanas hronoloiijai atbilstodu numeraciju, jo to izmanto ari pats kompo-
nists — gan c¢rtibas labad, gan ari panra invarianta kopibas d¢i.

8 P1 darba sikaku analizi veicis Endijs Renemanis (Renemanis 2010).
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komponista fantazijas neizsmeiamo dabu, nav daubu, ka pirmatskadojumus
piedzivos v¢l jauni koncertpanra paraudi.

Par panrainvariantu Jura Karlsona daiirad¢ uzskatami visi tie stabilie
elementi, kas noréda uz tradicionélismu cikla izveidg, formas un dramatur-
iijas konstrukcija. Savukart invarianta mobilitati apliecina mainigas
pazimes, kas universélo panra pamatu unikaliz¢, rosina individualiz¢tus un
daudzveidigus dramaturiiskos risinajumus. Jura Karlsona koncertos var
saskatit gan universélo, gan unikalo — neraugoties uz 6o darbu kopigajam
iezimgm, katrs no tiem ir neatkartojams. Turklat universalais (objektivais,
oriestréalais) faktors mijiedarb¢ ar unikélo (subjektivo, solistisko) aspektu
Karlsona instrumentélajos koncertos iezim¢ papildus dramaturiiskas diautnes.

2. banra invariants — stabilie elementi

Ir divas bitiskas iezimes (stabilie elementi), kas vieno Karlsona koncertus.
1) Visi koncertpanra darbi ir sacercti klaviercm (vai divam

klaviercm) k& soloinstrumentam (-iem).

Pasaules komponisti k& soloinstrumentus koncertpanra izmantojudi
praktiski visus iedomajamos un neiedomajamos akad¢miskos un tautas instru-
mentus, taeu Juris Karlsons ka vienigo soloinstrumentu izvglcgjies vispladak
aprobgto — klavieres; lidz ar to viod uzlicis sev v¢l lielaku profesionélo
atbildibu, jo par klavierkoncertu trikumu sidzcties tiedam neb{tu pamata.
Instrumentélo koncertu citiem instrumentiem Karlsonam vienkardi nav —
nedz stigu, nedz pidam- un sitaminstrumenti, nedz arf visi ciskanodie riki
nav izpelnijudies Meistara v¢lmi prezentct tosazobgar oriestri. Daja sakara
ir interesanti novcrtct arf pada autora viedokli, kadci visi eetri instrumentélie
koncerti saistfti tikai un vienigi ar klaviercm: “Klavieres ir instruments —
oriestris. Diapazona pladums, spclveides tembrélas nianses un tehniskas
iespcjas rada bagatigu krasu paleti radodas fantazijas pasaulei” (Karlsons

2012).
2) Koncertu tapdanai ir raksturiga regularitate, periodis
kums:

— Pirmo un Otro koncertu diir deviou gadu starpiba (1974-1983),
— Tredo un Ceturto koncertu — septiou gadu starpiba (2002—2009).

4Pobrid jau ir pabeigts koncertskaddarbs klaviergm, jauktajam korim un krotaiiem
Le lagrime dell’ anima (Dvgseles asaras savukart 2015. gada paredzctd_iepajas
koncerta (jeb Koncerta oriestrim) pirmatskaoojums.
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Tatad koncerti ir radudies divos blokos ik pa devidiem vai septi-
oiem gadiem. Juris Karlsons sava dzivg sekojis uzskatam, ka ik pcc sep-
tioiem/devidoiem gadiem jamaina nodarbodanas vai vismaz darba vieta,
japarvcrtc paveiktais un padaritais, un kdpcc gan daja sakard neuzrakstit
k&du jaunu klavierkoncertu? Savukart pauze 19 gadu garuma starp Otro un
Tredo koncertu rosindja veselu pavcrsienu koncertpanra traktgjuma, jauna
modeia piedavajumd, un te iezimgjas sasaukdanas ari ar parmaioam kom-
ponista personiskaja dzivg. Turpmak Karlsons vairs neatgriepas pigadi-
cionala koncerta, bet meklc jaunus panra risinajumus, ko apliecina ari iz-
raudzitie nosaukumi (Koncerts simfonija un fantazija Zvaigpooto debesu
balsis..).

3. banra varianti — mainigie (mobilie) elementi

Eetri koncerti piedava éetrus dapadus koncertpanra risindjumus, kas
atdiiras atskaootajsastava, panra un stila aspekta; tas ari nosaka drama-
turiisko risindjumu mobilitati. Turpindjuma vispirms pakavgdos pie atdiiribu
arcjam izpausmg¢m, kas pamanamas art bez ripigas un detaliz¢tas mizikas
materidla analizes.

1) Skaoddarbanosaukums (panriskaisapzimgjums)
— Pirmais koncerts klaviergm un kameroriestrim
— Otrais koncerts klaviergm un simfoniskajam oriestrim
— Tredais koncerts — Koncerts simfonija divam klaviergm un oriestrim
— Ceturtais koncerts —Zvaigpooto debesu balsis.,.fantazija klaviercm
un oriestrim

2) Koncertapanrisko pazimju sistematiskatransformacija
— Pirmais koncerts — kamerkoncerts
— Otrais koncerts — koncerts
— Tredais koncerts — simfonija (kamersimfonija, dubultkoncerts)
— Ceturtais koncerts — fantazija

3) Daiu skaits
— Pirmais koncerts — tris daias
— Otrais koncerts — divas daia8

5 Turpinot iesakto analoiiju — ne vien darbavietas maioa, bet ari pilnigi cita
nodarbodanas
% Viens no koncertpanra darbuneakad¢cmiskakajiemmodeiiem daiu skaita zioa.
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— Tredais koncerts — pusotra daia
— Ceturtais koncerts — viena daia

4) Solistu skaita variabilitate
— Pirmais koncerts — viens solists
— Otrais koncerts — viens solists
— Tredais koncerts — divi solisti
— Ceturtais koncerts — viens solists

5) Oriestra sastava mobilitate un diferenciacija
— Pirmais koncerts — stigu oriestris
— Otrais koncerts — lielais simfoniskais oriestris
— Tredais koncerts — stigu oriestris un sitaminstrumenti
— Ceturtais koncerts — stigu oriestris un sitaminstrumenti

6) Autora nodarbodanas (darbavieta) kdeéatra telpa

— Pirmais koncerts — LVK (JVLMA) kompozicijas nodaias absolvents,
skaou repisors Latvijas Radio

— Otrais koncerts — JVLMA macibspcks, Mizikas teorijas katedras
vaditajs

— Tredais koncerts — JVLMA rektors

— Ceturtais koncerts — Nemateriala kultGras mantojuma valsts aien-
tOras direktors

Dis nav tikai formals arcjo faktoru uzskaitijums — daudzos gadijumos
taja fiksctas iezimes ari nosaka komponista dramaturiiskos meklicjumus.
T4, piemgram, skaodarbap anriskaisapzimgjums un ta sistematiska trans-
forméacija norédda uz komponista centieniemintensificct panra simfonizéciju,
savukartdaiu skaita pakapeniska samazinddanas liecina par formas un
satura lakonizaciju. Visbeidzot, solista/oriestra attiecibas un atska-
ootajsastava kvantitativas atdiiribas nosaka arf kvalitativo aspektu — drama-
turiisko savdabibu katré no koncertiem. Turklat svarigi ari fiksct, k& maziku
ietekmg¢ autora darba vieta un nodarbodanéas (metaforiski izsakotiesgatra
telpa) konkr¢ta koncerta (un arf citu skaddarbu) tapdanas bridi. Ta atspoguio
subjektivo faktoru, resp., komponista psiholoiiskas izjltas, un izpaupas ka
savdabigsskats no malas.

" béada neparasta daiu skaita izv¢li pamatodu raksta turpmékaja gaita.
8 BT tgcma sikak apllkota raksta turpinajuma.
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4. Dramaturiiskas daudzveidibas raksturojums’

lepriekdmingtas koncertu atéiiribas norada uz panra argjo pazimju
mobilitati, to individualizaciju. Taeu vgl jo bitiskaks ir solista un oriestra
dramaturiisko funkciju izkartojums un to daudzveidigais risinajums, kas
tad arf ir izdiirodais, nosakot katra koncerta saturisko un teatralo savdabibu.

4.1. banra un formas dramaturiija

Pirmais koncertsirpanraunformas visakad¢cmiskais paraugs, sav-
veida macibu darbs, ko iedvesmojis (87 varda vislabékaja nozimg¢) Jura
Karlsona pedagogs Jéanis lvanovs. Kopuma tas ir ioti lakonisks un sastava
dci (stigu oriestris) traktcjams ari k& kamerkoncerts; tradicionala ir gan
trijdaiu uzblve, gan sonates formas un cikla izmantojums (tcze — antitcze —
sintcze).Otrais koncerts ir solis panra simfonizacijas virziena: to aplie-
cina pieveroanas liela simfoniska oriestra sastavam un vestijuma monumen-
talitate. Koncertpanra simfonizacijas ideja pilniba istenotar redaja kon-
certé jeb Koncerta simfonija divam klaviergcm, stigam un sitaminstrumen-
tiem —ta ir simfonijas panra apoteoze dubultkoncerta veidola. Par savdabigu
dramaturiisko kodu kilist Ceturtais koncerts— fantazija Zvaigpooto
debesu balsis.;.dis darbs iezim¢ ceiu uz koncertpo¢cmu, un taja jaudama liela
programmatismat® ietekme, kas izpaupas koncertpanra lakonizacija. Fantazija
ir viendaiigs visu koncertu epilog$!, atslodze no formas un dramaturiijas
inovaciju mekicjumiem un saturiskas spriedzes.

4.2. Programmatisms

Programmatismam Jura Karlsona daiiradg ir bdtiska vieta. Daudziem
skaodarbiem doti ipatngji filozofiski nosaukumi, kas paver ceiu arf uz citu
kompoziciju satura izpratni un atdifr¢gjumu. Interesanti izsekot, k& program-
matisma elementi izpaupas instrumentéalajos koncerto®irméa koncerta
objektivais risinajums neprasa detaliz¢taku verbalo skaidrojumu, savukart
Otraja programmatisms jau iedifrcts netiedi, tautasdziesmas deformctajas
intonacijas. Tredajam koncertam autors piedava epigrafu “Pasaule
mapigi rit starp gaismu un tumsu..” *2, ko varctu apzimct k& o7 skaodarba

9 Par mizikas dramaturiiju latviedu simfoniskas mazikas konteksta sikak sk.
Ineses Leites (Bites) raksta (Bite 1980).

10 Vienigais Jura Karlsona koncertpanra darbs, kuram ir nosaukums.

11 Sikak par to sk. raksta turpindjuma.

22 finiedu domataja Laodzi vardi vioa reliliski filozofiskaja darba Daodedzin
(apmc¢ram 600 gadu pirms mQsu ¢ras).
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dramaturiijas pievienoto vertibu. Visbeidzot,Ceturtais koncerts pozi-
ciong skaidru programmatismu gan nosaukuma, gan arf ar to saistitaja impre-
sionistiskaja skaodveidg. Lidz ar to eetri koncerti parada ceiu naneprog-
rammatismacaur netiedo programmatismuuz epigrafu un programmatisku
nosaukumu. Dis process ne tikai iezZim¢ paképeniskprogrammatisma
nozimes pieaugumu skaodarba saturd (neprogrammatism§ netiedais,
semantiski asociativais programmatisms epigrafsS programma), bet arf
liecina par visu eetru instrumentalo koncertu cikla vienotibu, kas izpaudisies
ari citos aspektos.

4.3. Para dramaturiija

Para dramaturiija ir viena no spilgtdkajam koncertpanra skaodarbu
iezim¢gm. Subjekta (solists) un objekta (oriestris) pretnostatijums iauj kon-
ceptudli risinat subjektiva un objektiva prioritates mekicjumus. Tie vgrojami
gan mdzikas satura, gan tehniskajos lidzekios (aleatorika, polimetrija un
poliritmija, improvizacija u. c.), radot asociacijas ar teatra makslu. Para
dramaturiijas izpausmes sastopamas visos koncertos, tikai to dramaturiiska
slodze ir atdiiriga.

— Pirmais koncerts

Otraja daia tiek piedavata divu dapadu sladu, subjekta un objekta (solists
un oriestris), attistibas polifonija, kas ietver para dramaturiiju vertikalg.
Subjekta/objekta mijiedarbe un dialoiiskums realizgjas ka divplanu scenog-
réfija, kur abi plani netraucg, bet papildina viens otru.

— Otrais koncerts

D1 koncerta finala sastopama t. sizkliedcta kadence — solista kadence
nav viengabalaina, bet paradas ka izmisigi un spontani iespraudunstarp
oriestra replikam. Oriestris traucg solistam runat, tas ik pa bridim iespraucas
ar saviem komentariem. Divas pasaules — individs un pdlis, personiba un
masas — deit nevis sacendas, bet stihiski un atklati konfliktc, iesaistas konfron-
tacija, radot spilgtu para dramaturiiju horizontéalc. Zimigair ari koncerta
kulminacija — totala visa oriestra un solista aleatorika fortissimo dinamika,
kur neviens neieklausas citos, negrib un nevar dzirdgt pilnigi neko, pat ne
sevi.

— Tredais koncerts

Autors piedava divkarou para dramaturiiju — divu aktieru teatri. Abu
solistu mazikas materiéls tiek izklastits imitacijveida, kur viens partneris,
nedaudz aizkavgjies ar savu pieteikumu, veido savdabigu kolcignu vai
atbalsi. Risinds dubultdialogs — tas izpaupas gan k& saskarsme starp abiem
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solistiem (savstarpgji papildinodasaruna), gan ari solistu un oriestra attie-
cibés. Tadcjadi veidojas divkarda para dramaturiijadiagonalc.
— Ceturtais koncerts

Arl deit dramaturiija risinata vairakas dimensijas. Paralcla darbiba,
saruna starp solistu un oriestri, kur solopartija ir uztverama kéa oriestra
sastavdaia un krasa, rada priekdstatu par suvergcnam, apcerigdm pardomam,
pat klus¢danas sajltu, izbaudot skancjuma akustisko pievilcibu un mirkia
burvibu. Specifiskikarlsonisksir impresionistiski (simbolistiski) poetizctais
skaodarba nosaukums — para dramaturiijate I p & glezno ar tautasdziesmu
saistitas impresijas un vizijas, kas rosina vispargjas labsajdtas, svctlaimes
noskaodu. Tiedi para dramaturiijas konteksta ipadas ir diriienta funkcijas:
sakartot, koordinct un vadit, kontrol¢ct un paredzct, novcrot un palidzct,
bt starpniekam starp subjektu/objektu (solistu/oriestri) — lidzigi k& repisoram
teétra izradg.

5. Koncertgdanas izpausmes

Dramaturiiska zioa ir vgrojama ari cita interesanta tendence.Pirmais
koncerts iezim¢ objektiva elementa parsvaru par subjektivo, spcle (un
sacensiba) norit komfortablos apstakios, turpretiOtraja koncerté viss
sagriepas kajam gaisé sacensiba partop konfrontacija, klausitaji dzird (un
ariredz!) subjektiva diskomforta dramu. Virtuozas gammu paséapas traktctas
nevis ka etide, vingrinajums, iesildidanas, iespclgdanas, bet Kilst par svarigu
dramaturiijas elementu — darbiba ir stihiski nevaldama, improvizacija par-
vcrdas meklgjumos, bggdanad no istenibas. Galgju kontrastu rada spilgtie
teatralie efekti skaddarba beigéas: drama noslcdzas ar oriestra dziedajunidi
un klavieru vaka aizcirdanu — metaforiski izsakoties, ugunsdroda dzelzs prieko-
kara (nevis skatuves priekdkara!) nokridanu, kas lidzinas filmas parravumam
un vgstijuma partraukumam.

Tredais un ceturtais koncerts savukart iezimg subjektiva/objektiva lidz-
svara un harmonijas mekicjumus*. Tredaja koncertatie ietverti jau
pieminctaja Laodzi filozofiskaja epigrafa, un lidzsvara izjlta sasniegta tikai
koda, savukart Ceturtaja koncerté viscaur valda emocionala komforta
un labsajltas izj(ta, impresionistiska gaisotne. Koncertgdana no spgles,
sacensibas un dialoga izpausmes (Pirmais koncerts) paraug konflikta, kon-
frontacija (Otrais koncerts) un sekojodos komforta mekicjumos (abi pcdcjie

8 Oriestra maziii tiedam dzied nevis parnesta, bet burtiskd nozimg!
14 “Tur jau var saklausit ludziou!” (Karlsons 2012)
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o1 panra darbi). Lidz ar to visus eetrus koncertus var uztvert arf k&ienotu

dramaturiisku ciklu— komforts (spcle un sacensibad diskomforts (konflikts

un konfrontacija) S komforta mekicjums S komforta piedavajums. Rodas

iespcja koncertus diferencct arstilistiski, paradot to maksimalu dramatur-

lisko daudzveidibu:

— Pirmais koncerts—komforts (spcle un sacensiba) = (neo)klasicisms

— Otrais koncerts —diskomforts (konflikts un konfrontacija) = ekspre-
sionisms

— Tredais koncerts— komforta mekigjums = romantisms

— Ceturtais koncerts — komforta piedavajums = impresionismg®
Ja atceramies, ka koncerti komponctipa pariem, tad pirmos divus var

traktct k& ceiu uz diskomfortu, savukart divus pcdcgjos — k& atpakaiceiu un

atgriedanoskomforta zona.

6. Individualo intonéciju dramaturiija °

Jura Karlsona klavierkoncertu dramaturiiskas daudzveidibas atklasmg
foti nozimiga loma ir midzikas materidlam. Katra koncerta savdabibas iz-
pausmi veido arf ta individualiz¢tas intonacijas — skaodarbadentitates zimes
kuras saskatama gan tematisma, gan faktdras un kompozicijas tehniku daudz-
veidiga palete.

Batisks ir folkloras elementu (1) izmantojums. Tautasdziesma ir svariga
dramaturiijas sastavdaia — garigais kodols, labestibas zime, samierindjuma
unizlidzingjuma simbols, kas katré koncerté realiz¢ts citddiPirmajé kon-
certé neitrali eksponcta tautasdziesma rada ipadu semantiku, savukart
Otraja tairtransformcta, pat deformcta: tritona intonacijas kapina spriedzi.
Tredaja koncertéafolkloras citatu nav, komforta meklgjumi norisinas
bez aktivas to iesaistes, turpretC eturtaja koncerta komforts tiek rasts
tiedi ar tautasdziesmas palidzibu: ta kilst par skaodarba dramaturiisko
centru’.

Art faktQras risindjums (2) katra koncerta ir unikals. Pirmaja doming
vertikala strukturala domadana, akordu fakt(ira, kas rada harmonisku un

15 Jhtami art neofolklorisma elementi, kas saistiti ar tautasdziesmas citatu.

16 Sikak par intonativas attistibas lomu Jura Karlsona koncertpanra mizika sk.
Endija Renemaoa raksta (Renemanis 2010: 157).

7 Lidziga dramaturiija raksturiga ari Jura Karlsona simfoniskajai vizijai Vakar-
blazma; abi darbi tapudi laikd, kad Karlsons bija Nemateriala kultdras mantojuma
valsts aientlras direktors, respektivi, atradas tieda saskarsmg ar tautas mutvardu daiiradi.
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pamaté konsonantu skaovidi.Otraja koncerta sasniegta tematiska pie-
séatinajuma kvintesence, ko nosaka sarepiitas polifonas struktlras horizontala
izklastad. Tredaja koncertapolidramaturiija un ar to saistita politona-
litate iezim¢ harmonisku deformaciju; totala imitaciju polifonija un diagonala,
mikropolifona parstatijumu faktQra rada vizualas asociacijas ar kinematogra-
fiski nenoteiktu, izplidudu kadru, kurd skaidri fokuscjastikai apskaidribu
raisodaja koda. Harmonijas un komforta meklcjumi deit paradas saikng ar
homofoni harmonisku izklastu; savukart, faktQras tipam radikali mainoties,
koncerta pamattematisms partop sava pretpola un sadala do skadodarbu divas
daias —pirms un pcc pushakts “starp nakti un tumsu” 8. Ceturta kon-
certa aleatorais izklasts un mobila faktGra rada Tpadupolipasaulesizjitu,
kur prioritate ir arpuspasauligajam jeb arpuslaicigajam.

Intoné&ciju dramaturiijas augstakais limenis ir reprizes princips(3) ka
cikla cementcgjums un koncentrcts koncepcijas atspoguiojums, balstoties uz
konkrcta tematisk& materiala atkartojumu vai, glupi otradi, atteikdanos no
td. Pirma koncerta finala izklastits pirmas daias ievada un galvenas
partijas tematisms, veidojot arhitektoniski stabilu intonativo arku. Otraja
koncerta visam ciklam ir spccigi dinamizcta reprize — skan pirmés daias
kulminécijas materials, kas rada maksimalu ekspresionistisku spriedzil re -
daja koncertavcrojama gan tematiska, gan art semantiska un tembrala
reprize — sitaminstrumentu un Tpadi vgja zvanioul{inebells) izmantojums
rosina priekdstatu par teatra zvanu un priekdkara atvgréanos/aizvgroanos.
Turklat radikala faktras maioa liek tiedi reprizi uzvert ka patstavigu pusdaiu
(30. partitGrnumurs, Andante), kura tiek rasts miers un apskaidriba®. Savu-
kart Ceturta koncerta saisinata reprize reminiscence rada kontinuitates,
bezgalibas iespaidu.

Dramaturiisko savdabibu atspoguio ari solista kadenceun tas vieta
skaodarba (4). Karlsona mizika &1 koncertpanram tik raksturiga sastavdaia
kilst par satura intensitates izpausmi. Kadences invariants izklied¢ta ka-
dence.Pirmaja koncertéa nav vcrojama kadence tas tradicionalaja no-
zimg, savukartOtraja sastopama tiedizkliedcta kadence, kas rada ipadu
dramatisko spriedziunslodzi.Tredaja koncertadivu klavieru nemitiga
imitacijveida sasaukdanas pati par sevi atstaj kadences iespaidu, tapcc fpada
kadence nav nepieciedama, turklat ik pa bridim paradas fragmentari kadené-

18 Tadgjadi 0o koncertu var traktct k& pusotras daias formu — viena daia + koda
k& pusdaia

19| 1dzigs paogmiens velak izmantots ari Karlsona simfonija korim un oriestrim
Adoratio .
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veida iespraudumi ka dialogs starp solistiem un oriestri.Ceturtais kon-
certs ir uztverams kétotala vienlaidus kadence ne tikai solistam, bet arf
oriestrim — kadence, ko var pielidzinat izvgrstam monologam vai pat
monoizradei. Ta ekspon¢ subjektu dramaturiiskaja saskarsmg ar objektu.

Visbeidzot, svarigs dramaturiijas faktors ir solista (subjektiva, indivi-
dudld) unoriestra (objektiva, kolektiva) attiecibas(s). Jo lielakas ir skaitliskas
atoiiribas abu pudu atskaootajsastava, jo intensivaka kilist dramaturiiska
attistiba. Vismazaka kvantitativa atdiiriba raksturiga Pirmajam un
Ceturtajam koncertam, kur viens solists lielakoties pretstatits tikai
stigu oriestrim. Savukart visspccigak ta izteiktaOtraja koncerta, kur
solists cinas ar lielo simfonisko oriestri. Tredaja koncerta Karlsons
izmanto divus solistus, taéu to dramaturiiska funkcija un tehniskais risina-
jums (imitacijas u. tml.) iauj tos uztvert k& vienotu veselumu — viena personapa
divas diautnes.

7. Jura Karlsona klaviersonates un to koncertiskums

Blakus instrumentélajiem koncertiem nozimigs panrs Jura Karlsona
daiiradg ir vida klaviersonates®. levcrojot panra invarianta mobilitati, varam
uzskatit, ka arf tas ir kopa eetras:

— Pirmé& —Sonatineklaviergm (1967)
— Oftra — Pirmé sonateklaviergcm éetras daias (1971, 2. red. 1986)

1. Moderato

2. Larghetto

3. Vivace

4. Andante
— Treda —Otra sonate klaviercm tris daias (1984)

1. Moderato

2. Allegro

3. Lento
— Ceturtd — Treda sonateklaviercm tris daias (2011)

. Allegro giusto
2. Lento

3. Allegretto

4. Allegretto

=

20 Un atkal redzam, ka sonates ir tikai taustioinstrumentiem (klavierdarbiem
piepulcinama vgl viena Crieisonate).
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Salidzinot ar koncertiem, sonates panra v¢rojama daudz lielaka inva-
rianta stabilitate (izocmums ir Sonatine), lai gan var saskatit ari koncertiem
pretcju mobilitates izpausmi — paké&penisku formas un satura dinamizéciju
un augmentaciju (viendaiiba — eetrdaiiba — trijdaitba — éetrdaiiba), jo tiedi
pcdcja—Treda sonateir visapjomigakais cikls. Ari sacer¢cdanas periodis-
kums ir stabilaks: skaddarbi tapudi tris kartas, ik pa 15-17 gadiem. Taéu
jadem vera, ka Pirmo sonati autors ir parstradajis (kas savukart nav tipiski
vioa koncertpanra sacergjumiem) un otra redakcija radusies praktiski vien-
laikus ar Otro sonati.

Ari sonatcs izpaupas Karlsona daiiradei raksturiga teatralitate, un dos
darbus var salidzindtarmonokoncertiem vienam solistam. Daja sakara
interesanta ir koncertiskuma un ar to saistitas dramaturiijas izpausme klavier-
sonates panra. Norit savdabiga spcle koncerts bez oriestra, viena aktiera
teatris?!, turklat aktieris (subjekts) ari bezteksta un objekta (oriestris) var
piepildit priekdnesumu saturiski, atklat dramaturiijas daudzveidibu un panra
invarianta mobilitati. BT tcma gds pladéku risindjumu mané ndkamaja pcti-
juma, kas b0s veltits Jura Karlsona klavierkoncertu un klaviersonadu anali-
tiskam salidzindjumam.

8. Koncertiskuma iezimes citos Jura Karlsona skaodarbos

Koncertiskuma un koncertpanra iezimes var saskatit ari citos Jura
Karlsona sacercjumos. Komponista mizikas (t. sk. instrumentalo koncertu)
sakara piemingdanas verts ir solistypersonifikacijas, individuali-
zacijas aspekts, kas rosina analoiiju ar darbojodos personu sarakstu un
lomu sadalijumu teatra izradg, un lidziba izriet no padas koncertiskuma
bltibas. Dai zida koncerta iezimes v¢rojamas pirmam kartarhauku svita
simfoniskajam oriestrim, kur katra personapa raksturojumam ir izraudzits
cits panrs (gaiii— eneriisks mards, zosis — lempiga gavote, kaii — pieglaimigs
valsis, purkas — impulsivs galops). Ikvienas grupas tglirada sevisaskada ar
komponista iecerctajam pamatnostadn¢gm. Lidz ar to panra universalais
invariants (mards, gavote, valsis, galops) ieglst mobilitati, atbilstibu katra
personépa/solista unikélajai, emocionali pamatotajai panra transforméacijai
un tas zemtekstam.

21 Dapos gadijumos veidojaslivu roku teatris; katra roka ir k& aktieris daja unika-
laja sacensiba.
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Secindjumi

— Panrainvarianta universéalo un stabilo elementu transformécija rada ta
unikalos un mobilos variantus, kas ir viens no dramaturiijas daudzvei-
dibas priekdnosacijumiem.

— Dramaturiijas daudzveidibas b(tisks faktors ir solista/subjektiva (indi-
vida) un oriestra/objektiva (kolektiva) attiecibu realizacija, kas vislabak
ir iespgjama tiedi koncerta panra.

— Koncertgdana un koncertiskums ka teatralitates spilgtékas izpausmes
bagétina 6o dramaturiisko daudzveidibu ar a&rpusmuzikaliem/teatraliem
padgcmieniem.

— Dramaturiijas daudzveidiba Karlsona instrumentéalajos koncertos tiek
panakta galvenokart ar stabilu elementu (klavieres, kadence, solists,
oriestris u. ¢.) mobilu realizaciju.

— Karlsona instrumentalie koncerti piedava pladu un daudzpusigu pano-
ramu un tehniskos pad¢mienus panra invarianta mobilaja traktgjuma,
un dai zida visbdtiskaka loma ir individualo intonaciju dramaturiijai.

Diversity of Dramaturgy in Instrumental Concertos of Juris Karlsons
Andris Vecumnieks

Summary

Theatricality is amongst the most significant characteristics of the instru-
mental concerto genre. It is clearly present in the music of Juris Karlsons,
who usually chooses piano as the solo instrument. The concertos he has
composed on regular basis throughout the years share the characteristic trend
of mobility — the search for diversity of genres and forms. Next to the
characteristic elements of the instrumental concerto, references to the genres
of symphony and poem are also present. The First Concerto (for piano and
chamber orchestra, 1974) represents an academic example of form and genre.
The Second Concerto (for piano and symphony orchestra, 1983) is a step
towards the symphonization of the concerto genre. The third concerto
(Symphony Concerto for two pianos and orchestra, 2002) can be described
as an apotheosis of symphony genre in a double-concerto form. The fourth
concerto (Voices of the Starry Sky fantasy for piano and symphony orchestra,
2009) embarks on the path towards the genre of concerto-poem.

Influence of programmatism, monolith-like seamlessness and, at the
same time, laconism of cycle are characteristic to the concertos of Juris
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Karlsons. The texture of the piano part plays a remarkable role in the trans-
formation of genre. Piano sonatas by Karlsons should also be perceived as
mono-concertosfor one soloist, theatre for two hands, concertoswithout
orchestra.

During the research process, several conclusions have been drawn:
— the transformation of the universal and stable elements of genre invariant

creates unique and mobile variants — prerequisites for the diversity of

dramaturgy;

— the implementation of soloist’'s/subjective (individual) and orchestra’s/
objective (collective) relationship is a significant factor of the diversity
of dramaturgy and is very effective in the concerto genre;

— theinherently theatrical nature of concerto genre enriches this diversity
of dramaturgy with extra-musical/theatrical techniques;

— the diversity of dramaturgy in the instrumental concertos of Karlsons is
mainly achieved through mobile realizations of stable elements (piano,
cadenza, soloist, orchestra, etc.);

— the instrumental concertos of Karlsons offer a broad and multifaceted
scope as well as a multitude of techniques for mobile treatment of the
genre invariant, due to the dramaturgy of individual intonations.

Key words: theatricality, the theatrical space of a piece, nature of
concerto, invariant of concert genre, its stable and mobile elements, subject
and object of concerto genre, diversity of dramaturgy, pair dramaturgy,
dramaturgy of individual intonations, universal and unique, personification
and individualization of soloist (role), laconism of concertos, intensification
of symphonism.
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Imanta Kalnioa mazika spclfilmai Pat, vgjioi! :
jauna koncepcija latviedu filmmadzikas vg¢sturg

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

Latviedu mizikas ve¢sturg Imants Kalniod bijis pirmais komponists, kas
darbojies tik plada panru spektrd — no rokm0(zikas lidz simfonijai. Un vien-
laikus arf — pirmais, kurd dos izcelsmes zioa visnotai atdiirigos panrus radikali
tuvindjis, ar savu Ceturto simfoniju (1973) radot glupi vai apvgrsumu latviedu
klausitaju tradicionalajos priekdstatos. Jaatzist, ka vioa novatorisms dai joma
jau ticis novgrtcts — var atzimet vairakus |. Kalnidam veltitus pgctijumus
(Grauzdioa 1971, bteinberga 1976, Adme 2011), kur tiedi vai netiedi skarti
o1 komponista oriestra mazikai raksturigie un vioa laika latviedu simfonisma
tik neierastie stilistiskie avoti un attistibas principi.

Taeu mazak pctits ir cits |. Kalnida sacergjums, kas ari ienesis daudz
jauna masu kultdras vgsturg. Ta ir vioa partitira spclfilmai pcc Raioa Pat,
v¢jioi! motiviem?; turklat zimigi, ka dis darbs tapa viena gada ar Ceturto
simfoniju (1973). Mlzika, lidzigi ka pati filma, guva pladu atsaucibu gan
publikas vidd, gan kinokritik4, un savu popularitati td saglabajusi lidz
mdsdienam. Mana raksta mgriis ir divgjads: pirmkart, apzinat visus vgstu-
riskos avotus par filmas un mizikas tapdanu, tas rezonansi laikabiedru vid{;
otrkart, sniegt pladéku analitisku parskatu par P{t, vgjioi! mizikas galve-
najam raksturiezimg¢m, cendoties rast atbildi uz jautajumu: kas ir jaunais, ko
dis darbs ienesa latviedu kinoméksla?

*kk

Imants Kalniod radijis mlziku 28 spclfilmam?, 3 dokumentalajam* un
7 animécijas filmam. Komponista pazistaméako kinopartitGru vida ir tadas

* Muzikoloie Auriga Jermaka dim darbam pievcrsusies, salidzinot to ar citiem
Pat, vgjioi tgmas risindjumiem latviedu mazika (Jermaka 2010).

2 Sk. arf: Kino muzejs. Mizikas autors, dziesmu mazikas autors. Imants Kalniod
http:/mww.nfc.lv/imdb/people/people.php?pep_id=330 (skatits 2014. gada 16janvari)

8 Elpojiet dziii (1967), PQt, vgjioi! (1973), Uzticamais draugs Sane¢1974), Pie-
jaras klimats (1974), Ezera sonateg(1976), Buras (1977), Tavs d¢ls(1978), Pavasara
ceiazime(1978), Vanadziod(1978), Nakts bez putniem (1979), Novcli man lidoju-
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spelfilmas ka Elpojiet dziii (1967, repisors Rolands Kalniod),Pat, vgjioi!
(1973, repisors Gunars PiesisEzera sonatg1976, repisori Gunars Cilinskis,
Varis Brasla), Spriditis (1985, repisors Gunérs PiesisgEmila nedarbi (1985,
repisors Varis Brasla),Aija (1987, repisors Varis Brasla),Maija un Paija
(1990, repisors Gunars Piesis).

Viens no pirmajiem, kas novcrtcja Kalnioa potenciélu spclfilmu mizika,
bija Rigas kinostudijas mizikas redaktors Nikolajs Zolotonoss’. Scenariste
un Rigas kinostudijas filmu redaktore Austra Zile stasta, ka Zolotonosam
“esot piemitusi prasme saost muzikanta dotibas. Viod cienija Imantu Kalniou
jau tad, kad &is vards ifaupu vairumam v¢l neko neizteica{Zile 2007: 254).
No Ziles rakstita izriet, ka acimredzot Zolotonoss pratis disciplinct jauno
komponistu, lai neatkartotos stiiis ar Vella kalpiem?, kad repisora Aleksandra
Leimaoa asistente no Liepajas atveda filmas partitiras fragmentu, kas izra-
dijas kadas “pasen komponctas simfonijas fragments” (Zile 2007: 254) Zile
atzist, ka “vairaki repisori v¢lgjas, lai viou filmam maziku raksta Imants
Kalnidd, — Varis Brasla, Gunars Piesis, biepi Rolands Kalnidd, Gunars Ci-
linskis, arf vecmeistars Arnolds Burovs, kura lelles nemc¢dza runat, bet izjitas
izteica Imanta Kalnida mQzika” (Zile 2007: 254).

Mizika Raioa lugas P{t, vgjioi! ekranizgjumam bija Kalnioa otra kino-
partitira. Pati filmas radanas atspoguio 20. gadsimta 70. gadu latviedu kinema-
tografam raksturigo tendenci arvien biepék pievcrsties klasikas ekranizcju

mam nelabv¢ligulaiku (1980), Laikmetu griepos (1981), Aizmirstas lietas (1982),
Tereona galva(1982), Akmeoainais ceid(1983), Mans draugs Sokratiod(1984),
Parads milestibq1984), Spriditis (1985), Emila nedarbi (1985), Bailes(1986), Saules-
svece(1986), Aija (1987), Ja m¢s visu to parcietisim(1987), Par milestibu padreiz
nerunésim (1988), Viktorija (1988), Maija un Paija (1990), Mc¢rnieku laiki (1991),
Udensbumba resnajam runcim(2004).

4 Zemes balsis(1969), Paaudze(1973), B¢cgums(2009).

5 Pigmalions (1967), Pasaka par verdiou(1969), Epa kapociod1972), 13 (1974),
Bimini (1981), Laimes lacis(1985), Veca sctnieka piedzivojumi(1985).

5 Nikolajs Zolotonoss (1914-1987) no 1954. lidz 1987. gadam stradaja par mQ-
zikas redaktoru Rigas kinostudija.

”Maziku Aleksandra Leimaoa 1970. gada filmai sacergjis Raimonds Pauls. Taeu
mazak zinams ir fakts, ka sakotngji partitiras kompong¢dana tika uzticgta Imantam
Kalniobam. Kad pienaca darba iesniegdanas termiod, komponists nebija sazvanams,
tadci repisors sitija uz Liepdju savu asistenti uzmeklgazududomakslinieku. Pabeigta
darba vieta tika iesniegts materials, kas neatbilda repisora gaiditajam. Ta ka filmas
pabeigdanas termiod tuvojas beigam, tad tas veidotaji uzrunaja Raimondu Paulu,
kurd filmas maziku sacercja dapu dienu laika (Zile 2007: 254).
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miem. Analiz¢jot Gunara Pieda (1931-1996) spclfiimasNaves ¢na(1971),
Pat, vgjioi! (1973) un Rolanda Kalnida Cepli (1972)8, kinovgsturniece Silvija
Lice secina, ka “pagatnes materials deva iespgju tclainai un diietami distan-
cctai sarunai ar skatitaju par dodienu, par paradibam, kas satrauc filmas
autoru sava laika sabiedrib&d” (Lice 1989: 190-191). Bi pati autore norada

ka jau spclfilma Naves ¢néiezimgjas repisora Gunara Pieda savdabigais stils,
ko raksturo saasinata interese par cilvcka iekdcjo pasauli, tieksme uz vairaku
psiholoiisko tcmu polifonu risindjumu, uz lielu pardzivojumu amplitidu,
tclu kapinot Iidz atkailinatam padatklasmes bridim, k& ari savas tautas kul-
tras teicama pazidana (LTc&989: 195). Zimigs ir fakts, ka pirmais Gunara
Pieda m¢iindjums uz ekrana risinat Lices minctas tcmas spclfilm&arkli
pelckie zied (1961, Gunara Priedes scenérijs) cieta neveiksmi, p¢c kuras
repisors desmit gadus darbojas dokumentalaja kino, jo vidam vairs neuzticgja
spclfilmu veidodanu. Tikai Naves ¢nag(tie panakumi sniedza vidam iespcju
uzoemtPat, vgjioi! (1973). Savas karjeras laika Piesis repiscjis arf pcc Annas
Brigaderes darbu motiviem tapudas filma$priditis (1985), Maija un Paija
(1990), k& arf pcc Andreja Upida romanuKunga patagaun Pirma nakts
motiviem uzoemto Laikmetu griepos(1981).

1970. gadarepisors Gunars Piesis kopa ar rakstnieku Imantu Ziedoni
uzséka darbu pie scenarija spclfilmaiPdt, v¢jioi! . Tas bija pirmais Raida
lugas ekraniz¢jums un lidz ar to neb(t ne viegls darbs, jo bija skaidrs, ka
filmas versijai jaatdiiras no lidzdingjiem teéatra iestudgjumiem: tekstu nacas
sinat. Turklat o7 bija pirma latviedu spclfilma, kuré aktieri runa dzeja; Pcteris
Pctersons to apzimgja kdilmu, “kas pieskarusies misu dramaturiijas tradi-
ciju bltiskajai daiai — dzejas dramai” (Pc¢tersons 1974: 18). Taéu tiedi pats
dzejas dramas panrs raisija aktivas diskusijas par filmas veidotaju tiesibam
brivi interpretct Raida tekstu. Bis tiesibas aizstavgja, piem¢ram, Méaris Pau-
zers, kurd purnal&arogsrakstija: “Diiet, paradoksali, bet kinematografistiski
izteiksmigas runas joma “Pat, v¢jioi!” veidotaji tomcr sasniegudi daudz vairak
neka to Rigas filmu autori, kuru varooi dzivo misdienas un skandc pat glupi
prozaiskus tekstus” (Pauzers 1974: 163) Lidzigu uzskatu paudis art Pcteris
Pctersons purnald.iesma: “[..] filmas autori [..] ir gajudi dzeja, nevis no tas
prom. Tas vidus apvieno, kaut arf bripiem dzird tos stridamies” (P¢tersons
1974: 18). Jo ipadi tiek uzteikta Elzas Radzidoas sp¢ja organiski iejusties tcla,
rungjot dzeja: “Radzidoa runa Raini, runa dzeju, elpo tautas dzejas ritma.

8 Presc 0Ois filmas lielakoties raksturotas ka veiksmigi latviedu literatlras klasikas
ekranizgjumi, kaut arf daudz tiek diskutgts par repisoru pieiautajam atkdpgm no
oriiinala.
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Nevairas no dis ritmikas un nezaudc¢ neké no psiholoiiskas patiesibas. Pacei
to jauné pakapc. [..] Vidai oi dzeja ir mOzika. Tikpat laba k& Imanta Kalnioa
daifilmai rakstita, ari stkos akcentos neskalditadramatiski dziii piesatinata,
lielus iekdcja sprieguma posmus veidotaja mizika{Pctersons 1974: 19)

Tomcr atrodams ari pretgjs viedoklis par filmas veidotaju izv¢lcto ceiu.
“Tas mdsu kinematogréafija ir v¢l nepieredzcts gadijums, ka diametrali pretcjas
domas par filmu ir ne vien skatitaji, bet ari padi filmas veidotji”, uzsver kino-
kritifis Juris Pabgrzs, un ari vida pada skatijums izradas visai kritisks. Tiek
mingcti vairaki trGkumi, bet “pats svarigékais, kas filma pietrikst: tas ir latviedu
tautas dziesmas dzidruma un tiribas. Un pats galvenais, ka filméa ir par daudz:
tas ir parliecigs darbodanés un aridiigu efektu sabiezinajums” (Pabgrzs 1974)
Tiesa, recenzents atzist: tas, ka par 6o filmu presc raksta un stridas vairak
neka par jebkuru citu Rigas kinostudijas rapoto lenti, liecina — tai ir ne vien
trikumi, bet ar? veiksmes, nopietni makslinieciski ieguvumi(Pabcrzs 1974)

Kritikas atsauksmiju polaritati, iespgjams, ietekmgja ari tas, ka scenérija
[idzautora Imanta Ziedooda vizija atdiiras no repisora Gunara Pieda redz¢juma:
repisors veidoja savu versiju par Raida darbu, savukart Imants Ziedonis
vclcjas precizu oriiindla atainojumu. Uz sev uzdoto, itin ka retorisko jauta-
jumu (“Vai tiedam filméa nesaskatu nekéa laba?”) Ziedonis godigi atbild, ka
pirmam kartam novcrtc aktieru sniegumu, kuri “stradajudi nopietni, ar godigu
atdevi un ciedu pret Raida varodiem. Un tapcc ir ievgrojamas aktieriskas
veiksmes.” K& otru pozitivo iezimi vidd min “dodienigi un senatnigi sintez¢to”
Imanta Kalnida maziku, piebilstot, ka ta ari “iznes filmas galveno emocionalo
slodzi.” Bet tredkart, vidaprat, “filma ir nozimiga k& kartcjais kinematogra-
fisk&s domadanas mciinajums klasikas ekranizacija” (Ziedonis 1974). Savu-
kart lielakais parmetums repisoram: “[..] mGzik& emocionalas un skatu rinda
operatoriski emocionalas beigu ainas netiek repisoriski novestas [ildz domas
pilnskanibai, lidz Gatida un Baibas ideju uzvarai. Raida koncepcija uzvarcts
ir Uldis, ne Baiba un ne Gatidd.” Raksta noslcguma Imants Ziedonis piebilst:
“[..] noskatijies filmu, k& scenarija lldzautors nevaru neizteikt savas domas
par repisora koncepciju, kura man liekas Raida “Pat, v¢jioi!” filozofijai un
scenarija iezimctajai filmas satura virzibai visai tala” (Ziedonis 1974). No
savas puses piebildidu: iespgjams, Ziedoni nav apmieringjusi filmas veidotaju
vcime radit Baibu un Gatiou ne tik daudz k& dvgseliski radniecigus, bet
drizak k& batiski atdiirigus raksturus; velak piedavata analize apliecinas, ka
tas spilgti atspoguiojas art abu t¢lu muzikalaja risingdjuma.

Kaut arf Gunéra Pieda veidoto Raida lugas ekranizéaciju pavadija asas
diskusijas, 1974. gada ta sadcma éetras premijas VIl Vissavienibas kinofes-
tivala Baku (par labako klasikas ekraniz¢jumu; par mQziku; otras pakapes
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prcmija par Mates lomas tclojumu aktrisei Elzai Radzidai; prgmija Esmeraldai
Ermalei par debiju kinomaksla). 1975. gadaPat, v¢jioi! tika demonstrcts
Starptautiskaja Sansebastjanakinofestivala (Festival de San Sebagtin)®.

Presc cildinati arf filmas panakumi 1975. gada Maskavas starptautiskaja
kinofestivala. Literatdra un Maksla lasams: “[..] pazistamais franéu kritiiis
un teorctiiis, purnala Cinéma'° redaktors Marsels Martcns (Marcel Martin,
1926) ioti atzinigi izteicas par vizualajam kvalitatcm un tas poctisko nacionélo
koloritu, kam nepiemftot sikumainas un naturalas folklorizcdanas tieksmes,
bet gan mekicts (lai ari ne vienmgr atrasts) arhaisks lielums. [..] ioti patikusi
mdzika, dziedajumi” (Freimane 1975).

Pada filmmdzikas radidanas procesa daicju ieskatu sniedz kinovgsturniece
Silvija Lice. Vida atzimg, ka komponists Imants Kalnidod piedalijies filmas
veidodana no scenarija rakstidanas bripa lidz pilnigi gatavam darbam; taéu
mdzika bija tapusi jau pirms film¢danas sakuma. To klausijudies gan aktieri,
gan repisors, gatavojoties kartcjas ainas uzoemdanai — “noskaodojoties i tai, i
katrs savam tclam, i filmas kopt¢lam” (Lice 1979: 84). Autore salidzina spgl-
filmas PQt, v¢jidi! audiovizualo risindjumu ar repisora Sergeja Eizendteina
un komponista Sergeja Prokofjeva kopdarbu pie filmasAleksandrs Oevskis
(1938). Apcerot savas filmasAleksandrs Oevskisveidodanas procesa veikto
neskaitamo mekicjumu rezultatus, Eizendteins atzimgjisDaudzos gadijumos
gatava mizika rosindja tadus plastiski t¢lainos risindjumus, kadus ne viod
(komponists), ne es agrak nebijam iecercjudi.” Lices ieskata, 8o secinajumu
var attiecinat arf uz Gunara Pieda un Imanta Kalnida radodo tand¢cmir(t,
v¢jioi! ekranizacija (Lice 1979: 84) Abu makslinieku sadarbiba turpinijas
ari spclfilmas Tavs d¢ls(1978), Laikmetu griepos (1981), Spriditis (1985),
Maija un Paija (1990).

Lidzigi ka filma kopuma, ari Imanta Kalnidoa partitira guva dapadas
atsauksmes. Piemc¢ram, jau citctais Juris Pabcrzs bija visai kritisks: “[.jav
noliedzams, ka tai [mQzikai —Z. S.] ir visai liela, ta teikt, padvcrtiba. Glupi
organiski ta sakiaujas ar filmas dramatiskajam kolizijam, darbibas kapinaju-
miem un sabiezindjumiem. Bet rainiskas tautas dziesmas dzidruma, Baibas
dvcseles skaistuma tai pietrikst. Atkalvaina ir ta, ka ari mQzika rakstita it
ka pcc Raida lugas motiviem, bet ne padas lugas” (Pabcgrzs 1974). Turpreti
Andra Krauzes recenzija slavcta “savdabigd, arhaiski un reiz¢ masdienigi
skanoda mazika, kura liela mera palidz radit filmadirisko noskaou” (Krauze

9 Sansebastjanas festivals dibinats 1953. gada 21. septembri un norit ik gadu
Spénija, Basku zemg.
10 Kinopurnals Cinéma iznaca Francija no 1954. lidz 1999. gadam.
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1974). Savukart gramata Padomju Latvijas kinomaksla Imanta Kalnida
mazika filmai PQt, v¢jioi! raksturota dadi: “Ta[..] atklaja tclu dziiéko batibu —
dvcseli; apdziedadanéas un darba dziesmas liecindja par komponista iejudanos
latviedu folkloras melodika un ritmika, pildija arf etnografiski ilustrativas
funkcijas. Muzikala dramaturiija doreiz bija lidztiesigs komponents vizu-
alajam risindjumam un dialogam — to mijiedarbiba veidojas vienreiziga jauna
struktOra” (Lice 1989: 197).

Citata autore Silvija Liceioti precizi fikscjusi iezimes, kas atdiir 8o darbu
no citiem talaika latviedu kinomdzikas paraugiem: gan pladi izmantotos
etnografiskos motivus, gan mizikaslidztie sibu vizualajam risingjumam.
Taéu blakus 8im iezim¢nP(t, vgjioi! partitQra ietver v¢l vairdkas novitates
izpausmes. Tam pladak pieversidos turpinajuma — raksta analitiskaja sadaia.

*k%

lekams formulgju Pat, v¢jioi! muzikala lasijuma savdabibu, vispirms
piedavaju Tsu secigu ieskatu daja partitira saikng ar filmas sipétu Nepa-
kavcoos pie katras epizodes, bet koncentr¢du uzmanibu uz dramaturiiskajiem
mezgla punktiem.

Filma sékas ar episku ievadu, kamerai slidot par Daugavas loku pladu-
miem (Titri ). lespgjams, ta ir tikai sakritiba, taeu izraudzita tonalitate (Fa
mapors) rosina asociacijas ar dabas semantiku senaku laikmetu mazika,
piemc¢ram, Ludviga van B¢thovenaPastoralaja simfonijavai Hektora Berlioza
Fantastiskas simfonijastredaja daia Aina laukos). Mdzika, sasaucoties ar
ainavas kradoumu, rada bezgaliga pladuma ilGziju, kura laiks diiet apstajies
un daba stav péri visam. V¢lak filmas gaita di doma tiek attistita, jo galvenie
varooi smeias spcku daba, uz tas fona risinot savus iekdg¢jos monologus.
levada apvienojas divas tgcmas:

1 1zmantota partitQra, kas glab4jas Latvijas Nacionalas bibliotgckas Reto gramatu
un rokrakstu nodaid, fonda nr. RXA161,83 (138 Ipp.+16 Ipp. varianti). Ta ietver dadus
numurus: 1. Titri. 2. Vc¢ja, 0dens un lietus mQzika.3. Zanes dziesma maltuv¢4. Ga-
tioa stabule pie maltuves5. Andas dziesmasb. Precinieku ieradanas7. Goda pagalms,
| apdziedaddanés8. Didpa dziesma.9.a. | rituéls un meki¢gdana 9.b. Il rituéls un Za-
nes iznakdanalO. Apdziedadanas un ligavu izradidand.1la. Baibas un Gatioa bgg-
dana. 11b. Gatioa sv¢tnica. 12. Gatioa stabule. 13. Dabas himnal4. | Baibas tgma.
15. Il Baibas tgma A. 16. Zanes burdanas[17. numura partitira nav]. 18. 1l Baibas
tcma B. 19. Uldis gatavojas aizbraukdanai un Zanes mekl¢cdan20. Krauja. 21. Baibas
monologs. [22. numura partitdréd nav; ir nosaukums Baiba un Uldis un noréde, ka
tam atbilst mdzikas materiélsil Baibas tgma A]. 23. Baibas balss motivs24. Finals.
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— pati PQt, vgjioi! tcma, kas uztverama ka Mapibas, parlaicibas simbols;
lai cik traiisks bQtu lugas atrisindjums, t& gan sdkuma, gan vc¢lak filmas
beigas skan gaidi un vareni — k& Laika pliduma atveids;

— oftra tcma, kas attistibas gaita (no 16. t.) uzslaoojas?(t, v¢jioi! — liris-
kéka, saviiootéka, ne tik pladu melodiju, kaut art maporiga, tomgr ar
nopdtu intonaciju. Oemot vcra tas funkciju filma (tcma skan Baibas
tcla attisttbas kulminacija, no 848. t.; deit vida pirmoreiz apzinas savu
milestibu pret Uldi), piedavaju apzimgct to k& Milas tgmu.

Turpindjuma apcerigo ainavu nomaina negaisa plositas dabas skats —
V¢ja, 0dens un lietus mQzika. Tas kiQst par visa darba refrcnu, kas jau
sékuma savij galveno varoou — Ulda, Zanes, Baibas un Gatioa — likteous,
pakapeniski filmas gaita tos atdietinot, slani pa slanim. Sedpadsmitdaiu figu-
racija ar tremolo stigu instrumentu grupa v¢lak paradas tiedi dramatiskakajas
ainas:Baibas un Gatida b¢cgdanaZanes burdanasUIdis gatavojas aizbrauk-
danaiun Zanes mekicdana.

Baibas un Gatida b¢cgdanakonteksta of tcma skan destruktivi, atsaucot
atmida viou vajataju Uldi — sedpadsmitdaiu figuréacijai flautu grupa pretsta-
titas elektroiitaras un metalpddaminstrumentu fanfaras ar bungu ostinato
pavadijuma; tembrala nokrasa rada priekdstatu par faunu, agresivu spc¢ku,
kas liek bcgt neatskatoties. SavukarZanes burdanasaina elektroiitaras
sedpadsmitdaiu figuracija izskan k& uzstajigs dzinulis, kas neiauj Zanei apsta-
ties, iekams vida nav atguvusi Uldi.Lidz ar to V¢ja, Gdens un lietus mizika
kiGst par filmas dramatisko kodolu, v¢l pirms esam iepazinudi tas saturu un
sipeta attistibas gaitu. Tcmam arvien ciedak savijoties un uzslaoojoties uz
sitaminstrumentu ostinato fona, mQzika gQst dramatiski piesatinatu un nepie-
[0dzamu raksturu. Tematisk& nepastaviba un nenoturiba radgerpetuum
mobile efektu, kas arf ir Ulda un Zanes iekdcjais dzinulis. V¢ja liektie koki
kadréa simboliski ataino galveno varoou likteous, kas filmas gaité tiks plositi
un salauzti, vctra nolauzta egle ir k& Baibas likteda Taunais priekdvgstnesis.
Svarigi atzimct,ka V¢ja, idens un lietus mizikakrasi atdiiras no daudzviet
filma valdodas, tautiski diatoniskas intonativas sfcras; ta iezimiga ar ekspre-
sivu, hromatismiem bagatu mdzikas valodu un caurvijattistibas principu
formveidg. Tiesa, parceiotiesuz citam filmas epizod¢m, nosacita refrcna
intonacijas bripam zaud¢ savu hromatisko raksturu un iekiaujas valdodaja
diatonika — klausitajam zemapzida paliek vien nojausma par &i materiala
saasinato hromatiku.

Sakotngji var diist, ka daudzas vclak filmas gaita skanodas tgcmas tiek
atvasinatas noTitru , k& arf V¢ja, (dens un lietus mlzikas taéu patiesiba
katram varonim ir ari savs atdiirigs tematiskais materials. Ta vieta, lai mas
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pakapeniski iepazistinatu ar galveno varoou muzikalo portretcjumu, kompo-
nists, lidzigi k& repisors, rada priekdnojautu par stasta beigam jau ta sakuma.

loti zZimiga ir Zanes dziesma maltuvg Dziedot un padai to v¢l neapjau-
dot, Zane priekdvcsta filmas izskaotf. SGkuma gaida, diatoniska melodija
ar rotaiigajam flautu replikdm ir pavisam vienkarda, bet vardi atmioa palie-
kodi — jo Tpadi bridi, kad Astridas Kairidas tclotas Zanes vaigs aptumdojas,
iepriekd jautro dziesmu noslgdzot drimas pardomas. Vc¢lak dis pats materials
izmantots Zanes burdanasaind, bet ne k& vienots veselums. Vairs nav ne
miodas no melodijas rotaiiguma: no sakotngjas tcmas palikudas tikai atsevidias
intonécijas, kas tiek skadkartiski un tembrali varictas, fona skanot uzstajigam
basiitaras perpetuum mobile.

Var atgadinat, ka spclfilmu mlziké salied¢ta vestijuma radidanai dzies-
mas biepi tiek izmantotas ka vienojods elements. Melodija vai vardi asocicgjas
ar k&du konkrctu laiku, situéciju vai emocionélo stavokli, viegli parnesot
skatitaju cita filmas darbibas laik& vai telpa. Vai nu skatitajs neapzinati
atsauc atmioa dziesmas tekstu ikreiz, kad ieskanas tas melodija vai melodiska
intonacija, vai arf viod patur pratd melodiju, v¢l nenojaudot tas vardisko
saturu. Abi veidi ir vienlidz iedarbigi. PQt, vgjioi! gadijumaZanes burdanas
ainasdramatismu pastiprina Zanes dziesmas maltuvsavveidadeformgdana
kas izskan ké likumsakarigs apstiprindjums vidas padas pareiojumaf.

Interesanti, ka abu pozitivo varoou portretcjumu tglaind amplitGda un
ari mlzikas valodas spektrs krasi atdiiras.Visas Gatioa tgmas ir rakstura
tuvas — diatoniskas,gaidas, to attistiba saistita ar variaciju principu. Savu

12 “Skalojosi, velgjosi Daugavioas malioai, rairidu, rairidu, Daugavioas malioa.

Attek zaia lidacida, norauj manu vainadziou, rairidu, rairidu, norauj manu
vainadzio'.

Vainadziou sniedzotiesi, iekrit manis gredzentiois, rairidu, rairidu, iekrit manis
gredzentiois.

Gredzentiou sniedzotiesi, redzu tautas atjajoti, rairidu, rairidu, redzu tautas
atjajot.

Vai bas sligti Gdent, vai tautami lidzi jati, rairidu, rairidu, vai tautami lidzi jat.”

18 K& pretgju piemcru varctu mingt vienu no Mariera Zarida kompongtajam
tcmam spclfilmai Ceplis, ko autors filmas gaita meistarigi ietcrpj dapadas stilistiskas
dziesmuar Pavila Rozida vardiem Es sirdi izrauju un aizmetu to suoiem). Filmas
gaita tgcma ir skancjusi neuzkritodi, taéu gana daudz, lai iespiestos skatitaju atmioa,
bet tikai caur vardiem atkldjas tas patiesa bdtiba. Lidz ar to dziesmas spg¢lfilméas sa-
liedgta vestijuma radidanai var izmantot daudzveidigi: viss atkarigs no komponista
radodas pieejas.
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kulminaciju tcla evollcija glst Gatida sv¢tnicai *4 sekojodas un ar 0 numuru
tematiski vienotasDabas himnas aina, kuras gaita pirmo un otro vijoiu dzie-
dajuma uz parcjo oriestra balsu fona tiek sasniegta ioti sp¢ciga, gaidi himniska
apoteoze. Téa parada visu Gatida jatu kaismi un sirds siltumu, kas tomgr tra-
liski izradas veltigs. Tiesa, nezinot Raida lugas sipetu, skatitdjam deit varctu
rasties arilaimigo beiguil(zija. Taeu jau driz p¢cc tam Baibas tcmasl(Baibas
tcmano 833. t. — diatoniska, ar rokam raksturigu sinkopi, 1l Baibas tcma A
no 881.t. — hromatiska®) liek iejusties cita satura dimensija. Mzika atspogu-
iojas daubas, smeldze, priekdnojautas, vcime tikt skaidriba par savam jatam;
abam tcmam, lai cik atdiirigam, raksturigs pad¢cmiens, kas akcent¢ roman-
tisko ekspresiju — ta ir sekvenéveida attistibd.Baibas tcmasavijas ar ievada
(Titru ) otro tcmu, un tiedi daja aina ta ieglst nozimi, kuras d¢i apzimgju to
ka Milas tcmu. Batiska ir skadkartiska dramaturiija: paradoties Milas tcmai,
fa minoru nomaina Labemol mapors, un vizuala risindjuma konteksta varam
iztcloties, ka jautadjums (milesttba?..) pcc ilgiem mekigjumiem un nezidas
rod apstiprinodu athildi. Tiedi Baibas tcmas iezim¢ krasu paversienu filmas
dramaturiija, jo paradas ka spcjd pretstatsGatioda svctnicaiun Dabas himnai:
KiGst skaidrs, ka vioa iztclota harmoniska idille nav tas, uz ko tiecas Baiba.
Gan | Baibas tcmas gan Milas tcmas materials atgriepas arf Baibas pirms-
naves aina Baibas monolog9, taéu pcdcjoreiz abas Baibas tcmas paradas
findla, kur savijas ar PQt, v¢jioi! (MOpibas tcmu), k& ari Milas tcmu (jeb
otru Titru tcmu). Tagad jau tas vieno tonalitate — Sibemol mapors.

*kk

Viens no galvenajiem filmmuazikasP{t, vgjioi! formveides principiem ir
varicdana — sakot jau ar ievadaTitru ) dubultvariacijam un beidzot ar pladi
izmantoto strofu formu ( Zanes dziesma maltuvqun v¢lak Zanesburdanas
Andas dziesma Precinieku ieradanasa netieds Ulda portretgjums)vai va-
riacijam (Gatioa sv¢tnica Baibas tcmg Baibas monologsu. c.). Interesanti
dai zioasalidzinat Imanta Kalnioa Pt, v¢jioi! ar citu talaika filmmazikas
paraugu — Mariera Zarida Cepli(1972): variaciju principa dapada izmanto-
juma spilgti paradas abu komponistu atdiiriga daiirades ievirze Ceplidoming
panriskas un stilistiskas variacijas (var atgadinat, ka polistilistika vispar tuva

14 1zmantotas galvenokart pastorali idilliski t¢liem raksturigas krasas (harmonija—
mapora diatonika ar bagatigu mediantu lietojumu, instrumentécija — arfas un koka
pGdaminstrumentu tembri; vienlaikus skan ari kontrabass un elektroiitara).

1511 Baibas t¢cma B atvasinata no abu iepriekdmingto tcmu intonécijam.
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Zarida mlzikas batibai — atcer¢simiesPartitu baroka stila). Turpreti Kalniod
konsekventi izmanto melodijas ostinato, ko biepi v¢l paspilgtina ar kadu
ritma ostinato formulu, un veido variacijas ka mcritiecigu kapinajumu,
slaoojot klat arvien jaunus un jaunus faktQras un ritma slaous. Dai zid4a,
iespcjams, izpaupas sasaukdanés ar tiem attistibas principiem, kas redzami
vida simfoniskaja mizika, piemcram, taja pada gada raditaja Ceturtaja sim-
fonija, kas tik ioti sajisminaja 70. gadu sdkuma koncertpubliku, Tpadi jau-
niedus. Jateic, ka ostinato k& maiiski suiestivs attistibas princips — folkloras,
it Tpadi tas arhaiskako sladu neiztrikstoda iezime — tolaik ienaca latviedu
mazika visnotai spilgti kéa t. s. jauna folkloras viida izpausme; to redzam,
piemcram, Paula Dambja kordziesmas, kas 60. gadu beigas/70. gados tapa
sadarbiba ar kamerkori Ave Sol un biepi ietvgcra gan melodijas ostinato
(vienlaikus varigjot faktdru), gan ari kddu perkusivu pavadijumu — ritma
ostinato (piem., Danéu dziesma}. Imants Kalniod ostinato saista ne vien ar
folkloru, bet arf ar citu panru, kuram dis attistibas princips ne mazak rakstu-
rigs— proti, roku, un tiedi uz & pamata pirmoreiz latviedu filmmaQzika rada
folkloras/roka organisku sintczi. Roka klatb(tni nepéarprotami apliecina art
instrumentarijs (elektroiitara, basiitara).

Otra PQt, vgjioi! Tpatniba — neraugoties uz parsvara valdodo mazikas
vienkéardibu (lielakoties diatonika, ostinato, strofu forma utt.), kopgja film-
mazikas kompozicija tomgr ir visai kompliccta. Izmantota isti sazarota vad-
tecmu un vadintonaciju sistcma, ko arf centos iezimct iepriekdgjas analizes
gaitd. Ta Tauj saskatit divus formveides principus, kas atspoguio citu, ne
vairs no folkloras vai roka, bet no akad¢miskajiem panriem aizg(tu muzikéalo
domadanu. Pirmkart, tas irsintezc¢jodas reprizeprincips. Lai gan reprizitate
tas vienkaroakajas izpausmcs biepi sastopama ari citu komponistu filmmuzika
(filmas pirmo un pcdcgjo kadru muzikala sasaukdanas), tomgr sintezgjoda
reprize, kura sakummaterials organiski savijas ar filmas vidusepizodcs izklas-
tito, apliecina jaunu visparindjuma limeni, savveida dialektiskas attistibas
ideju: t¢ z e ka objektivais laika pladums, resp.,P{t, v¢jioi! tcma ievada jeb
Titros; antitcze ka subjektivas izjltas — resp., Baibas tcmas filmas vidus-
epizodgs; 6o mizikas materialsintcz e ka visparinajums finala.

Akadcmiskas mizikas ietekmi atspoguio ari partitdra vgrojamaissona-
tiskums, tiesa, Toti briva traktcjuma. Respektivi, k& nosacitu galveno partiju
ar divam tcmam (Pat, v¢jioi! un Milas tcma) var uztvert ievadu (Titrus). Lai
gan filmas beigés dis ttmas maina tonalitati (ievads Fa mapors, finals —
Sibemol mapors), tas saglabéa episki monumentalo raksturu. Savukart nosacita
blakus partija ir abas Baibas tcmasi Baibas tcma sakotngji skan fa minoré/
Labemol mapora,ll Baibas tcma A vispar apveltita ar izteiktu tonalo nenotu-
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ribu, sekveneveidé&lejojodu raksturu (diklejojuma sakums —fa minors, no-
slcgums— Sibemol mapors). Un tikai finala dis abas tcmas (nosackiblakus
partija) vienojas ar PQt, v¢jioi! un Milas tcmu (nosaciti — galvena partija)
saskaniga Sibemol mapora, bet, galvenaismaina savu raksturu, zaudgjot
trauksmi un it k& pakiaujoties PQt, v¢jidi! rami mierigajam plGdumam.

Varam secinat, ka Imanta Kalnidoa filmmazika ir spilgti izteikta tris kul-
thrslaou sintcze, kas izpaupas tiem raksturigo attistibas pad¢cmienu mijiedarbe
akad¢miskas muazikasformveides principi paradas vienlaikus arok a
unfolkloras arhaisko sladu elementiem. TadcjadPat, vcjidi! spcjiedar-
boties uz skatitaju un klausitaju dapados uztveres [imedos: mizika ietver gan
pirmatngji tiedas emociju izpausmes, gan filozofiski pamatojamu dialektiku.
bada pieeja atspoguio |. Kalnidoa partitGras unikalitati vioa laika latviedu
filmmazikas konteksta.

Imants Kalniod’ Score for the Movie Blow the Wind! :
A New Concept in the History of the Latvian Film Music

Zane Saulite
Summary

Inthe 1973 in the Latvian movie theaters was screened director’'s Gunars
Piesis’ contradictorly acclaimed movie with composer’s Imants Kalniod’ musie
Blow The Wind!. Film historian Silvija Lice believes, that movies general
atmosphere, as well as the mood of the separate scenes, can be affected by
music. While describing composers’ Imants Kalnidd' contrubution to setting
films emotional atmosphere, she writes: “Composer Imants Kalniod partici-
pated in film’'s production from script till post production. Music was com-
posed before the filming. Actors and director were listening to it, while pre-
paring for the next scene and whole films atmosphere in general. The music
required appropriate visual setting” (Lice 1979: 84).

Silvija Lice comparesBlow The Wind! author’s searches for film’s audio
visual concept with director’s Sergey Eisenstein’s collaboration with composer
Sergey Prokofiev on movieAlexander Nevsky (1938). While analyzing ways
of searching countless audio visual concepts during the film’s production
process, Sergey Eisenstein marked: “In many cases music iniciated such figu-
rative resolutions, which nor composer, nor | could have imagined of.” Silvija
Lice believes, that this conclusion might be referable to director's Gunars
Piesis and composers Imants Kalniod collaboration oBlow The Wind!
adaptation as well (Lice 1979: 84).
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Imants Kalnidd has worked in a wide spectrum of genres — from rock
music to symphony. He has also composed scores for movies (28 scores),
documentaries (3 scores) and animated movies (7 scores). He is one of the
first Latvian composers, who brought together completely different genres —
academic music, rock music andarchaic folk music elementsthus changing
the traditional perception of music among the listeners andcreating new
philosophical dimensions in the understanding of music There are some
researches about the 4 Symphony (1973), which was the turning point in
the composefs career and intruduced the Latvian audience with thd<alniod’
unique style, but there are no special researches about the film score for the
Blow The Wind!, which was written the same year and has many similarities
with the 4" Symphony. Both, the film score and the # Symphony, got positive
rewievs from the audience and critics, and are very popular still nowadays.
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Kadences individualizacija dpeza

Dr. art. Cvalds Daugulis
Daugavpils Universitates profesors

levads

Kadences akordu sastavs, komponista individualas kadences formulas
un to ietekme uz dramaturiiska plana veidojumu —tas ir tcmas, kas pietiekami
labi izpctitas akad¢cmiskas mizikas konteksta, savukart dpeza mizikas teorija
kadences uzbiive, akordi un to lietojuma modeii lidz 8im aplUkoti samgra
maz. Dpeza pc¢tnieku gramatas atrodama visparcja informéacija par tipveida
akordu secibam, bet skopi rakstits par kadences saikni ar formveidi, skao-
kartisko pamatu, funkcionalitati un citiem bltiskiem mizikas valodas aspek-
tiem. Visi pc¢tnieki ir vienispratis — kadence ir nozimiga harmoniska seciba
un formveides sastavdaia —, taéu sikaku lietidiu raksturojumu pagaidam
nav. Tadcjadi kadence kiuvusi par savveidaientuio salupladaja dpeza ma-
zikas izteiksmes lidzekiuokeadn& Acimredzot tas skaidrojams tadcjadi, ka
dpeza mizikas p¢tnieki tomger pirmam kartam ir praktiii un ar analizi, salidzi-
nadanu vai visparinadanu ipadi neaizraujas. Bez tam dpezs ir improvizacijas
maksla, un varctu rasties jautajums: kdda jcga analiz¢t un visparinét, ja
tdpat nakama improvizacija jau skan savadak un gan akordi, gan to loma
formveidg jau ir cita? Zindma taisniba te ir... Un tomgr var atrast btiskas
likumsakaribas, kas raksturo dpeza kadences un formveides mijiedarbi.
Turpindjuma aplakosim tas dziiak, piev¢root uzmanibu dapadu dpeza stilu
kadeneu analizei, atrodot kopigo un atdiirigo.

Kadences b(tiba

Terminu kadence (itdiu cadenca no latiou cadere —krist) Ludvigs
Karkliod skaidro ka fpada veida harmonisku secibu, kas nosl¢dz, noapaio
mQzikas domu, tas daiu vai visu skaodarbu (Karkliod 2006: 76). Lidzigu
priekdstatu par kadenci sniedz arf Jurija Holopova raksts izdevumaoca-
Dictionary of Music and Musicians (Badura-Skoda, Jones, Drabkin 2001:
779). Harmonijas vgsture batiba ir kadences evolUcijas vgsture. Starp pirma-
jiem autoriem, kas lietojudi kadences jcdzienu mizikas konteksta, bijudi itaiu
m{zikas teorctiiis un priesteris Florentijs de Fasoli Florentius de Faxolis
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1461-1496, darbs Liber musices 1496) (Oiéfita  1988: 438) un Dpozefo
Carlino (Gioseffo Zarlino, 1517-1590, darbs Le istitutioni harmoniche,
1558) (Badura-Skoda, Jones, Drabkin 2001: 781). Kadences nozime paké-
peniski pieaugusi, un tas izpcte aktivizcjusies 16.—17. gadsimta mQzikas
teorija; visparpiedoemtu skaidrojumu dis termins guvis franéu klavesinista un
izcila teorctiia bana Filipa Ramo ( Jean-Philippe Rameaul683—-1764) trak-
tata par harmoniju (Traite de I’harmonie, 1722). Daudzbalsigaja modéalaja
mazika kadenéu izkartojumu dgvgjam par kadeneu planu (vacu valkadenz-
plan), savukart klasiskaja tonalaja mizika to klatbtne Tauj spriest par tonalo
planu. Tonalais un kadenéu plans parstav skadkartas svarigékos balstus
(noturiba un nenoturiba) visas mazikas formas limeni.

Neiedziiinoties kadenéu formulu vispusiga skaidrojuma un to vgsturiskas
attistibas apskata, turpindjuma noradidu tikai svarigako: kadences harmo-
niskas secibas ir nemitiga evollcijas procesa. Jau viduslaiku mdzikas autori
ir tiekudies koncentrgt dzirdes uzmanibu, intonativo spriegumu un nenoturibu
tiedi pirms noturibas. Turpmajos gadsimtos arvien spg¢cigak iezimgjusies
kadenéu melodiska individualizacija, un ipadi daudz daja joma devis Rihards
Vagners: vida skaddarbos formas skaidribu notudc nepartraukta neatrisinatu
kadeneu virkne. Lidz ar to Vagnera mizikas faktdra vargtu diist amorfa un
neuztverama, ja taja nefigurctu vadmotivi, kas, lidzigi k& niderlandiedgantus
firmus, vieno arf formu.

Krievu muzikologs Boriss Asafjevs Aidén Anadidf petijuma 16¢a-
gaguiay 6181a éaé 1816ann pamatoti norada: “[..] visa mizikas attistiba jeb
formveide ir noturigs lidzsvara stavoklis, kas atrodas starp iegridienu un
nosl¢cguma formulu — kadenci. Kadence ir visnozimigaka intonativa sfcra un
vismuskuiotaka vieta skaddarbd (Afacuda 1971: 7% Asafjevs uzsver, ka
mazikas virzibu stimul¢ art konsonanses un disonanses, to mijiedarbe.

Katram muzikas stilam vai laikmetam ir kopigi kadences uzbQves prin-
cipi, tApgc varam runat, piemcgram, par baroka kadenci, Vines klasiiu ka-
denci, romantiiu, impresionistu kadenci u. c.; vienlaikus tomgr atsevidiu
komponistu daiirad¢ kadences atdiiras. “Katram laikmetam ir raksturigas
savas kadences, kuras vieni komponisti sevidii biepi intong, bet citi no tam
izvairas, piedava savu harmoniju secibu”, norada Boriss AsafjevAfiaduéa
1971: 232). Sevidii bltiski kadences funkcijas, saturs un nozime mainas
20. gadsimta jauno kompozicijas tehniku un atonélas mazikas ietekmg.

Savukart dpeza mizika ar terminukadencesaprotam fpadu akordu se-
cibu kvintu apia ietvara. Negaidita harmoniska atvirze no kvintu apia kus-
tibas ir dpeza kadences raksturiga pazime. Dapkart kadence ir izvgrsta akordu
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seciba, citreiz — tikai dapi akordi. Atdiiras arf dpeza mizikas teorctiiu atzidas
par 6o tcmu. Klasiskaja harmonija kadences atradanas vietu un tas saturu
nosaka formveide. Lidz ar to klasiskaja perioda gandriz katrs teikums no-
slcdzas ar puskadenci, partrauktu vai noslgcguma kadenci. Vai varam klasificct
ari dpeza kadences pcc to vietas forma, harmoniski funkcionala sastava un
pabeigtibas pakapes? Uz diem jautdjumiem mekl¢gsim atbildi raksta turpi-
najuma. Vispirms, lai tuvak iepazitu dpeza kadenci, ieskatisimies formas un
kadences mijiedarbc.

Formas un kadences mijiedarbe

Nav noslgpums, ka 20. gadsimta laikmetigd mdzika tomgr saglabajusi
saikni ar iepriekdcjo gadsimtu mdzikas izteiksmi tiedi formas [imeni. Form-
veides pamatprincipi palikudi nemainigi, [idz ar to varam uzskatit skaddarba
formu par vienu no padiem svarigakajiem mazikas izteiksmes lidzekiiem.
To padu varam attiecinat ari uz dpeza maziku.

Tradicionali dpeza skaodarba forma ir tgma ar variacijam, savukart
tcmas taktis m¢dz apzimct k& kvadratu. Bllzam tipiski 12 vai 16 taktu kvad-
rati. Sastopami ari 32 taktu kvadréti. Dada tipa uzblves raksturigas arhaiskéa
(lauku), klasiska (pilsctas) un laikmetiga bldza formveidei. Klasiska blOza
forma ir 12 taktis, proti, tris éetrtaktu frazes (aa,b). Svarigi ari uzsvert, ka
kvadrata struktQra nav periods: kvadrats nedalas teikumos, un katra teikuma
izskada nav kadences. Bl(za formai raksturiga caurviju attistiba ar kadenci
padés beigés, un tai piemc¢rojama vispéarinata funkcionala shgma T-S-D-T.
Harmoniskéa seciba var ietvert fonisk? iezimigus akordus (parsvara mazie
septakordi) uz visdm diatoniskajam vai hromatiskajam pakapc¢m, neizejot
arpus galvenas tonalitates. K& zinams, frapu skaits un lielums mc¢dz bat

* Amerikaou dpeza harmonijas teorgtiiu skolas ievgrojamakie parstavjiir Deivids
Beikers David Baker), Marks Boulings (Mark Boling ), Dperijs Kikers Jerry Coker),
Dpordps RaselsGeorge Russé), Stivs Benkers3teve Schenkgu. c.; no Rietumeiropas
mazikas zinatniekiem dpeza harmoniju pladék pctijudi Franks HaundildsFgank
Haunschild), Marks Levins (Mark Levine), Rons Millers (Ron Miller ), Akselis Dpang-
bluts (Axel Jungbluth) u. c. Savukart no krievu skolas dpeza teorgtiiiem un praktiiiem
bitiskas atzidas harmonijas joma paududi, piemgram, Jurijs Eugunovei@eé x646-

2 Jurijs Tjuiins defing foniku jeb fonismu (no grieiu phong — skaoa) ka akorda
skangjuma nokrasu neatkarigi no ta tonali funkcionalas nozimes(péei 1966: 148).
Foniku nosaka dadi faktori: saskaoas strukt(ira, skadu divkardojumi, reiistrs, akordu
seciba, balssvirze, instrumentécija.
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dapads-tas atkarigs no skaddarba panra, piemcram, 16 taktu bliza kvadrats
aptver éetras eetrtaktu frazes (4+4+4+4).

Lidzigi k& akadcmiskaja mazika, art dpeza ar kadenéisaprotam daias
noslcgumu. Parasti tas ir divas taktis pcc tcmas izskadas. Te jaatgadina, ka
tcma bl(za beidzas atrak neka mizikas struktira kopuma. Zindméa mcréa to
ietekmg verbalais teksts. Dis divas taktis, kuras vairs neskan tgcma, tiek aizpil-
ditas ar improvizaciju vai vienkardi ar noteiktu akordu secibu. 12 taktu blGza
pcdcjas divas taktis piedemts uzskatit par instrumentalo kadenci, kas savieno
noslcguma frazes beigu posmu ar jauna kvadrata sdkumu. Paképeniski o1
struktOras Tpatniba no bllza parceioja uz citiem dpeza panriem, kiGstot par
savdabigu kadences modeli.

Jaatzist, ka dpeza v¢sturnieku teorijas par formas jautajumiem biepi vien
ir visai atdiirigas un pat pretrunigas. Drodi var apgalvot vienigi to, ka dpezs
nav kadas atsevidias personas radits panrs, bet gan dapadu mazikas kultGru
mijiedarbes produkts, kas izveidojies 19. un 20. gadsimta mija ASV. Katrs
dpeza harmonijas pc¢tnieks kadences uzbQvi un tas atradanas vietu skaidro
savadak. Dalas arf krievu zinatnieku uzskati daja jautajuma. Piemc¢ram, dpeza
teorctiis Jurijs Eugunovs* norada, ka bl(za kvadratu veido éetras astootaktu
frazes (32 taktis) un kadencei tiek atlicinatas katras frazes pcdcjas divas taktis
(6+2) (x6adita 1980: 14). Turpreti komponists un teorctiiis Aleksandrs
Rogaéevs12 taktu kvadrata (tris frazes) kadenci saskata tikai pcdgjas frazes
divas taktis (1da+&a2000: 53).

lepriekd izklastitie viedoKii liecina par formas un kadences izpratnes
atoiirlbam. Uzskatu, ka profesora Rogaéeva skaidrojums par blza formu
un kadenci, raugoties no misdienu viedokKia, ir precizaks. Taéu, lai cik dapadi
bltu blGza formas skaidrojumi, visi pctnieki ir vienispratis — tipiska un
neatdemama bllza 12 taktu kvadrata kadences akordu seciba ir d&da: V—
IV-I. Tair ierasta akordu seciba dpeza, bet nav raksturiga klasiskajai funkci-
onalajai harmonijai (sk. 1. tabulu).

1. tabula.
12 taktu kvadrats
Fraze Fraze Fraze
a a b
1 2 3 4 5 6 7 8 9 10 11 12
| \Y | Vv \Y) |

8 Dapi zinatnieki dpeza kadenci apzimg¢ ar terminibreiks (no angiu break — par-
traukums, pauze). Taéu 0o j¢dzienu lieto ari sitaminstrumentu mdziii, attiecinot to
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Uzskatams piemcrs ir Viljama Hendija William Hendy , 1873—1958)
Sentluisas bl0z&(sk. 1. piemcru):

St. Louis Blues

G7 (o} Cc7 G C Cc7
4 t |k\’| —1 rem— i T o |‘\I|
Greertrs e ate I AT oan |75
D) el L LA R - - I
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1. piemgrs. Villams Hendijs. Sentluisas bllzs

Var paredzct ari tredas frazes variantus ar V, IV un | pakapes septakor-
diem (sk. 2. tabulu).

2. tabula.
Akordu secibu varianti klasiskaja bliza
Fréaze Fraze Fraze
a a b
1 2 3 4 5 6 7 8 9 10 11 12
I IV, I vV, IV, I
I IV, I v, IV, I,V

Tomgr &1 nav vieniga iespgjama bllza kvadrata akordu seciba. Laika
ritum@ bllza harmonija bagéatinjusies, iekiaujot altercto paképju akordus.
Laikmetiga blOza kvadrata akordu secibu 20. gadsimta 40. gados ieviesa
izcilais dpeza komponists un saksofonists Earlijs ParkersQharlie Parker)

uz solo parejas posmos; tadcjadi breiks ne vienmgr sakrit ar kadenci. Breiks piln-
veidojas bllza panra.

4 Jurijs Eugunovs (Pdéé x646iia , dz. 1938) ir krievu dpeza mizikas komponists,
teorctiiis, pedagogs. Augstako mizikas izglitibu viod ieguvis Goesinu Mizikas peda-
goiijas instit(ta (tagad akadg¢mija), kur beidzis kompozicijas klasi pie Arama Haéea-
turjana. Vadijis dapadus dpeza oriestrus un ansambius, piedalijies dpeza festivalos
un konkursos.

5 Aleksandrs RogaéevsA&&énaiad Dida+aalz. 1949) ir krievu komponists un
dpeza mizikas teorctiiis.

6 Sentluisas blizg1914) ir viens no popularakajiem tradicionala dpeza skaodar-
biem. Pirmo reizi tas ierakstits skaouplat¢ 1925. gada. To iedziedajusi Besija Smita
(Bessie Smith kopa ar Luiju Armstrongu ( Louis Armstrong).
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un viens no pasaules dipakajiem dpeza trompetistiem Dizijs GilespijBizzy
Gillespie). Viou improvizacijas varam saklausit sekvences, kuru nebija tradi-
cionélaja bliiza harmonija. Vienlaikus atrodam ari smalki, pat izmeklcti deta-
lizctu, diferencctu akordu virknes. Praktiski katrai melodijas skadai seko
savs akords. Lidzigi piemcri mQzikas v¢sturg jau bijudi: atsauksim atmioa
Johana Sebastiana Baha prelQdijas vcrojamo pulséaciju, kur katra astotdaia
harmonizcta savadak. Tadgjadi varam secinat, ka atsevidiu frapu harmo-
niskas shcmas bllza attistibas gaita veidojas pakapeniski un meritiecigi,
[idz kiuva par raksturigdm o7 panra iezim¢m (sk3. tabulu).

3. tabula.

Akordu secibas laikmetigaja bldza kvadrata

Fraze Fraze Fraze

a a b
1 2 3 4 5 6 7 8 9 10 11 12
LIV, L VoL VoIV, L Vi, .V, LV IV,
LoV, L VoL Vo VIR LI N, VIP, YA
LoV, L VoL Vo v L VL I Vo VL TV,
LoV, VoL IV, VI VI, VIV VIV, IV TV,
LoIVOIVA I VL IV IV e, Vo T,

Pakapeniski izkristaliz¢jas vcl diferencctaki harmonisko secibu varianti
tredas frazes izskaoa, piemegram, I-Hl-Il -V vai seciba |-I-IV-IV* ~I/V-
Ilb7—l7‘ kur I/V akordu uztveram un izprotam ka K ,. Kadences kvartsekst-
akords tomgr ir rets viesis dpeza skaddarbu kadencgs. To saklausam regtaima
un bugi-vugi, savukart citos dpeza panros tas nav sastopams. Vai tadcjadi
dpeza kadence kaut ko zaudg? Visticamak, atbilde bls noliedzoda. Analiz¢jot
bllza akordu variantus, nonékam pie negaidita secindjuma — blGza kvadrata
ietvertajai harmoniju secibai priméara nav virziba uz toniku, drizak gan tas
uzdevums ir panakt maksimalu spriedzi starp pavadijumu un melodisko balsi,
kas izpaupas disonantu akordu virkngs jeb eliptiskas secibas. Vienlaikus japa-
tur prata, ka dpeza harmonija ir funkcionala un vairums akordu savienojumu
atbilst klasiskas harmonijas likumibam.

Salidzinot klasiska bllza kvadrata harmonijas akordus 2. tabula) ar
laikmetigé blGza kvadrata akordu secibu 8. tabula), saskatam nepéara taktis
lielakoties lidzigus akordus, jebkura gadijuma piederigus vienai un tai padai
vai tuvai funkcijai, savukart para taktis akordu skaits pieaudzis, lidz ar to
viena takti iekiauti vismaz divi akordi, kuri m¢ritiecigi veido frapu nobeigu-
mus un vienlaikus iezimg¢ turpméko funkcionalo virzibu (sk. 4. tabulu).
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4. tabula.
Akordu secibas klasiskaja un laikmetigaja blGza kvadrata: salidzinajums
Fréaze Fraze Fréaze
a a b
1 2 3 4 5 6 7 8 9 10 11 12
Lo L L VIV, I, vV, IV, L Vv,
LoV, L VoL IV, VIR, VI VIRV I VIV, VL TV,

Mdasdienu 12 taktu bl(za standarta akordu secibai raksturigs septakordu
un nonakords blivs lldzasnostatijums. Gandriz visos akordos k& ipada dpeza
harmonijas zime iekiauta seksta. To apliecina. piemcra redzama bllza
kvadrata akordu secibaF dur.

Bbors
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2. piemcrs. BlOza kvadréata akordu secibaF dur

Kadence un dpeza panri

Daudzveidigajos dpeza mizikas panros un stilos atrodam atdiirigas formas
un kadences izpausmes. Agrinais regtaimparasti ir astootaktu vai sedpad-
smittaktu periods (aa ) ar divam kadencem. Piemgram, Skota Dpoplinéregtaima

7 Regtaims ir ipads dpeza klavierspgles padgmiens, tuvs tautiskajai bandpo spgles
manierei. Specifiska regtaima iezime ir reguléra ritma pulsécija kreisés rokas partija,
kas uzslaoojas brivi akcentcti sinkopgtai melodijai.

8 Skots Dpoplins Scott Joplin, 1867/68-1917) bija izcils amerikadu komponists
un pianists, regtaimu interprets.
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Izmekictas sinkopes(Elite Syncopations,1902) pirméa kvadrata struktlra ir
divteikumu 16 taktu periods ar tipisku autentisku puskadenci (I1,*-V) un
pilnu pabeigtu noslgguma kadenci (1},,**-V ).

Afroamerikaou skanigas garigas dziesmas — spirieuebgiritual) — vei-
dotas galvenokart k& vienotas tematiskas uzblves 16 taktu periodi. Dada
struktlra izmantota, piemg¢ram, spirieuelosLejup pa upi (Down by the River-
side) un Nolaidies leja, Mozu (Go Down, Moses).

Savukart astootaktu uzblves kvadrats jebhoruse’ ir pamata dziesmu
tcmam. Dziesmas forma® ietver eetrus kvadratus (32 taktis), un to struktdra
ir dada: aaba (8+8+8+8) vai aa ba, vai abab, vai aa bb,. Tgcmas izklastam
(kvadrats a) seko tas varicts atkartojums @ vai a,) un p¢c tam — kvadratsb,
kuru mQziii apzim¢ ar terminu bridge (tulkojuma tilts; saites funkcija, ka-
dence dapkart izpaliek). Tredaja kvadrata tematiskais materials skan jauna
(subdominantes) tonalitatg, un bridge posms zindma mcra uztverams ka
tcmas kulminacijas zona. Repriz¢ (kvadratsa) atgriepas pamattonalitate.
Kvadrata pc¢dcjas divas taktis iezim¢ kadenci (sk5. tabulu).

5. tabula.
Dpeza dziesmas forma
Tcma A
a a b a
8 taktis 8 taktis 8 taktis 8 taktis
6+2 6+2 6+2 vai 8 6+2

Daudzu populéru dziesmu melodiju pamata ir forma aaba Piemcru
vidd var mingt mziklu autora Riearda Rodpera (Richard Rodger) dziesmu
Zilais mgness(Blue Moon, 1934), Hogija Karmaikla (Hoagy Carmichael)
dziesmu Sirds un dvcgsele(Heart and Soul, 1938), Villija Nelsona (Willie
Nelson) Trakais (Crazy, 1961; sk. 3. piemcru) u. c.

DziesmasTrakais (Crazy) struktlras pamata ir eetri astootaktu kvadrati
ar kadencem: puskadence 7. un 8. takti ietver secibu I£|-Ilm_-V_, savukart
pabeigta kadence istenota 15. un 16. takti ar akordiem I-I\VV—I. Tredo kvadratu
noslcdz kadence 23. un 24. takti ar akordiem \/~II_-V_, un dziesmas t¢mas
izskaoa, noslgguma kadencg 31. un 32. takti, izklastiti akordi llm-V_—I.

9 Horuss (chorus) ir Rietumeiropa piedemts bl(za kvadrata apzimgjums.

10 Dziesmas formaaabair pladi izmantota balades panra dapados mizikas stilos,
tostarp rok& un populéraja mazika. 20. gadsimta s@kuma oi forma izkonkurgja trij-
daiuda capo(aba) formu. Pirmés 16 taktis uztveramas k& pants, tam seko piedziedajums.
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Pirmie divi kvadrati atbilst divteikumu periodam ar klasisku puskadenci un
noslgcguma kadenci un pilda panta funkciju, savukart otrais 16 taktu periods
atbilst piedzieddjumam. K& redzam, dziesmas melodija puskadencg jau izska-
nc¢jusi un mgs klausamies tikai akordu secibuVeidojas ta sauktaisizvcgrstais
noslcgums.Dpeza formveides konteksta iekiaujas jauns terminsinstrumen-
tala kadencé! (bliza kvadrata pcdgjas divas taktis).

dd o e T = - e e
Cra- zy= ™~ Cra-zy for feel-m' so lone-ly_ Im Cra-zy_ —
Es Edim Fm7 B7 Es D7 Des7 C7
) I —3— —3 |
P AN I > I I I | I Y Il I ]
e - ® i I\l,;,\“ > o » =1 [ 52—
Cra-zy for feel-n' so blue. 1 kmew=" you'd lovemy as longas you
Fm Fm+7  Fm7 B7 Es As
n I ‘U T ! T T ’_3_‘\ T‘gl\‘\ ]
I I I T I 17 i i I‘\ i I i ; j = |
v [ T T T L4 q . /' _J, _J, L4
want-ed___ andthen some- day__  you'dleave my for some-bod-y new.
Es Es7 As Adim Es EsDEsE F7
P A ‘U T T ,_3}_‘ T ﬂ l l T T ]
(et — e e ee = i i |
\Q_)V I I——I I I I d I :\! I = I | I — | I } 1
3-—
Wor-ry____ whydo I let-my self wor-ry__ Wond' ring
F7 B7 Fm7 B7 Es D c7
| 3 83—
I f = f — ‘ —
I Il 1 Il | Il T T | | Il |-
T T T T T T —* T T T 5T T My = T el |
D] ! [ sy 5 & * 1T I —
whatin the world Eﬁd T do? Cra- zy~— for think-ing that my love could
Fm7 Fm+7 Fm7 As+7 Gm7
9 F I [ I Y 1 ]
r ] r 1l Fo) | = rl r 1 r -
e * £ : S
°) [——— T T T Ty f
held you__ Im Cra - zy for try-ing
Fm7 Es+7 c7 Fm7 B7 Es
- | T Ikl f T ’I\‘?ﬁ T T 1|
— " } T — r 3 |
===t ——
v s . v - b =
Cra -7y for cry-ing andTm Cra-»zy f(or lov - ing you.

3. piemcrs. Villijs Nelsons. Trakais (Crazy)

1 Klasiskaja mdzikéa ar instrumentélo kadenci saprotam solista virtuozitates demon-
strgjumu Tsi pirms skaodarba vai ta daias beigam, taeu dpeza dis jcdziens apzimg¢
Tpadu kadences akordu secibu, kas izskan, kad beigusies dziesmas t¢cma.

183



Mdzikas zinatne dodien: pastavigais un mainigais — VI

Strukturéli noapaiotai dziesmas vai instrumentéla skadodarba tcmai seko
virkne brivu variaciju solo vai ansambli. Atdiirtba no klasiskajam variacijam,
dpeza improvizaciju kvadratos izmaidas gandriz vienmgcr saistitas tikai ar
ritmu un tcmas pavadijuma akordiem. Skaoddarba forma veidojas, ka jau
dados gadijumos ierasts: vispirms izskan tcma, tad tris improvizacijas (dapadi
instrumenti) un atkal tcma. Tas izklasts sakuma un beigas lidzsvaro un noapaio
formu, labvcligi ietekmg¢ skaddarba uztveri un izpratni (sk. 6. tabulu).

6. tabula.
Villija Nelsona dziesmasTrakais (Crazy) struktdra
Tcma Improvizécija Improvizacija Improvizacija Tcma
A A, A, A, A
a a b a a a b a a a b a a a b a a a b a
32 taktis 32 taktis 32 taktis 32 taktis 32 taktis

Praksc piedemtie dpeza skaddarbu formas standarti nav dogma. Daudz
reték sastopam éetrtaktu frazes. Tas izveroot, ieglistam astootaktu uzbdvi,
kas iekiauta visbiepék divdaiu reprizesgaba), krietni reték trijdaiu forméa
(abajeb 12+12+12 taktis vai 16+12+16 taktis, vai 12+16+12 taktis). K&
redzam, iespc¢jami visdapadakie varianti, it ipadi mdsdienu dpeza ietvaros —
tredas straumes, modala dpeza, dpezroka, fijperfdarsenala ir ari sarepii-
tékas struktlras, kas aizgQtas no Eiropas akad¢miskas mazikas vai pasaules
etnokultGram.

Kadence un skaokarta

Par kadences un skadkartas attiecibam lidz dim izdotajas dpeza harmo-
nijas gramatas atrodama visnotai triciga informéacija. Atsevidias atzidas
izklastitas teorctiiu Dpordpa Rasela (Russell 1953), Marka Sabatellas (Saba-
tella 1992), Marka Levina (Levine 1996), Franka Haundilda (Haunschild

1997), Jurija Holopova (Oiéfita  1974), Jurija Eugunova (x646ita 1980)
u. c. autoru pctijumos. Ir batiski visparinat dapadu zinatnieku paustos vie

2 Treda straume(angl. third stream) — misdienu dpeza eksperimentalais virziens,
radies 20. gadsimta 50. gados; tiecas apvienot dpezu ar akad¢misko, tostarp arf mQs-
dienu akad¢misko maziku.

18 Fjipeng(angl. fusion), burtiski sakausgjums -dpezroka atzars, kas integrg dpeza,
roka, fanka, elektroniskds mazikas, etniskds mizikas un masdienu akad¢miskas
mazikas kompozicijas tehniku elementus.
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dokius athilstodi mdsdienu skatijumam uz akorda, skadkartas un kadences
mijiedarbi, tds nozimi.

Kadences akordu izvcli dpeza daudzcjadi ietekmg izraudzitas skaokartas
veids. Lidz ar to harmoniskaja mapora ienak minoram raksturigie subdo-
minantes grupas disoncjodie akordi, savukéart melodiskaja minora ieskanas
mapora akordi un sastopami arf citi skaokartu veidi (Iidiska, miksolidiska,
doriska, friliska u. c.). Turpindjuméa mciinddu apkopot svarigakas tai vai
citai skaokartai atbilstodas akordu secibas.

Pamats jebkuram dpeza skaddarbam ir tipiska un maporam raksturiga
kadences akordu formula IV=V-I vai ii-V—I, vai V-IV—I. Savukart dabiskajam
minoram atbilst secibas v—iv—i, VIP—iv—i, VI*~VII’—i, iv—=VII °=i u. c. Harmo-
niskajam minoram raksturigas ir akordu virknes iv—=V—i, V—iv—i, VI*-V—i.
Attiecigi, harmoniskajam maporam piederas secibas iv—V-I, V-iv—I u. c.,
melodiskajam minoram — IV=V—i, ii-V—i, melodiskajam maporam — v—iv—I,
VII°—iv—I, divkardi harmoniskajam minoram — VI°-vii—i. Tadcjadi varam
secinat, ka skaokartas veids nosaka akorda struktru (mapora, minora,
mazais vai pamazinatais septakords), savukart funkcionalas attiecibas kvintu
apia ietvara ir pamats kadenéu formulu izveidei.

Turpindjuma izklastitas vienkardako kadeneu shgcmas mapora un minora.
Dis akordu secibas dapkart tiek iekiautas arf uzblves sdkuma vai vidl. Ma-
poram ir tipiskas dadas secibas: I-VIm-IlIm-yYI-VI ~llm-V_, I-VI_-Il -V_,
=V ~=VI=L, HIm=VI_~lIm=V_, lllm-VI _~II_-V_. Savukart minoram atbil-
stodas secibas ir Im—g-V_~Im, Im=lIm-V_—Im, Im=Il_-V_~Im, Im-IV _—llg—
V., Im=Vig-lig-V_, lllm=Il_-V_, Im=lll_—Il V..

Daudzas dpeza tcmas sékas ar tipveida harmonijas secib&irkuras ir
lidzigas kadeneu secibam. LUk, dapas biepak sastopamas: I-Vim—lim;-

VIAIm=V,, 1% —lIm=V,, =l —lim=V,, 11 ~lIm=V,, [Im=V ~llIm-Vim,
L=V ~NM=VI, VI IV, L=V=IVm, =] ~IV=IVm, 1=, ~IV=IV* | -l ~
VIm=1, =Im=VI1_~Ilim, =lim=1# —1lim, =112, Ve VI

Pakapeniski kadenéu sechés iekiaujas arf alteracija un hromatisms. Dap-
kart, k& atzimc pctnieks Jurijs Eugunovs, dis secibas veido “izv¢rstus noslc-

gumus” (x6aoiia 1980: 43). Raksturigakas mapora secibas ir dadas: 5+

M=V, =% —lm=1# o, =l 1=V, =L V=V Tm=EPm—lim=IE,,

y -5 © -9 b -5+37
M=V M=V, 118V gV, TIMm=VI= —lIm =V, VI -V -l 55
Vo, 1AV —le=V, =1 AVIm=1, TV ~lim=Vim, Im=V ~lllg-VI, im—

14 Ta sauktafrizieru harmonija (angiubarbershop harmony, barbershop sequenge
ir paralclu hromatiski slidodu septakordu vai kvartu-kvintu attiecibu akordu seciba,
kas pladi lietota agrina dpeza (ap 1865—-1895) perioda.
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VAP =V, IM=IV _—lm=VIm=Il =V, VI® =V_-VII’~VI_, -l =V _—, |-l —
VAVIP =V, =L —IV=IVm-L, =VIEP =I1=IV-I, Im=VIm=II -V _—I. Vairaki
modeii iezimigi ari minora secibu vida: Im-Vi-Il -V , Im=IV_—lim-V_, Im-
IV ~llg-V_, Im=Im_~-VI° =V _ Im-Il_—II.

Savukart akordu secibam = ~lIm-II¥_, -l -IV=IV# vai I-lll -VIm—I,
ir nepieciedams turpindjums, un tas atrodamas galvenokéart uzblves sdkuma.
Kopuma varam nodalit gan autentiskas (\,-I, VII —I, Il -V.), gan plagéalas
(IV=1, 1P ~1, V1P, VIP 1, VIEP ~IV), gan pilnas kadences (I-V_—I).

Dapas atzidas

No iepriekd izklastita izriet, ka galvenie akordi dpeza kadenc¢ tomgr
parstav IV-V—I pakapi (te iekiaujam ari septakordus). Izanaliz¢jot vairakus
desmitus kadenéu veidu, izkristaliz¢jas tipiskas kadences secibas: [-VI-II-V
un llm -V _-VI’maj.. Vai dpeza harmonija batu nepieciedami apzimgjumi
puskadene, partraukta un noslgguma kadence Visticamak, tomgr ne: bliza
periods jau nedalés teikumos, kaut ari harmonisko secibu akordi p¢c bitibas
lidzigi klasiskaja harmonija lietotam secibam, kuras apzimgjam ar terminiem
puskadencevai péartraukta kadence. Bo t¢zi nevaram attiecinat uz visiem
dpeza mazikas panriem. Visparzindms, ka regtaima formas pamats ir div-
teikumu periods, savukart dziesmas 32 taktu forma ir divdaiu reprizes forma
vai divi periodi. Ari te katra kvadrata beigéas ieskanas kadenéveida harmo-
niskd seciba. Tiesa gan, akordu daudzums un to funkcion&la piederiba
kadenccs ikreiz atdiiras.

Lidz1gi k& klasiskaja mazika, ari dpeza harmonija atrodam autentiskas
harmoniskas secibas un lidz ar to autentisku kadenéu formulu (1), plagalas
harmoniskas secibas, kas ir pamats plagalai kadencei (IV—), un pilnas pabeigtas
nosl¢guma kadences (l-V _—I) akordus. Seciba ii-Wpeza mazikas harmonija
tiek lietota visbiepak un atkariba no atradanas vietas skaodarba (funkcijas
form@) ta klasificgjama vai nu k& parasta, vai ari k& kadences akordu seciba
Vienlaikus, k& jau raksta gaita paradits, K, dpeza kadenéu formulam nav tipisks.

Tadcjadi varam secinat, ka kadences dpeza klasificcjamas gan p¢c to
vietas formé&, gan harmoniski funkcionéla sastava un pabeigtibas pakapes.
Atdiirigo nosaka dpeza stilu un panru formveides ipatnibas, dalijums izvgrstas
frAzc¢s un caurviju izklasta princips.

Raksta nobeiguma diiet lietderigi citct klasiskas mazikas teorijas pamat-
liccja Pana Filipa Ramo atziou mizikas estctikas joma: “M0zika rada jltas
un sagada prieku” (citcts pec:lacéél, Plaeéei 1934: 67). Parfrazgjot gribgtos
teikt: kadence dpeza mazik& sagada ipadu prieku, tur tad arf slgpjas ts nozime.
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Individualization of Cadence in Jazz
Cvalds Daugulis

Summary

The questions concerning the progression of chords in a cadence, a
composer’s individual formulas of cadences, and the formations of dramatic
plan are studied rather sufficiently in the classic harmony, but in the theory
of jazz music the summary of the use of cadences is hardly to be found.
Obviously, jazz music theoreticians are more practical and are not eager to
analyze, compare and generalize. We, in our turn, consider it necessary to
thoroughly study the development of cadences, paying special attention to
the analysis of cadences in different jazz styles and clarifying the common
and the different.

The term ‘cadence’ is used to denote a harmonic progression of a parti-
cular type; cadence concludes, finishes a musical thought, its part or the
whole composition. But in jazz ‘cadence’ is understood as a peculiar succession
of chords in the framework of the circle of fifths. An unexpected harmonic
deviation from the order of the circle of fifths is a peculiar feature of a jazz
cadence. Sometimes a cadence is an extended succession of chords, sometimes
it consists of a few chords only. Jazz music theoreticians’ findings in this
guestion also are various.

The interaction of form and cadence deserves a special attention. The
form of jazz composition includes commonly a theme and variations. The
bars containing the theme are named a quadrat. But the structure of the
quadrat in blues theme is not a period. The basis ofagtime formation is
an eight-bar period (@a) with two cadences. Butspirituals are mainly
formed of periods with common thematic structure. Apart from ragtime
and bugi-vugi one will not find the cadential six-four chord in the cadence
of a spiritual. The leading order of chords in the cadence is IV-V-I, lImirf—
V’—I (seventh chords and other chords). A typical cadence formula in the
12-bar quadrat of blues is V-IV-I. In total, among 25-30 cadential progres-
sions we have found both authentic (V- 1), and plagal (IV-I, l1®—1), as well
as complete (IF-V’-I) cadences.

The simplest cadence schemes are sometimes used also in the beginning
or the middle part of a structure. Also alteration and chromatism are gradually
introduced into cadential progressions. It is observed that the chord structure
in a cadence is determined by the type of the scale.
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From the above-said it follows that the leading chords in jazz cadence
still are the IV=V-I chords (including also seventh chords). Among several
tens of cadence types, a typical cadential progression is I-VI-II-V and lImir
V’-VI’maj’ Do the designations ‘imperfect cadence’, ‘interrupted cadence’
and ‘final cadence’ exist in jazz harmony? Supposedly not, since blues period
is not divisible into sentences, though the chords of harmonic sequences in
their essence are similar to the ones used in classical harmony, which are
designated by the terms ‘imperfect cadence’ or ‘interrupted cadence’. This
statement can hardly be referred to all the genres of jazz music. It is a well-
known fact that the basis of the ragtime form is the period of two sentences,
but the 32-bar form of a song is the rounded binary form or two periods.
Also in this case, there is a harmonic cadential progression at the end of
every quadrate. Although, it should be admitted that the number of chords
in cadences and their functional belonging are various.

In the same way as in classical music, also in jazz harmony one finds
authentic harmonic progressions and thus also the formula of authentic
cadences (V-I), plagal harmonic progressions that form the basis of the
plagal cadence (IV-I) and the chords of the complete perfect final cadence
(Il.-V_-I). The sequence of chords ii-V is the most frequently used progression
in the harmony of jazz music and, depending on its position in the compo-
sition, it can be classified both as an ordinary harmonic sequence of chords
and as a cadential progression. At the same time we have clarified also the
non-existence of the cadential six-four chordn the formulae of jazz cadences.

Thus we can conclude that cadence in jazz is to be classified according
to its position in the form, as well as according to its harmonic and functional
composition and the degree of its completeness. Various peculiarities are
determined by the compositional specifics of jazz styles and genres, the
division into extended phrases and the principle of continuous exposition.

Key words: jazz styles, jazz form, cadence, mode.
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IV. KOMPONISTS UN SKAODARBS
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The First Book of Pierre Boulez’'sStructures,
From Automatism to Individual Invention

Ekaterina Okuneva

Summary

The first book of Pierre Boulez’sStructuresfor 2 pianos was written in
1951-52. It became the classical sample of serial music, having made essential
impact on generation of young composers of the avant-garde. Th8tructure
lahas received the greatest popularity from three pieces of this cycl8truc-
tures 1band 1c are relatively less studied. Meanwhile their analysis would
allow to make some conclusions about the development of Boulez’'s serial
technique during difficult and inconsistent period for his creation, when the
new musical grammar is only formed and theoretically proved. But there’s
no denying, that the composer was not sure in the truth of the selected
purposes, and these doubts led him to the dilemma — to create paradigms or
art.

Itis known, that Structureswere an experiment for Boulez. The composer
has defined the purpose so: “| wanted to use the potential of a given material
to find out how far automatism in musical relationships would go, with
individual invention appearing only in some very simple forms of disposition—
in the matter of densities, for example” (Boulez1976: 55). In my paper the
first book of Boulez’s Structuresis considered from the viewpoint of a corre-
lation between automatic and individual in the creative process.
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The sequence of pieces in the cycle does not correspond to the chronology
of their occurrence. Structureswere originally created in a different order:
la, 1c and 1b. Boulez has intentionally changed the construction of the
cycle, “so as to give an anti-evolutionary impression of a whole” (Boulez
1976: 55). Comparative analysis shows how the composer’'s method is trans-
formed from piece to piece.

If in Structures laand 1c the pitch material is borrowed entirely from
Olivier Messiaen’s Mode de valeurs et d'intensiés (with the purpose to
exclude any “stylistic reminiscences” and to remove from himself any respon-
sibility for the invention), then 1b shows a clear desire “to make something
out of the material” (Boulez 1976: 55). The piece is based on two series, the
second of which is derived from the mentioned series of Messiaen. Another
important distinguishing feature of Structures 1bis a permanent transfor-
mation of pitch rows by means of permutations.

The evolution of Boulez’'s method is shown especially clearly in rhythmic
sphere. The rhythmic-temporary space ofStructures lais regulated by the
chromatic duration row, which contains 12 different units in the range of
one S to J. . In addition to it the piece 1c contains also the structures,
consisting of the same rhythmic values (i.e. the rows of 1. §, of 12 N, of
12 ), etc.). So, the polarization of regular and irregular rhythmic formations
is formed within the work. In the Structure 1b the spectrum of durations
essentially expands by means of such methods of transformation as multipli-
cation and division. The contrast of regular and irregular durations of the
piecelc became the opposition between the perfect static and extreme density
of the musical texture in the piecelb.

The first book of Structuresis the real creative laboratory of the com-
poser. The experiments directed on creation and working out of musical
grammar rules were simultaneously the experiences in area of the creative
process, investigating boundaries between automatism and personal inven-
tion. In this respect intention of Boulez to name the first pieceAt the Limits
of the Fertile Land looks like a manifestation of own intentions. The first
book of Structures demonstrates “the process of re-introducing personal
invention” (Boulez 1976: 55) within the limits of the new paradigm created
by total serialism.
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Sound Representation in System of Musical Symbols
(with the Examples from Music by George Sviridov)

Oksana Aleksandrova

Summary

Semiotics is an exclusively interdisciplinary type of science. It gives the
chance to apply the methods acquired in it for analyzing absolutely diverse
objects of art and culture. Semiotics analyzes the cognitive structures a human
operates with. The musical science functions as a way of structuring the
world, generating methods of sound, intonation and figurative structuring.

The questions of interaction of music and visual arts are relevant for a
modern creative activity. Musical art as the art that is associated with the
sound, is its abstract type and it is defined, as it is known, by the program,
which may be presented verbally or visually. The close interaction of sound
and graphic means of music in connection with the word opens wide oppor-
tunities for creation of visual semantics. It gives wide prospects for modern
musical creativity and its scientific studying. Sound and graphic means of
musical art bring to the listener a semantic image and create a visual row.

Many investigators were attracted by the role of the sound patternin a
poetic text. At the same time the phenomena of the sound pattern is studied
as stylistic devices and expressive means. The ways of the sound pattern of
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organizing the musical text by the composers of the 20 century has not
been studied enough.

The sound world consists of internal and external parts. The spiritual
beauty is concealed in the inner part. The intonation layers have symbolical
value and the outlook opens behind simple sounds. It is necessary that the
composer should take into account the inherent characteristics of poetry in
his work on the word: rhyme, rhythm, its size, phonic design. These charac-
teristics severely restrict the composer’'s freedom, placing him within the
framework of the specifics of the chosen poetic text. In addition to formal
external structural indicators, it's necessary that she or he should take into
account the presence of meaning, texture, background levels of information.

Georgy Sviridov's art method and the field of musical figurativeness of
the vocal-instrumental genres caused by it, consists of building the themes
of a new type — a timbre polysemantic type that receives a symbolic multidi-
mensional and allows to identify the set of implications.

Poetic metaphors, allegories and symbols find the original musical
decisions and visuals in Sviridov's compositions. The composer using a variant
technique of writing and ostinato, creates a vivid picture in the choruslt's
Snowingto words by Boris Pasternak, from the cantata of the same name. It
is conveyed wonderfully in the TV-novel by Nikolai Ryapolov Music and
Soul, dedicated to the life and work of the composer. The video clip which
demonstrates the elements of the sound pattern runs against the background
of the chorus.

Thereby, the symbolic world can be found in Sviridov's music as a kind
of semantic formation in the realities of the landscape. We can recall as an
example the first n umber of Poem in Memory of Sergey EsenirfMy Neglected
Land). The line “The crows hit the windows deadly by the wings”, shaded
by a bright symbol of Russian animated nature — “As a blizzard, the bird
cherry tree is waving with the sleeve”, sounds as a presage of trouble. Sviri-
dov’s music enhances the poetic imagery and the visual range of the poem.
Inescapable melancholy of the Russian landscape is being expressed by the
intonation of minor second in a slow, swaying motion of a lullaby. The
symbolic perception of the landscape results in a philosophical understanding
of the visual line.

Musical poetic synthesis in Sviridov’s creativity rises over illustration
level. It is symbolical and has deep meaning.
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018, 92-123
Naeseaia, Adivaeé (2002).16¢0éa aé ncauaaNifio. Aedénaias Adsiiiél. 1in-
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Noidieé, Eaeia (2006). Iocieasiiay naiaioeéa & idlasail aiaseca iocleasi-
fial ifaddeeaiey. 16¢téacuita faddaeaied: fitadaiaiiay fad+iay eioadida-
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Semantics of Night in Finnish Vocal Chamber Music
Irina Gornaya

Summary

With Finns, as well as with other nations of Europe, winter and summer
solstice were the most ancient and most important of the calendar holidays
whose magic essence hasn't disappeared with the acceptance of Christianity.
Depictions of nature are closely connected not only with seasons but also with
day calendar. Summer and winter resist each other, as day and night. In Fin-
nish music of the first decade of the 2@ century, the theme of spring night
has a deeply symbolical sense, expressing the dream of national independence.

Among summer songs, Finnish composers prefer the nanf Summer
Night. The light of the night is compared to the whiteness of lilies. Finns
believe that the shortest night of the year conceals magic in itself. The image
of the midsummer night came to symbolise the irrational side of the Nordic
psyche. The uniquely Northern phenomenon of the midnight sun became a
powerful metaphor for the ethnic othernessof Northern identity in such
works as SummerNight at the Church Yard by Toivo Kuula.

Summer landscapes of Finnish composers are closely connected with
an elegy genre. Finnish composers are inclined tmourning of summer, and
together with it — leaving youth, one-way love. Summer night generates sad
reflections about rapidity of life, fragility of happiness. Motives of natural
and vital circulation are closed with a death, which was the favourite theme
of Finnish national romanticism. Especially the image of death is often present
in songs by Toivo Kuula. The brevity of wonderful summertime generates a
choice of tonalities (Es minor inA Night by Toivo Kuula, Aminorin A Summer
Night by Aare Merikanto, D minor in A Summer Night by Yrj6 Kilpinen).

Especially Finns esteem the night of Juhannus Day. Large number of
night songs of Juhannus can be compared only with Christmas songs. As a
rule, Christmas songs have a modest volume. First of all, these songs are
intended for singing in a house circle. The songs devoted to Juhannus, usually
are monumental and epic. Composers often deliberately juxtaposed different
harmonic styles as symbolic means: for example, use of chromaticism as a
symbol of evil and diatonicism for goodness, naturalness and innocence. So,
each song group gravitates to a concrete genre: summer and spring night
songs to an elegy, autumn night songs to a funeral march, and only winter
night songs have two branches — a mourning choral or a solemn hymn.
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Eeo&a06da & 450484 &
Elmgren-Heinonen, Tuomi (1983). Toivo Kuula. Porvoo: WSOY
Anaouaa, Aiden (1984). 16ciea i1aé biaeit.  Niadonéay i6¢c0éa 6: 62—75
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1[3g41684 1ei0é Aienie ideadaai ia nacod 0aioda eididiasee 1T o6ei-
fiélé 16¢c0éa: Leif Segerstam. List of aks http://co mposers.musicfinland.fi/music
finland/fimic.nsf/WLCBND/segerstam+leif (i81iiii08 6 Adioyady 2013)

125843441 iacaaiey ~afodé aaod éc yoes eaadoaciaganoté eaasoao:
I. Free-pulsatively12:46); Il. Free-pulsatively11:12); lll. Con motd07:22); IV. Adagis-
simo con spirito di Gustav Mahl@2:08).N&aiiité €aad04a0: I. Free-but-secure-
pulsatively(19:38); Il. Adagissim@06:14); Ill. Free-and-secure-pulsative(t2:44).
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2t Composer / Conductor Leif Segerstam. A Conversation with Bruce .Duffie
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The Phenomenon of Free Pulsating Compositions
in the Symphonies by Leif Segerstam

Irina Koposova

Summary

During the 20™ century interest in symphony has not diminished in
Finnish music. Traditional genre for European music is transformed, taking
on new forms. Works by Leif Segerstam (born 1944) are very significant in
this respect. Segerstam is one of the greatest Finnish composers of the sym-
phonic music. He wrote more than 250 opuses. The reason of the highest
productivity lies in a special method of writing which is defined as “a free
pulsative”?e,

The concept of free pulsating composition formed gradually. On a
boundary of 1960s—1970s Segerstam developed the idea of “an organic
musical kaleidoscope” Eiddiiai  2008: 152) connected with music perfor-
mance only under author’s instructions without a musical notation (by
analogy of Karlheinz Stockhausen’s experiences). Then (from early 1980s)
Segerstam began to develop principles of internal conductor’'s mechanism
(free play of an orchestra on sound points-beacons) and “Rosenkranz-
Forms”?” (addition of forms like the structure of beads).

In addition to these signs, the character of sound texture is changed.
Works by Segerstam show more homogeneous and resonant sound; the
structural relief is leveled. The aleatory form of organization also took roots.

Segerstam’s symphonies have become actudligely pulsatingsince the
late 1990’s. They contain the addition of a number of multi-timbral sound
spots sequentially passing into each other. Each of these spots is organized
under the laws of the texture aleatory. Music is performed without a conductor,
therefore this reproduction assumes a special form of internal coordination
between members of an orchestra and also a high measure of freedom in
reading of musical scores.

The principles of this kind are the natural result in the evolution of the
Finnish author. He prefers intuition in creativity. In his opinion the composer

26 Composer / Conductor Leif Segerstam. A Conversation with Bruce .Duffie
http://www .kcstudio.can/segerstam.html (§ifiii08 6 Raioyady 2013)

27 Segerstam Leif. List oforks http://www.fimic.fi/fimic/fimic.nsf/WL WOR?
readform&comp=Segerstam,%20Leif&cat=contemporary_-_classicafidiiiiod

6 A&i0Y4dy 2013)
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is some kind of “therapist listening to the nature”, and compositional process

is a transfer in sounding of impulses borrowed in world around?®. Therefore
Segerstam'’s free pulsation must be understood as a complex phenomenon
covering both compositional and precompositional stages of work.

The word ‘free’ which is included in the name of Segerstam’s method of
composition indicates the high role of spontaneous at all levels of existence
of works: from conception to realization.

Key words: Finnish music of the 20" century, Leif Segerstam, free
pulsative composition.
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Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie
Korhonen, Kimmo (1996). [Vorwort]. Leif Segerstam. Symphony No. 1getc.]. CD
ODE 877-2. Helsinki: Ondine Inc., 4-8
Leif Segerstam. List of Works http://composers.musicfinland.fi/musicfinland/fimic.

Lindgren, Minna (2005). Leif Segerstam NYT!Helsinki: Teos

Segerstam, Leif (1989/1991). Symphony No. 13Leif Segerstam.Symphony No. 13
[etc]. BIS-CD-484. Djursholm: Grammofon AB BIS, 3
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The Canticle of the Sun:;
Kristina Vasiliauskaité’s Church Music

Danuté Kalavinskaité

Summary

The personality of St. Francis of Assisi and hisCanticle of the Sun
(Laudes Creaturarum, ca. 1224-1225) has been admired by artists for many
centuries. Contemporary composers are no exception. For instance, such
composers as Jeronimas KaéinskaSéulés giesmgCanticle of the Sun], an
oratory for soloists, choir and string orchestra, 1982), Olivier Messiaen Saint
Francois d'Assise an opera, 1983), Hilda Dianda (Canticofor choir and
chamber orchestra, 1988), Alvidas Remesald Saulés giesméf-rom the
Canticle of the Sun], a three-part cycle for choir and organ, 1989Pventasis
Pranciokus Asypieti§St. Francis of Assisi], an oratory for soloists, choir of
children, mixed choir and organ, 1991), Algirdas Martinaitis ( Laudes creatu-
rarum quas facit Beatus Franciscus ad laudem et Honorem Dei cantata-
like seven-part cycle for various performers, 1996), Sofia Gubaidulina$on-
nengesang a four-section cycle for cello, chamber choir and percussion,
1997), and Kristina Vasiliauskaité (Cantico delle Creature[The Canticle of
the Sun by St. Francis] obv. Prancidkaus Saulés giesnfiér double-choir,
1997; for mixed choir and instrumental ensemble, 2001; for double-choir
and organ, 2004).

The Canticle of the Sunof St. Francis is a testimony to the praise of
God that emanates from all His creatures. With its repetitionsBe praised,
my Lord it is close to the form of rondo; however, the content of the song
embraces all spheres, from the celestial bodies (sun, stars, moon) through
the four main elements (air, water, fire, earth) to man and his humility
accepting everSister Deathas a gift from God. Therefore, as the mood of
love, faithfulness and glorification unite all the Canticle, the contrast between
life and death permits a variety of musical expressions.

The form and rhetoric of Kristina Vasiliauskaité’s Cantico delle Creature
is discussed in the article. However, because Vasiliauskaité’s approach to
God in her oeuvre (both church music and music for children) is very close
to that of St. Francis, her music can be called a song of praise. The major
part of her music has been inspired by belief, while the author’s personal
experiences are universalised, objectified and expressed through church music
genres. Vasiliauskaité’s composition$/agnificat, Psalm of David, Ave Maria,
hymns to saints, Christmas and Easter hymns, the glorious movements of
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the massesGloria, Sanctug as well as pieces for children with their pure
texture and cheerful mood should be attributed to the joyous side of God’s
glorification, while Stabat mater, Jeremiah Songa nine-motet cycleln pas-

sione et morte Domini, the repentant movements of the masse&yrie, Agnus

Dei) belong to the dolorous side.

The article presents the main characteristics of her style throug@antico
delle Creature melodiousness and musical rhetoric, smooth non-contrasting
flow, variability of various form levels and elements, subtlety and restraint
of emotional expression. The joy in Vasiliauskaité’s music is never loud,
while the sorrow is never hopeless.

Key words: Kristina Vasiliauskaité, Lithuania, St. Francis of Assisj
Canticle of the Sun Lithuanian church music, religious music, contemporary
COMpOSers.
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The Ontology of European Academic Music:
History and Modern Condition

Tatsiana Mdivani

Summary

Music as a kind of art is one of ways of interaction of the person with
the world. The academic music is understood as the music aflevated style
created by the European composers during Modern and Contemporary Times
and presented concretely
1) by musical genres (opera, symphony, oratorio, sonata, etc.),

2) by principles of the organization of a musical material and structure
(sonata, rondo, recapitulation), a dynamic direction of the form, with a
beginning and ending with cadences;

3) systems: music sounds; the accent metrics and the regulated rhythm;
melody, harmony; polyphony;

4) modes of phonation and singing (choral and opera) ways of soundpho-
netics and singing in borders equal to twelve-tone tempered scale;

5) types of records (written musical tradition);

6) types of instruments (piano, violin, bassoon, etc.);

7) a specific rendering culture and intonation.
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All these features represent the Western musical tradition with its domi-
nating idea of rationality and determinism, a strict compositional order, a
logical and closed structure (particularly expressed in the principles of recapi-
tulation and cadence correspondence), and improvisation technique (for
instance, in instrumental concertos or basso continuo). The academic is aimed
at a) creating bright independent and self-sufficient images or image systems,
b) implementing artistic objectives with sounds, c) raising the audience’s
spiritual culture, and d) widening the horizon of aesthetic knowledge. Having
evolved in Western Europe (orAbendland), the phenomenon of academic
music has become a standard for every aspect of composer’s art and remains
important nowadays. In second half of the 20" century the European music
of the academic tradition representing musical avant-garde, has appeared in
crisis by virtue of domination in it of rationalistic principles at all levels of a
musical composition. In the early 22 century under influence of subculture
there were cardinal changes in the phenomenon of music of the academic
tradition.
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Problems of Teaching the Music Language Course at the
Lithuanian Academy of Music and Theatre

Virginija Apanavieéiené
Summary

Process of teaching of the Music Language course consists of theory,
history and practice of music. These disciplines were taught separately until
1981 and according to the new methodology, that has been formed at the
Department of Music Theory, the decision concerning unity of these related
courses was adopted. This new course is prepared for the students of various
performers specialities, for example, for string, wind, piano, folk music
instruments, choir conductors, opera singers.

The Music Language course includes these main parts of the theory and
history of musical periods: Middle Ages& RenaissanceBaroque, Classicism
Romanticism and Modern Music of the 201"—21st Centuries During this five-
semester course students acquire theoretical knowledge of musical forms,
counterpoint and the analysis of harmony.

The lecture consists of three main parts:

— part 1. The theory is presented by the lecturer;

— part 2. Students do practical tasks — create reconstructions of different
musical styles using the computer prograngibeliuswhile supervised by
the lecturer;

— part 3. Students present their individualPowerPoint analysis of a musical
composition, related with the course. These analyses include parts of
theory, scanned note texts, links to the sound records from internet and
examples of fine arts of a particular period. This third part of the lecture
is essential for the students, because one of the criteria of evaluation is
the activity during seminars and lectures.

In addition, every student is obliged to do homework: to create a musical
composition, according to the requirements of different musical periods.

The materials of teaching of the Music Language course are uploaded
in the Moodle system. The internet course of the Music Languag#liddle
Ages. Renaissanceonsists of theoretical part with note examples, videos
and tests. The materials of other courses, such &aroque, Classicism Roman-
ticism and Modern Music of 20"-21st Centuries, uploaded in Moodle system
at this time are less comprehensiveMoodle system is used during exami-
nations, at the end of each course. In year 2013 the author of this article
prepared tests in theModdle system. The students were examinated using
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computers at a computer class. Various homeworks (analyses irowerPoint
program, own music composition examples) were uploaded by students until
the examination day into Moddle system folders, created for the homework
of the Music Language course. The tests are evaluated by the computer
system. Each student can see his or her test results. The results of the whole
course are graphically displayed to the lecturer. This way the lecturer is able
to evaluate the academic record of the students.

The course, uniting both theoretical and practical aspects, grants theo-
retical erudition as well as practical knowledge that are essential to the future
professionals.
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Discipline Theory of Musical Content
in the Modern Higher Music Education Institution

Liudmila Kazantseva

Summary

In recent decades at the Russian higher education institutions of music
due to the efforts of many scientists and educators’ (Valentina Kholopova,
Andrey Kudryashov, Liudmila Shaimukhametova and others) courses, aimed
for studying the content side of music, appear among the traditional discip-
lines of academic study courses of musicology. They naturally have a practical
adaptation of scientific ideas that are being developed by a branch of musi-
cology, which was formed in research of Mark Aranovsky, Boris Asafiev,
Vyacheslav Medushevsky, Valentina Kholopova and others. In Astrakhan,
Volgograd and some other cities of Russia the disciplindheory of Musical
Content carries itself in such a direction.

Taught for about 20 years academic courses have been directing the
attention of the learners to the musical intonation, the musical
imagery,the musical drama, the artistic theme and the idea of the
piece of music,program foundation, to the question of author’s
self-expression, genreand stylistic specificity of the opus,
intertextual connections between artisticworks, interaction of
music with other arts, and other phenomena that determine the essence
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of music, but don't receive the proper learning of the existing academic
disciplines.

The need for this training course is dictated by the accumulation of a
fair amount of knowledge of the artistic side of music — sphere, succumbed
with great difficulty to the study. They are in demand due to the fact that in
the educational process manifestitechnological bias prevails. Academic
disciplines which study ofhow a piece of music is made must be balanced by
other ones allowing to comprehend by the young musiciarwhat exactly is
made by the composer.

The need for the theoretical and analytical discipline aimed on compre-
hension of the music nature and essence also enhances due to the peculiarities
of the contemporary social and cultural situation. There are often great
complexities in the original ways of expression of authors with an avant-
garde thinking. These works of art turn out beyond academic techniques of
music study power, but they are available to the new analytical techniques
developed for penetrating into semantic aspect of the piece of music. In
addition, the figurative and artistic approach to the phenomenon of sounding
allows young musicians to draw near many of non-academic events of the
contemporary culture, for example such as jazz, rock. Being professionally
equipped, they are able to navigate in the complex and varied social and
cultural processes.

The years of practice show that the author’s cours@heory of Musical
Content for higher music education institutions equips students with
knowledge about the most important aspect of music, experience of its
analysis and the need for thoughtful and professionally serious approach to
music. Thus, it effectively promotes formation of the personality of musician.

Key words: theory of musical content, contemporary social and cul-
tural situation, higher music education institution.
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Timbre Hearing: Strategy and Approaches
Tatiana Litvinova

Summary

Timbre hearing is one of the most important components of auditory
development of a performing musician. In the composer activity, the whole
20™ century stayed under the sign of timbre. However, in the ear-training
course within the practice of teaching musical-theoretical disciplines, the
timbre component has not been adequately involved, so far representing a
sort of reserved area

The developed ear-hearing course is built on the principles of increasing
pitch, modal and harmonic difficulties. However, timbre-intonational diffi-
culties are not similar to modal-intonational ones. When developing such a
scale, one should proceed from basic tasks and goals of timbre hearing deve-
lopment.

Strictly, timbre may be considered as that of an instrument or voice,
while in the broad sense it is the sound character showing influence of various
timbre-creating factors. Therefore, the goals and criteria of timbre hearing
development can be learning and recognition of:

— awide range of various timbres;

— gradations within one timbre resulting from various register, articulation
or dynamic conditions;

— timbre combinations;

— interactions of an instrument timbre with other musical means of expres-
sion.

The scale of timbre-intonational difficulties showing the order of study
thereof should include not only auditory recognition of timbres of solo instru-
ments but also their vertical alternation, interaction of instrumental timbres
with articulation, register, texture, harmony, and rhythm.

Sound properties of instrumental combinations very much depend on
correlation of intervals: duplication of the melodic line in unison, in an octave,
with imperfect consonances, etc. Auditory perception of polytimbre sounding
also implies study of texture, register, spectral and dynamic correlations of
instrumental timbres. There can also be auditory differentiation of timbre-
texture components of the orchestral music:

— by number (two-, three- and multicomponent);
— by timbre-texture functions (melody, bass, harmony, figuration, pedal);
— by timbre means performing particular texture function.
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The demands of the time we live in make it necessary to review our atti-
tude to timbre and other components of the “intonational form” (Vyacheslav
for studying. It is being actual nowadays to determine not only gradation
meaning or lengths but also qualitative parameters of sounding. “It is neces-
sary to pay as much attention to expression as we do to notes” — these words
of Lilias Mackinnon, author of a well-known book, about piano performance
(laééeili  1967) are becoming a motto of sol-fa nowadays.

Eeodd0068a
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Tests and Rating Scales to Research the Musical
Aptitudes and Achievements — a Review of Survey
Tools and Methods for Professional Education

Dr. phil. hab. Maciej Kouodziejsk

Assistant Professor Department of Music Education Faculty
of Composition, Music Theory, Rhythmics and Music Educqtion
Academy of Music in U6dé

Abstract

The article acts as the compilation of the theses for the use of test
measurements in the diagnosis of musical aptitudes and the willingness to
take musical improvisation (harmonic and rhythm). The author believes
that only the application of objective tests contributes to a fair and accurate
recognition of musical ability in order to outline the optimal strategy for
teaching and learning of music. The author also depicts the possibilities of
musical achievements survey (musical attributes) through the rating scales.
Measurement is objective and evaluation is subjective. Without measurement
beforehand, a suitable evaluation would probably have been happenstance.
The main purposes of testing include (among other things): selecting in the
course of quantity research the most outstanding pupils to participate in
extended musical activities, discovering pupil’s strong points and weaknesses,
adjusting the educational actions to the individual needs of a pupil within
the frames of general musical education, qualifying pupils to participate in
musical groups and individual lessons, helping a teacher to teach and a pupll
to learn, identifying a (not only) talented pupil with the aim of adjusting the
teaching programme to the pupil’s individual possibilities, using the objective
survey instead of subjective grade, and so on. Selectively, the author describes
the following tests: Audie, Am | Musical? Discover Your Music Potential,
Intermediate Measures of Music Audiation Musical Aptitude Profile, Har-
monic Improvisation Readiness Record& Rhythm Improvisation Readiness
Record, lowa Test of Music Literacy and Instrument Test Timbre Preference,
Advanced Measures of Music Audiationby Edwin E. Gordon. In addition
to this the author discusses the scales estimated to measure music achieve-
ments (vocal performance, instrument performance and, for example, impro-
visation performance). Rating scale is the technique of measuring/sampling
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pupils’ musical achievements/aptitudes performances. Usually it is multi-
dimensional and it can be multi-levelled.

Key words: musical aptitude testing, measurement of musical abilities,
rating scales and their usage, objective research, evaluation in music education.

Instead introduction?

In the educational perspective, the assumed objectivity of education is
related to the issue of didactic survey of both musical aptitudes and achieve-
ments. There are some general intelligence quotient tests measuring the indica-
tors of human intellectual aptitudes, some tests measuring mental and manual
aptitudes and concurrently the musical psychometrics develops (Walker &
Soltis 2000: 99-100). The test methods generally deduce on the subject
psychological features out of its particular creations and activities. The tests
measuring aptitudes — musical in particular — are used mainly for the selective
and prognostic purposes, they help to identify the person’s possibilities and
to choose the directions of further, likely interactions (Wierszytuowski 1979:
175-179) as well as the optimal strategies of teaching/learning. Unusual in
Polish environment, the strategy of musical aptitudes and achievements survey
is presented by Edwin E. Gordon (1986, 1989, 1995, 1998, 1999, 2003,
2004) along with a series of various objective tests: musical aptitudésinstru-
ment timbre preferencé, willingness (or readiness) to take musical improvi-
sation®, audiation achievement8 and also the rating scales to measure the
musical achievements (Gordon 2002). Due to dichotomous division of the
musical aptitude into developing and stabilised ones, Edwin E. Gordon created
a series of tests adjusting to this differentiation. The first group includes the
tests measuring the musical aptitudes which according to the assumptions
of music learning theory develop until the age of nine and they are the subject

1 Some of the described tests | have discussed, in the context of general music
education, in the scientific article Testy Edwina E. Gordona w identyfikacji ucznia
(nie tylko) zdolnego (Kouodziejski 2012b).

2 Audie, Am | Musical? Discover Your Music Potential, Intermediate Measures
of Music Audiation, Musical Aptitude Profile, and Advanced Measures of Music
Audiation by Edwin E. Gordon.

8 Instrument Timbre Preference Testhy Edwin E. Gordon.

4Harmonic Improvisation Readiness Record& Rhythm Improvisation Readiness
Record by Edwin E. Gordon.

5 lowa Test of Music Literacy by Edwin E. Gordon.
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of periodical surveys (even every six months). After the age of nine the musical
aptitude does stabilise and owing to this fact it can be surveyed only once.
To sample the musical aptitudes only the standard tests are used, whereas
the musical achievements are sampled with the appropriate rating scales
(continuous, additive and numeric) with the most possibly objective purpose
of establishing a child’s actual musical achievements level in accordance
with their individual profile of musical intelligence in idiographical and
prescriptive dimension.

Purposes of testing in artistic education (especially music education)

The main purposes of testing include:

selecting — in the course of quantity research — the most outstanding
pupils to participate in extended musical activities,

discovering pupil’s strong points and weaknesses,

adjusting the educational actions to the individual needs of a pupil within
the frames of general musical education,

qualifying pupils to participate in musical groups and individual lessons,
helping a teacher to teach (Gordon 1997: 18-21; idem 1999b: 409)
and a pupil to learn,

identifying a (not only) talented pupil with the aim of adjusting the
teaching programme to the pupil’s individual possibilities,

using the objective survey instead of subjective grade (Gordon 1999b:
410-411),

appropriate intentional musical guidance and conscious education in
compliance with pupils’ capacity leading to musical achievements regar-
ding their potential understood as the combination of inborn inclination
determining the acquisition of achievements/aptitudes/competences,
designing the authentic evaluation so that a pupil’s individual progress
can be measured with relation to the programme frames,

delivering information with the purpose of comparing a pupil’s develop-
ment line with the context of their own possibilities against their class
(Brophy 2000: 64) — also with the context of recognition of a different
profile of multiple intelligences,

protection against exaggerated expectationsof parents and
over-ambitious teachers,

deep analysis of musical aptitude and the verification of acquired this
way reliable information against the knowledge arising from a child’'s
observation at school and at home,
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— projecting compensating activities against other aptitudes,

— possibility of comparing pupils’ aptitudes with their peers which brings
significant information of the quantity type thus completing the survey
with quality data,

— objective evaluation of a pupil’s progress in the domain of musical educa-
tion (Gordon 1999a: 80—-82) along with the evaluation of educational
aims with keeping the pupils’ subjectivity (comp. Oelszlaeger 2002),

— aligning the educational chances and creative guidance of pupils’ deve-
lopment (comp. Hud&kova& Bystr a2011),

— eliminating educational relics in form of the teachers’ common know-
ledge on inability of educational needs adjustment to a pupil’s inclina-

tions,

— defining the level of individual differences and, as a result, planning the
individual teaching and upgrading pedagogical work (Kotarska & Ka-
mifiska 1990: 97-98; Niemierko 1975: 34; Brzezifiski 2002; Ferguson
Takane 2004; Uobocki 2000),

— optimising the educational system in various scopes and phases with
the diagnostic research enabling to constant control of its functioning
(Kotarska & Kamifiska 1984: 12).

Selected tests

Among the tests related to musical aptitude survey by Edwin E. Gordon,
one has to highlight especially the ones which are used in general education.
See the table below with the suggested tests.

) Table 1.
Tests list
Test name: General purpose: Target group:
1 2 3
Audie Discovery of a child’s musical 3—4 years old

(melody and rhythm) potential

Am | Musical?
Music Audiation
Games

Discovery of a child’s musical
potential in terms of melody,
rhythm and harmony

From 7 to 12 years
old and from 13
and more

Intermediate
Measures of
Music Audiation

Diagnosis of elementary musical
aptitudes developing: tonal and
rhythm

Kindergarten (pre-school)
children and children from
classes 1-3 of primary
school but not older than
the age of 9
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1 2 3
Musical Aptitude Objective evaluation of stabilised Children since class four
Profile musical aptitudes: melody and  of general primary school,

harmony, rate and metre, copulas, adults, musicians and
styles and phrasing; projecting  non-musicians
musical activeness in accordance
with musical potential, identifying
a talented pupil
Harmonic Impro-
visation Readiness

Defining willingness to take
harmony/ rhythm improvisation,

Record b A h ' hi Pupils from classes 1-3,
Rhythm Impro- 0DServing t 1€ Progress In achie- o teenagers, adults

S . ving the willingness to take
visation Readiness o L

musical improvisation

Record
Advanced Defining the level of basic musicalStudents, musicians and
Measures of aptitudes stabilised, tonal and non-musicians

Music Audiation  rhythm

Source: own elaboration based on Gordon (Gordon 1986, 1989, 1995, 1998a, 1998b,
2003, 2004).

Audie is a musical game designed to help a parent analyse and under-
stand the musical aptitudes of a three- and four-year-old child. The knowledge
of the child’s possibilities is a tool enabling to design some activities oriented
at the increase of the child’s musical potential. Its results provide the infor-
mation on individual needs of a child in the area of music.Audie (Tonal and
Rhythm subtests) is a kind of a play which a child wants to play by themselves
or with his or her parent. Understanding how Audie works is the key to
effective use of test-play (Gordon 1989b: 1).

Am | Musical? Discover Your Music Potential. Music
Audiation Games — test (musical game) consisting of two parts: the
first one Adult Game is for persons of 13 of age and older; the other one
Young Gameis for persons of 12 of age and younger. Should one of the
games be too easy, the other one should be used. The whole test lasts approxi-
mately 12 minutes (not longer) and consists of 40 questions/inquiries in
each of the gamesThe Adult Game is about comparing so-calledModel
Song(here: the pattern melody) to another melody. The person under the
test has to indicate whether the melody performed as the second one is the
same as the pattern melody or whether it differs against the pattern melody
in terms of intonation, rhythm or harmony. The Youth Game deals with
telling the difference between the pattern melody and another melody in the
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sampled pair without defining difference details. The purpose of this test is

to be provided with the information on musicality or lack of it (Gordon

2003: 17-20).

Intermediate Measures of Music Audiation(IMMA) test measures two
basic elements of a musical aptitude: tonal and rhythm aptitudes. Tasks
include recordings of short phrases played from a CD, used in a group test.
IMMA test is used for the following purposes:

— toperiodically assess and compare melodic and rhythm talents in childrer
idiographic analysis,

— toidentify talented children who could receive additional musical educa-
tion in music bands at school, at dance classes, or musical instrument
classes, and

— to periodically compare tonal and rhythm musical aptitudes in same
age children — normative analysis (Kouodziejski 2010: 50).

Another tool used in the research quoted isMusical Aptitude Profile
(MAP) by Edwin E. Gordon. The test is an advanced perceptive tool to measure
stabilised aptitudes and is aimed at # to 12"-grade children in American
schools and in Poland, the test is recommended starting from the fourth year
of the primary school. The profile is made up of three parts:Tonal Imagery
Test(includes Melody and Harmony tests),Rhythm Imagery Test(includes
Tempo and Metre subtests) andMusical Sensitivity Test(includes 3 subtests:
Phrasing, Balance and Style). MARmeasures three basic components of a
musical aptitude such as musical sensitivity, aural perception and kinaesthetic
musical feeling. The main aim of the test is to provide an objective assessment
of musical aptitude in pupils, based on an analysis of the profiles of specific
results of the test parts. The test requires no musical preparation and may be
used to test people with different levels of musical aptitude (Kotarska &
Bogdan 1980: 5-13).

Readiness for harmonic and rhythm improvisation was studied using
two research tools:Harmonic Improvisation Readiness Record(HIRR) and
Rhythm Improvisation Readiness Record(RIRR) developed by Edwin E.
Gordon. The results of HIRR and RIRR may be used for the following
specific purposes:

— to determine objectively whether a given student has the required harmo-
nic and rhythm readiness to develop his or her improvisation skill;

— to show which type of methodological influence preparing for impro-
visation is most useful for students who attained their harmonic and
rhythm readiness and ones who haven't yet;
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to help the teacher adapt the improvisation teaching method to individual
musical differences between every single student’s level, harmonic and
rhythm readiness (Gordon 1998a: 5; Kouodziejski 2010: 51)

The Advanced Measures of Music Audiation(AMMA) was published

firsttime in 1989 in USA (Gordon 1989). There was no intent to use the test
results to deny applicants admission to music programs in institution of
higher education (Gordon 2004: 7). The Advanced Measures of Music
Audiation test used in the research diagnoses the stabilised musical aptitude
and contains two subtests:Tonal subtest and Rhythm subtest
The results obtained from the test may be used for the following purposes:

as a partial recruitment criterion for higher musical or non-musical
education institutions (where education is provided to future music
teachers),

to identify talented students who may achieve high standards in music
aware of the fact. The knowledge of the student’s actual potential in
terms of musical aptitudes may help in designing a proper curriculum
which may lead the student to achieve more than suggested by his or
her potential, because work that takes account of individual differences
includes many variable characteristics of individuals who are unique by
nature,

to establish objective and attainable expectations for musical achieve-
ment of graduates of musical and non-musical faculties at universities,
to adjust music teaching to private lessons, group teaching in a school
class or work with a musical band, to individual differences in musical
aptitudes between students,

to allocate students to relevant music classes/groups/individual classes
whose curricula are designed in such a way as to address individual
musical needs,

as an aid for secondary school and university students in making deci-
sions concerning their professional careers (Gordon 1989a: 7),

to begin research into the interrelation between musical aptitude and
achievement in foreign languages, school subjects and musical achieve-
ment (Kouodziejski 2010: 50-51).

Selected scales

In order to measure the musical achievements appropriate rating scales

must be used which should be prepared individually by teachers (Gordon
1999h: 429). It gives the possibility of diagnosing and noting the progress of
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a particular pupil and the whole class. Despite the fact that the words ‘survey’
and ‘evaluation’ are used as synonyms by some teachers, the difference,
however, between these two is in the meaning ‘subjective’ (evaluation and
assessment) against ‘objective’ (survey) (Gordon 2002: 5-6). Rating scale is
the technique of measuring/sampling pupils’ musical achievements/aptitudes/
performances. Usually it is multi-dimensional and it can be multi-levelled.
Edwin E. Gordon distinguishes three types of rating scales (Gordon 2002:
51) used to measure the musical achievements:

— continuous;

— additive;

— numerical (Gordon 2002: 15; Kouodziejski 2009: 60-80).

According to Edwin E. Gordon, there are various ways of designing a
rating scale:

— arating scale may have one or more dimensions,

— there may be any number of criteria in a dimension,

— the same rating scale may be used at the beginning and also at the end
of instruction. That is, the same rating scale may be used repetitiously,

— different rating scales may be used at the beginning of instruction and
at the end of instruction,

— some dimensions of rating scale may be used at the beginning of instruc-
tion and the same dimensions may be used at the end of instruction in
the same or adjacent school grades. That is, the second set of dimension
rather than the first set,

— arating scale may be designed to measure vocal performance or instru-
mental performance,

— one teacher may be intended to serve as the sole judge when using a
rating scale,

— two or more teachers may be intended to serve as multiple judges when
using a rating scale (Gordon 2002: 25-26).

There are five dimensions related to the scales of a survey used to evaluate
the musical achievementstonal dimension, rhythm dimension,
expression dimension, improvisation dimension and tech
nical dimension. Within the dimension frames there are various criteria,
like tonality (scale), major or minor (key), macro-bits (i.e. quarter notes in
meter ?,), micro-bits (i.e. eights in meter?), usual meter (i.e.?,, 3, ,, %),
unusual meter §,, °,) (Gordon 2002: 25-26). The survey is performed through
the selection of criteria in one dimension which means that the criteria depend

upon one another due to the continuous(increasing) difficulty of the task. In
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case, considering the aforementioned conditions, it is not possible, there
actually happens to be evaluation but not a reliable survey.

Table 2.
The example of continuous rating scales

Dimension: Tonal achievement
5 — performs chromatic patterns (such as fa—fi-so and do—te—la)
4 — performs tonic, dominant, and subdominant patterns (fa—la—do)
Criteria 3 — performs dominant function patterns (so-ti-re—fa)
2 — performs tonic function patterns (do—mi—do)
1 — performs the tonic (do)

Source: Gordon 2002: 16.

Another scale is semantic differential scale. | do recommend this scale
to be used to sample the vocal possibilities of a child during the process of
recruitment to a school choir or a vocal band. The scale generally relates on
juxtaposing a series of simple binary scales. While creating such a scale, one
has to remember about selecting 10-1%pairs of opposite adjectival terms,
elaborating the answer sheet with the use of rating scales and having completed
the research, to analyse the results (Sagan 2004: 83-87). See the example of
such a scale below.

Table 3.
Example of semantic differential scale used to sample
a child’s vocal during the recruitment to the school choir

7 6 5 4 3 2 1
confident - - - - - - - doubtful
sharp - - - - - - - dull
thin - - - - - - - thick
clear - - - - - - - unclear
light - - - - - - - dark
smooth - - - - - - - hoarse

vibrating deaf

Source: own elaboration.

According to Edwin E. Gordon (quote Kouodziejski 2012a: 284—-289),
the verbal terms: ‘excellent’, ‘good’, ‘average’, ‘satisfactory’, ‘poor’ do not

5 In this example only seven pairs of adjectives were used.
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represent the continuous criteria of survey but serve as examples of evaluation
which neither brings any detailed information on pupil’'s achievements nor
the useful hints regarding what the pupil can or cannot. It is the traditional
evaluation that can be observed on a daily educational basis at the lessons of
musical education. Another proposal directed to the creative teachers is the
evaluation technigue — the use of numerical rating scale.

Table 4.
The example of numerical rating scale

Dimension: Intonation

Criteron: | 0 1 2 3 4 5 6 7 8 9 10 |
I

Poor Average Excellent
Source: Gordon 2002: 17.

The next of the scales (called the additive scale) is a scale in which all of
five criteria are evaluated. The sum of the particular grades gives the pupil’s
result in the defined dimension (tonal, rhythm or improvisational). To grade,
teacher uses the scale from 0 to 5. The additive scale is one of the least
reliable (Gordon 2002: 17), but its quality is significant enough. See below
the example of additive rating scale in tonal dimension.

Table 5.
The example of additive rating scale

Dimension: Tonal achievement
performs with good intonation
performs with acceptable tone quality
Criteria performs with appropriate vibrato
performs with adequate breath control
performs with few or no errors

Source: Gordon 2002: 16.

Conclusion

According to Lew S. Wygotski (Wygotski 2002: 89), “[..] each diagnosis
should be based on critical and careful explanation of data received from
various sources”, therefore it is so essential to control the results of the survey
against the usage of other sources with the information on a pupil — family
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background, teachers’ own observations and the pupil’s self-assessment (see
and comp.: Kouodziejski 2009; Trzos 2011). However, it has to be remem-
bered that the unconstrained over-use of the test results can result in (13lse
interpretation of numeral data, (2) the feeling of guilt and the fear of being
accused of disregarding the available numeral data, (3) using the similarity
rule where there is an inclination to consider people similar to us to be intel-
ligent, (4) excessive reliance on numeral data (Sternberg & Spear-Swerling
2003: 20-21). We have to remember, that, according to Edwin E. Gordon,
measurement is objective and evaluation is subjective. Without measurement
beforehand, a suitable evaluation would probably have been happenstance
(Gordon 2008: 99).

Testi un reitinga skalas mizikas spg¢ju un sasniegumu izpgtc:
profesionalas izglitibas metodes un rikus parldkojot

Macejs Kolodzejskis

Kopsavilkums

Raksts ietver idejas, kas varctu noderct, izstradajot testus mazikas un
jo Tpadi improvizacijas spcju (harmonijas, ritma joma) noteikdanai. Autors
ir parliecinats, ka tikai objektivi testi iauj taisnigi un precizi noteikt muzikéalo
apdavinatibu un Iidz ar to izraudzities padgmienus mizikas macidanai un
macibam. Raksta gaita arf pctits, k& sasniegumus mQziké var atspoguiot
reitinga skalas. Jaatceras biepi sastopamas kilidas to lietojumé: nepareiza
skaitlisko lielumu interpretécija; vainas sajlta, kas izpaupas ké centieni ignorgct
iegltos skaitliskos datus;lidzibas likumsakariba resp., kardinajums atzit
par labiem tos skolgnus, kas kaut kada aspekté lidzinAs mums padiem; to
vai citu skaitlisko raditaju nozimes parspilgcdana (Sternberg & Spear-Swerling
2003: 20-21). Konkrgtu parametru meridana ir objektiva, taéu pats vericdanas
process — subjektivs (Gordon 2008: 99). Tatad, ja m¢ridana netiek izmantota,
vertcjumos var bat parak liels nejaudibas patsvars.

Edvina E. Gordona izstradatie testi iedalami divas grupas. Pirma grupa
ietver testus mizikas spcju noteikdanai; saskaoa ar vioa teoriju, tas visinten-
sivak attistas, Iidz b¢rns sasniedzis deviou gadu vecumu, un daja laika jamgra
Toti biepi (pat reizi sedos m¢nedos). Pcec deviou gadu vecuma mazikas spcju
[fmenis stabiliz¢jas, un ir lietderigi izmantot dapadas reitinga skalas skolgna
muzikalo sasniegumu mgridanai.
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Testcdanas galvenie mcrii cita starpa ir:

— kvantitativa pctijuma gaita atlasit spcjigakos skolgcnus un iesaistit vidus
padziiinatds mizikas nodarbibas,

— atklat skolgnu stipras un vajas vietas,

— ieverojot mazikas izglitibas visparcjas nostadnes, koriict darbu saskaoa
ar skol¢gna individuélajam vajadzibam,

— sagatavot skol¢cnus mazikas nodarbib&m grupés un individuala apma-
cibd; utt.

Autors izlases veida apraksta vairakus testus, ko izstradajis Edvins E.
Gordons: Audie [spcle], Vai esmu muzikals? Atklaj savu mdzikas potencialy
Vidgja limeda mcrijumi mizikas iztcles noteikdanaj Mzikas spcju profils,
Gataviba harmoniskai improvizécijai & Gataviba ritma improvizécijai, Jovas
mizikas kompetences testdnstrumentu tembru prioritadu tests, Papladinatie
mazikas iztcles mcrijumi. Autors ari analiz¢, kddas reitinga skalas lietot,
mcrot sashiegumus dapadéas mizikas jomas (vokalaja, instrumentalaja atska-
oojuma un, piemgram, improvizacija). Reitinga skalas piedava tehniku, ka
izmcrit skolgna muzikalas spcjas un sasniegumus. Parasti tas ir daudzdimen-
sionalas un, iespgjams, art daudzlimeou skalas.

Atslcgvardi: muzikalo spgju testcdana, muzikélo spcju merijumi,
reitinga skalas un to lietojums, objektivs pctijums, vericdana mazikas izglitiba.
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