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PRIEKDVARDS

Krajuma ietverto 29 zinatnisko rakstu pamata ir referati, kas 2012. gada
maija nolasiti Daugavpils Universitates Mazikas un makslu fakultates orga-
nizctaja gadskartcja zinatniskaja konferencg. Konference doreiz bija ieinte-
rescjusi jo Tpadi pladu dapadu valstu un institdciju pctnieku loku. Lietuvas
muzikologu vid{ bija kolcii no Lietuvas mizikas un teatra akadgmijas, Lite-
ratOras un folkloras instit(ta, Pedagoiijas universitates, Vitauta Liela univer-
sitates Kauoa un Klaipcdas universitates; savukart Latviju parstavcja Jazepa
Vitola Latvijas Mlzikas akad¢mijas, KultGras akadgmijas, Rigas Pedagoiijas
un izglitibas vadibas akad¢mijas, Daugavpils Universitates un Ekonomikas
un kultras augstskolas macibspcki un doktoranti. Uzstajas arf kolcii no
Sanktpcterburgas N. Rimska-Korsakova Valsts konservatorijas un AHer-
cena Krievijas Valsts Pedagoiijas universitates, A. Glazunova Petrozavodskas
Valsts konservatorijas, Krasnodaras Valsts KultGras un Méakslu universitates,
Astrahadas Valsts konservatorijas un VVolgogradas Valsts Makslu un KultGras
institOta. Atsevidii pctnieki parstavcgja Baltkrievijas Nacionédlo Zinatou
akadc¢miju, Harkovas Humanitaras Pedagoiijas akad¢cmiju Ukraind, Lodzas
Mdazikas akad¢miju Polija un Ridingas Universitati Lielbritanija. Jau kuplais
dalibnieku pulks vien iauj apjaust, ka gana ietilpigs bijis ari konferencg risinato
zinatnisko problgcmu loks. Referatu tematiska daudzveidiba uzskatama par
Daugavpils foruma raksturigu iezimi, un to atspoguio arf jaunais zinatnisko
rakstu izdevums.

Tradicionalas midzikas pg¢tniecibai veltita lietuviedu muzikologu rakstu
kopa. Autoru intereses sniedzas no pladi tvertas problgcmikas, piemcram,
tradicionalo, modificcto un moderniz¢to koncertinstrumentu attiectbam
(R. Apanaviés) lidz konkrgtu instrumentu — dddu (R. barskiene) un Suvalkijas
tipa kankiu (V. Palubinskiene) — vgstures un funkciongdanas pctniecibai.
Sinkr¢tiska panra — Vastlavja (Meteoa) folkloras — muzikélas daias izpctei
Pemaitijas reiiona veltits L. Petrodienes raksts. Pirmo reizi sikak apllkota
padomju repima izsdtito lietuviedu vijolnieku un vijoimeistaru darbiba Sibirija
20. gadsimta 40.-50. gados (G. Kirdiene). Tradicionalas kultdras izpausmes
skatitas dapadu néaciju un reiionu tautas makslas mijsakaros, balstoties uz
izsmeiodam arhivu fondos un lauka pctijumos ieglitam zioam.

Mazikas vgsturessadaia nosaciti nodiiramas vairakas rakstu grupas.
Vienu no tam varctu dgvgt par panordmas tipa pctijumiem. Bos rakstus
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Priekdvards

iepazistot, glstam priekdstatu par oriestra mizikas kopainu un simfonisko
panru proporcijam latviedu mazika (J. lebedeva). Uzzinam, ka Lietuva, tapat
k& Rietumeiropa (un arf Latvija), 19. gadsimta pcdgcja treddaia un 20gad-
simta sdkuma ieviesas un nostiprinajas romantiska stila ¢rieiblve (EDedu-
kite-Koriene). Vc¢rojam, ka latviedu kultGrvidc daja pat perioda pakapeniski
veidojas instrumentalas kamermuzic¢gdanas radicijas, ar kurdm jaunas un
vidcjas paaudzes makslinieki jau 20. gadsimta sdkuma spcja iekiauties mo-
dernés Eiropas kultlras procesos (L. Pctersone). M(zikas estctikas sadaia
dadu panoramisku skata punktu iezim¢ apcere par komponista personibas
un vida radito skaodarbu mijsakariem (L. Kazanceva), arf pardomas par
laika, vietas un darbibas vienotibu mazika (O. Bergere).

V¢stures sadaia ietverto rakstu otra grupa piedava kada noteikta vgstures
perioda kopaina ieskatities caurviena panra prizmu — pctot, k& Alfrcda
Kalnidoa vokala kamermdzika vcrtcta 20. gs. sakuma krievu un vacu presc
(B. Jaunslaviete), aplUkojot novatoras iezimes latviedu 20. gs. 60. gadu kino-
mazika (Z. Saulite), analizcjot baltkrievu kormdzikas attistibas tendences
(G. Cmiga), sniedzot priekdstatu par somu skadumakslas kopainu 20. gs.
otraja pus¢ simfoniskas (I. Koposova) un vokéalas kamermQzikas panra (IGor-
naja). Turklat zZimigi, ka, neraugoties uz reiionalajam atdiiribam, visai spilgti
iezimgjas vairéku pctniecisko rakursu sasauksme: dapados aspektos vgstits
par nacionalas un vispareiropeiskas pasaulizjtas mijiedarbi, par folkloras
un laikmetiguma krustpunktiem, par laikmetigas mdzikas valodas pastip-
rinatu apguvi Baltijas reiiona valstis divos v¢stures periodos — vispirms 20gs.
sékuma un vclak, pcc pusgadsimta — 60. gados.

SadaiaMzikas estctika un teorija iezimgjas vairaki savstarpgji kores-
pondcjodi raksti, kurus vieno subtcmamuzikoloiija arzemgs . Ta dobrid ir
neapdaubami aktuala, jo papladina redzesloku, iauj paraudzities uz mizikas
analizes problgmam no citiem skatu punktiem — uz panru skaidrojumu
(I. BGdeniece), uz harmonijas sistcmam (C. Daugulis), uz faktdras risindjumu
daudzveidigam izpausm¢m laikmetigaja mazika (D. Zandberga). Cita, starp-
disciplinaras ievirzes subtgcma idapadu mékslu aktiva mijiedarbe. Tai veltits
A. Vecumnieka pctijums par teatralitati mdzika un I. Gailes raksts par skadas
dizaina veidodanu laikmetigas dejas izradc.

Un, k& jau parasti, caur muzikologu rakstitajam rindam lasitaju uzruna
komponisti un viou skaddarbi , raisot v¢lgdanos do miziku padam iepazit.
Noklaustties, piemcram, kopd 1922. gada Ving dzivojuda ukraiou komponista
Sergeja Bortkeviea vclind romantisma stilistika izturcto Klavierkoncertu
kreisajai rokai, kuru abu pasaules karu starplaika daudzos koncertos spclgjis
slavenais pianists Pauls Vitgendteins (N. Franke). No jauna iedziiinaties
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R. btrausaSalomesv¢stijuma, l0kojot tur saklausit eksistencialas mistcrijas
koncepciju un ritualu simboliku (A. Predoiaka). lepazit dzejas un mizikas
savdabigas mijiedarbes formas Georgija Sviridova korm(zika (OAleksan-
drova). Parbaudit dzivaja klausijuméa idejas, kuras Grigorija Korémara
klavierkoncerta fantazija Edvarda Griga pasaulc saklausijudi ta vcrigie
analizctaji (M. Eernaja un S. Kurnosova). Parliecinaties, cik no teorctiskaja
analiz¢ atsegtajam ritma organizacijas finescm ir reali saklausamas L. Nono
skaodarba Il canto sospeso(J. Okuodeva), kadi muzikalie zemteksti Svcto
Rakstu zimju tulkojuma iekodgcti lietuviedu komponistu sakralajas partitiras
(V. Tumasoniene).

Apjoma pieticigaka, tomc¢r gana daudzveidiga iratskadotajmakslai un
mazikas pedagoiijai veltitd sadaia. Te apcercta klasiska mantojuma inter-
pretéacijas problgcmika (G. Zavadska), izcilu personibu iedvesmojoda loma
kopgja kultOrvirzibas procesa (L. Meioiks), k& ari muzikalas audzinadanas
aktuélas problgmas gan konceptuala skatijuma (M. Kolodzejskis), gan ioti
konkrcta, misdieniga rakursa, turklat izvirzot Latvijas mizikas pedagoiijai
jaunu atslcgvardu — etnodidaktika (N. Ldse).

Tadcjadi krajuma iezimgjas savveidayredzena kompozicija Tas ir zZimigi
un likumsakarigi, jo, neraugoties uz p¢tniecisko tcmu dapadibu, virsuzdevums
mums visiem ir viens: izzinat bijudo un apjcgt esodo, domajot par mazikas
tradiciju turpinatajiem un nékotnes mizikas klausitajiem.

lIma Grauzdioa
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Problems of Reconstruction and Using Ethnic
Musical Instruments in Lithuania. |: Process of Modification

Romualdas Apanavieius

Summary

Process of reconstruction of the ethnic musical instruments in Lithuania
has begun in the end of the 19 century and it has been connected to the
national liberation movement of the Lithuanians. It was the first attempt to
use the ethnic musical instruments as the tools of public performing.

According to the new purpose the constructions of these instruments
were developed using the elements of European musical instruments. Also it
has been done strongly preserving the national traditions of the authentic
outside of these instruments and the features of sound and mode of playing.

The first modification of the string instrument kanklés was made in
1928, and later models were constructed in 1932, 1933 and 1954. These
instruments were of the shape of traditionalkanklés from Suvalkija region
of southeastern Lithuania and the number of its strings developed from 12
to 15, 22 and 29. Latest modification of 1964 was based not on the typical
example of kanklés which used to be played by one of the leaders of
Lithuanian national liberation movement of the 19" century doctor Vincas
Kudirka. The shape of the frame ofkankléshas the features of other European
musical instruments, especially the harpKanklés of all the models were the
diatonic instruments but starting from the year 1933, when the mechanism
of changing separately the tuning of each string was applied, there appeared
the possibility to play chromatic sounds as well.

The family of the kanklés consisting of the bass and double-bass
simultaneously was constructed.

The development of the wind instrumentbirbyné (reed pipe) into regular
musical instrument since 1940 has been traced. The appearance of the first
diatonic instruments goes back to the year 1940 and that of the soprano
type to 1950, tenor one in 1953 (latest model in 1960), the double-bass
instrument was made in 1956. These instruments preserved authentic outside
of folk instruments but have a very complicated form of its sound channel
which has possibility to play not only diatonic but as well chromatic sounds.
These three types obirbyné formally are the family of these instruments,
but unlike the kanklésfamily, where all instruments are uniform in the point
of view of its constructions, each instrument of birbyné family is uniform
and differs mainly from each other.
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The wind instrument lumzdelis (flute) developed into regular chromatic
instrument in 1950.

The conclusion can be made that the process of developing Lithuanian
ethnic musical instruments into regular concert instruments has been
connected to the requirements of the national culture and all types of these
instruments more or less preserved main features of the authentic ethnic
instruments.

Key words: ethnic musical instruments, reconstruction, performing,
Lithuania.
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Kanklés of the Region of Aukdtaitija:
The Past and the Present

Dr. ethnology Vida Palubinskiené

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

On the basis of museum exhibits, ethnic instrumental expeditions and
written sources, the author of the article analyses the modified version of
the Sudovian-typekanklés (Lithuanian national zither, or a kind of harp) as
a distinctive phenomenon of ethnic culture having spread in the region of
Aukdtaitija (the Lithuanian Highland region) since the first half of the 20"
century.

Introduction

Facts provide evidence that after the need for Lithuanian nationality
and continuity of traditions gained force and became active in the second
half of the 19" century through the first half of the 20" century, the Sudovian-
type kankléswas chosen as a symbol of Lithuanian identity. The instrument
was started to modify and disseminate in the furthest corners of Lithuania,
even in the region of Dzdkija (Dainava) wherekanklés music could not be
found since the earliest ages. The instrument used to be played either solo or
in ensembles, for oneys own joy and in public places. This type of theanklés
gained special popularity in Aukétaitija. As the instrument had an intense
and dark timbre, a wide sound range, variegated and abundant decorative
elements and a much larger body, it soon became an object of fancy among
the intelligentsia as well as in different organisations, like Young Lithuanians,
the Catholic Spring Association, etc. In the opinion of Algirdas Vypintas,
this was the way the late-period Aukdtaitiankanklés developed (Vypintas
2002: 8). On the contrary to numerous researchers and investigators (Romu-
aldas Apanavieius, Marija Baltréniené, Vida Tarnauskaité-Palubinskieng,
Nida Visockaité-Lungiené, Egidijus Virbadius, etc.), he does not acknowledge
that the aforementioned instrument is a modified model of the Sudovian-
type kanklés.

Investigations related to thekanklés have been presented in research
works by Zenonas Slavinas, Jadvyga Eiurlionyté, Jonas Pvedas, Pranas
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Stepulis, Vladas Bartusevieius, Marija Baltrénieng&, Romualdas Apanavieius,
Vytautas Alenskas, Alfonsas Motuzas, Arvydas Karadka, R(ta parskiené,
the author of the present article and other works.

Sporadic information on the Aukdtaitian kanklés and players of this
instrument can be found in the co-authored monographSenosios kanklés ir
kankliavimas (The Old Kanklés and Kanklés Performancg (Apanaviéius,
Alenskas, Palubinskienég, et al. 1994).

The work Tradicinis kankliavimas (Traditional Kanklés Performance)
by the author of the present article (Tarnauskaité-Palubinskiené 2001)
contains investigation of different ways of playing the kanklés, provides
knowledge on the old kanklés players and the performance repertoire. In
the monograph Kanklés lietuvig etningje kultiroje (The Kanklés in Lithuanian
Ethnic Culture) (Tarnauskaité-Palubinskiené 2009), the author presents the
results of detailed research on the heritage related to the instrument itself,
kanklés players, playing thekanklés and 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 during the second
half of the 19" century through the first half of the 20" century. Nevertheless,
the spread and entrenchment of the modified Sudovian-typ&anklésin the
region of Aukdatitija in the 20™ century is not analysed separately in the said
works.

Information on the birth and activities of the modified Sudovian-type
kanklésensemblePasagéldLil’ Horseshoe) in Utena district, approximately
at the end of the 20" century can be found in Asta Motuziené'’s short pub-
lications (Motuziené 2001, Tradicinis kankliavimas diuolaikinés kult(ros
plotmé&je 2008) and articles (Motuziené 2002).

The aforementioned works mostly describe concert activities bkanklés
players of Utena district as well as the tradition of organising the annual
Skambantys kankleliai(Resounding Kanklég summer camp in the settlement
of Uppaliai, yet none of them contains an analysis of the modified Sudovian-
type kanklés, ways of playing and the repertoire as distinctive cultural
phenomena.

On the basis of the works published, data obtained during ethnic instru-
mental expeditions and information received from teachers, the author of
the present article is making an attempt to overview the development of the
modified Sudovian-typekanklésand the situation of the instrument in present-
day Aukdtaitija.

The object of the researd is the kanklés of the Aukdtaitian
region in the past and in the present.
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The goal (objective) of the researtistooverview the usage
of modified Sudovian-type kanklésin the region of Aukdtaitija.

The conclusions of the investigation carried out by invoking the
comparative and descriptive methodsindicate that when the tradition of
men playing the kanklés was disappearing in the 20' century, one third of
kanklésplayers consisted of women playing Sudovian-type instruments. The
kanklés was modified by efforts of the skilled craftsmen, Stanislovas Rudis
and, later, Juozas Ladas, and disseminated all over Lithuania, mostly in the
region of Aukdtaitija.

In e ssenceplaying the Sudovian-typekanklés differs quite little from
traditional Sudovian kanklés performance, as the instrument, with a few
modifications, was taken over from Sudovians.

Key words: kanklés, museums, exhibits kanklés music.

The kanklés and kanklés players in the past

Museums

Besides the traditionalkanklés, modified instruments having peculiarities
of all the three instrument types also used to be played in Lithuania. The
modified Sudovian-typekanklésis spread all over the territory of Lithuania
and has mostly entrenched itself in the region of Aukdtaitija (districts of
Panevépys, Pasvalys, Radvilidkis, Pakruojis, Utena, Anykdéiai, Kupidkis,
Rokidkis, etc.).

Kanklés of this type may be found in the Open Air Museum of Lithuania
(hereafter referred to as LBM) (three exhibits), the National Museum of
Lithuania (IEM EM, two exhibits), Panevépys Museum of Regional Studies
(PKM, two exhibits), the Museum of Rokidkis Region (RKM, one exhibit),
the Lithuanian Academy of Music and Theatre (VK, one exhibit), Diauliai
Audra Museum (BPAM EB, one exhibit), and the Samogitian museurlka
(TKM) having one exhibit.

According to the traditional classification of kanklés presented by
Romualdas Apanavigius in 1986 (Apanavieius 1986), the modified Sudovian-
type kanklésis attributed to the third type of the instrument (11l ;%). Modified
instruments have glued bodies. The majority of exhibits belonging to this
type are flat-bottomed. The maximum side length is 2000 mm (LBM 342) —
930 mm (RKM 4651). Nevertheless, comparatively small examples of the
kanklésalso exist, e.g., 620 mm (IEM EM 157). The height of bodies equals
to 360-380 mm (LBM 342, RKM 3030), but lower examples of the
instruments can be found, as well, e.g., 260 mm (IEM EM 157). The wider
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end most often has an obliquity of 135°x35° (IEM EM 157) and is finished
with a large or small horn or, in some cases, with a head of a dog (RKM
4651) or dragon (BPAM EB 3801). Meanwhile, the narrow end is rounded
(RKM 4651) or has an unusual odd shape (IEM EM 157).

The most typical number of single strings is 13—-32, the number of double
strings being 17-24. Instruments are usually decorated with resonance holes
notched in the shape of an oval (IEM EM 157, RKM 3030, LBM 342) or
five-to-seven pointed star — a cinquefoil, hexafoil, or heptafoil (LBM 33013,
RKM 4651) as well as different drilled ornaments (LBM 33013). Kanklés
are mostly painted in black, and, in some cases, brown, yellowish or yellow.

A collection of eleven modified Sudovian-type instruments has been
gathered by the craftsman Egidijus Virbadius.

Expedition data

15 examples of modified kanklés were recorded in North-Eastern
Aukodtaitija during the third ethnic instrumental expedition in 1989. The
respondents drew four examples of the&kanklés from memory.

Valerija Jokubénaité-lkamiené residing in Birpai district played a 10-
string Sudovian-typekanklés? inherited from her father, Mr Jokubénas (19"
century). The teacher Broné Bernieridhad seen girls playing yellowish colour
kanklés with double strings at a feast of young farmers organised in the
town of Birpai in 1937. The respondent Jonas Vé&jini$ remembered that in
his living surroundings men used to play maple wood Sudovian-typ&anklés
having 12 or more strings.

Other participants of the research from the aforementioned district
(Petras Degli§ and Marcelé Garjonien&) played modified third-type instru-
ments having 16 strings; meanwhile, Mr Taménas played a 12-stringed
kanklés and had crafted for himself another instrument — a modified third-
type kanklés with 24 strings.

! Valerija Jokubénaité-lkamiené&, born in 1888, Gervelénai village, Papilys rural
district, Birpai county; died in 1961, Eiskudpiai village, Birpai district.

2 1t is not clear whether the instrument was modified.

8 Broné Perniené, born in 1931, Birpai.

4 Jonas Véjinis, rural district of Parovéja, Birpai district; date of birth unknown.

5 Petras Deglis, born in 1931, Nemunélio Radvilidkis, Birpai county and rural
district.

6 Marcelé Garjoniené, Birpai; date of birth unknown.

" Taménas, Pandélys rural district, Birpai county; date of birth unknown.
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Jonas Dilys$ from Kupidkis district played a kanklés made in 1936 by
Juozas Ladas. He also remembered that identical instruments used to be
played by Petras Vinkdneli$and Elena Vinkdnelyté-pvirbliené&® as well as
Onuté Mikuckiené!t, Ms Grylavikiené*?, Ms Svedauskaité® and other mu-
sicians of the neighbourhood. Adomas Petrauskasliving in Kupidkis district
holds a 20-string kanklésin the museum he has established. The instrument
was left by a visitor (Petrauskas does not remember his name). According to
the construction and ornamentation, the instrument must have been crafted
by Juozas Ladas.

Respondents from Rokidkis district, Paulina Gikyté-Tumiené and Julija
Baltudkaité-Starkuviené® also play instruments that are works by J. Ladas.

During the 1989 ethnic instrumental expedition in Northern Aukdtaitija,
the largest number of facts and observations (10) related to playing the
kanklés were recorded in Panevépys district, followed by the districts of
Utena (5), Pasvalys (3) and Anykdeiai (2). No spots of playing th&anklés
were observed in the districts of Zarasai, Ignalina and Bvenéionys. Therefore,
it is complicated to distinguish what form of the kanklésused to be played
there.

Jonas Pedkdsresiding in Pasvalys district had a modified third-type
kanklés but could not remember who had crafted the instrument. Jonas
Daumantast® had made a modifiedkanklés in 1935 after having a look at

8 Jonas Dilys, born in 1907, Sliepidkis village, Svédasai rural district, Rokidkis
county; died in 1989, Bauklidkiai village, Kupidkis district.

9 Petras Vinkdnelis, died approx. 1976; lived in Svédasai town, Anykd&eiai district;
date of birth unknown.

10 P. Vinkdnelis’ daughter, Savieilinai village, rural district of Svédasai, Anykdegiai
district; date of birth unknown.

11 Onuté Mikuckiené, Svédasai town, Anykdeiai district; date of birth unknown.

2 Grylavikieng, place and date of birth unknown.

18 Svedauskaité — a teacher, Subagéius Railway Station, Kupidkis district; date of
birth unknown.

14 Adomas Petrauskas, born in 1914, Kupidkis district.

15 Paulina Gikyté-Tumiené, born in 1920, Svédasai, Rokidkis county; lived in
Kalviai village, Rokidkis district.

16 Julija Baltudkaité-Starkuviené&, born in 1925, Juodonys village, Kamajai rural
district, Rokidkis county; lived in in Kalviai village, Rokidkis district.

17 Jonas bedkas, born in 1913, Pumpénai town, presently Pasvalys district.

18 Jonas Daumantas, 1899-?, Krikliniai village, Pumpénai rural district, presently
Pasvalys district.
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books. The same type of instrument used to be played by his daughter Janina
Daumantaité-Juzéniené.

The majority of modified Sudovian-type instruments that spread in
Lithuania during the first half of the 20 ™ century were crafted byStanis-
lovas Rudis®from KrekenavaandJuozas Lada$¥ from the settlement
of Svédasai.Kanklés of the same type also used to be made by the Utena
craftsman,Jonas Liuima?.

Kanklés players living in the neighbourhood of Panevépys, Utena or
Anykdéiai play instruments made by the craftsmen Rudis and Ladas. Their
instruments have spread not only in the districts of Panevépys (settlement of
Krekenava), Anykdeiai (settlement of Svédasai), Utena (Settlement of Uppa-
liai), but also in other Lithuanian territories like the vicinities of Pakruojis
(settlement of Rozalimas), Radvilidkis (Opaiéiai, PociGnéliai, etc.), Tauragé,
Raseiniai (Ariogala) and Trakai (Onudkis). Even Lithuanian players living
inthe USA (e.g. P. Blilmas, etc.) use instruments crafted by Rudis. According
to the witnessing given by the respondent Ona Slavinskaité-Rudief# the
craftsman Stanislovas Rudis got interested in th&anklés around 1920 en-
couraged by Vytautas Kadpy%, a Pan flute andkanklés player. The latter
had oftentimes seen a twelve-string Sudoviakanklésat the musician Pranas
Puskunigis? home in Skriaudpiai, district of Prienai, learned to play the
instrument himself and offered Rudis (as a woodworker and furniture maker)
to go and see the instrument. The craftsman brought drawings, a description
of the repertoire and the way of playing, which were later elaborated. At

1% Janina Daumantaité-Juzéniené, born in 1938, Molilinai village, Pumpénai rural
district, presently Pasvalys district.

20 Stanislovas Rudis (Rudys), born in 1880, Mueidnai village, Krekenava rural
district, Panevépys county; died in 1949, Krekenava.

21 Juozas Ladas, born in 1912, Saviéilinai manor, Svédasai rural district, Rokidkis
county; died in 2005, Saviei(nai village, Svédasai administrative area, Anykdeiai
district.

22 Jonas Liuima, ?, Utena. No more data has been gathered about this craftsman.

% Ona Slavinskaité-Rudiené, Stanislovas Rudis’ wife, 1910, Pavermenys manor,
Truskava parish, Ramygala rural district, Panevépys county; in 1930-1993 lived in
Krekenava, Panevépys district.

2 \/ytautas Kadpys, leader at the Young Lithuanians organisation; shot in 1941.

% Pranas Puskunigis-Vaitiekus, also known as Kriauéiukas, Dainius, and Kan-
klininkas; born in 1860, Kaitiliai village, Sintautai rural district, Bakiai county; died
in 1946, Skriaudpiai town, Marijampolé county.
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first he used to craft twelve-string instruments, and later, motivated by the
fosterer of kanklésculture, Justinas Strimaitig®, he started producing instruments
having 16, 18 and 20 strings that were glued from separate components.

To make instrument bodies, he would use cherry, wahoo, ash and maple
wood, and fir wood to make the upper (top) panel where he would notch a
resonance hole. To attach strings, classical zither tuning pegs were used.
Jointly with his wife Ona he created interesting and picturesque ornaments
as well as monograms consisting of customers’ initials, dates of production
and his own name. Stanislovas Rudis crafted about 2000 instruments in
total.

Figure 1. A kanklés crafted by Stanislovas Rudis in 1934. Courtesy of
the personal musical instrument collection of Egidijus Virbadius.
Photo by Vida Palubinskiené&, 2003

Ona and Stanislovas Rudis also taught inhabitants of other places to
play the kanklés. In 1930, they had organised an ensemble of 2&kanklés
performers from Krekenava.

Musicians used to play and sing for their own pleasure but also quite
often had concerts in the surroundings of Panevépys, Radvilidkis and Uk-
mergé. Disciples of Ona and Stanislovas Rudis (being a really great lot) have
spread not only in the surroundings of Krekenava, but also in other places:
Panevépys, Rozalimas, Utena, Anykdeéiai, Radviliokis, Ariogala, Géluva, Teldiai
and even the United States of America. Their tradition ofmale performance
on the kanklés has been followed by their son, Keestutis Rudi§ as well as
grandsons, Mindaugas, bygimantas and Vytenis.

Ona and Stanislovas Rudis who worked honestly throughout their
lifetime and presented the warmth of their heart to other people are presently
resting at the small cemetery of Krekenava.

% Justinas Strimaitis, born in 1895, Rygidkiai village, Gridkabldis rural district,
Pakiai county; died in 1960, Kaunas.

27 Keestutis Rudis (Rudys), born in 1926, Krekenava, Panvépys county; lived in
Panevépys.
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Figure 2. The Krekenavakanklés ensemble directed
by Ona and Stanislovas Rudis. Photograph taken in 1930
in Krekenava (Panevépys county).
Courtesy of the personal archive of Ona Slavinskaité-Rudiené

In 1934, Juozas Lada® started producing instruments on the basis of
exact measurements of th&kanklés model crafted by Stanislovas Rudis. He
would later experiment to a great extent, alter the ornaments and the form. The
top panel was decorated with stylised tulip motifs or images of oak leaves and
the Gediminas Tower. On the contrary to Stanislovas Rudis, he would carve a
hexafoil star in the resonance panel. The ornamentation of th&kanklésem-
ployed by the kanklés makers Stanislovas Rudis and Juozas Ladas might be
considered somewhat too intense, yet the craftsmen were sure they woutive
a greater impression of the Lithuanian national spirit to the kanklés(Vypintas
2002: 9). In the case of instruments crafted by Ladas, elm, maple or ash wood
was used for bottom and side panels, and fir wood — for top panels. The num-
ber of strings equals to 17-24. The best sound is characteristic of 17-string
instruments (having 16 double strings and one single string called a bassetto).

They have a deep, tender and intense sound with a long-lasting echo.
According tho the instrument maker, Egidijus Virbadius, this isa feature of
a good instrument(Virbadius 2002: 37). Despite Justinas Strimaitis’ induce-
ments for Juozas Ladas (as well as for Stanislovas Rudis) to make impro-

% Juozas Ladas observed measurements of tkenklés model by Stanislovas Rudis
at Svédasai parson and priest Jonas Kraniauskas’ home.
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vements of thekanklés, add one string after another and expand the sound
range and add key (tonality) changers, the craftsman remained faithful to
the model created by his predecessor, Stanislovas Rudis and on his own. He
made over 900 instruments during his lifetime.

Figure 3. A kanklés crafted by Juozas Ladas in 1974. Courtesy of
the personal musical instrument collection of Egidijus Virbadius.
Photo by Vida Palubinskieng, 2003

Juozas Ladas was awarded a First-Degree Medal of the Order of the
Lithuanian Grand Duke Gediminas for his merit for Lithuanian culture.

Another spot of the modified Sudovian-typekanklésand kanklés perfor-
mance was in Svédasai (Anykdeéiai district). The organist Petras Vinkdnelis
lived in Svédasai from 1909. In 1936, he assembled a smdthnklésorchestra
having twelve members, for which Ladas used to make instruments and played
in the orchestra himself. Followers of Vinkdnelis have been pursuing the
tradition of kanklés performance in Aukdtaitija until now.

During the second ethnic instrumental expedition (1988) and the third
expedition (1989) in North-Western Aukdtaitija (the regions of Radvilidkis
and Pakruojis) 10 facts and observations related to th&anklés and kanklés
performance were recorded.

In Pakruojis district, one drawing of a kanklés was presented. Only
instruments made by the craftsman Ladas and one atypical example of the
kankléswere recorded. The respondent S. Varanavieigstold the expedition
members that he had used to produce second-type modified invertd@nklés;
meanwhile, S. Kazlauska® — inverted kanklés of the third type. Two sisters
living in Radvilidkis district would also play Sudovian-type kanklés made by
Stanislovas Rudis: Valerija Talmontaité-Stasevieied&played an instrument

2 S. Varanavieius, born in Rozalimas, Pakruojis district; lived in Daugélaieiai
administrative area, Radvilidkis district; date of birth unknown.

%0 S. Kazlauskas, bornin 1919, Laipudkiai village, Pakruojis rural district, Diauliai
county; lived in Beduva, Radvilidkis district.

81 Valerija Talmontaité-Stasevieiené, born in 1926, Pempiai village, Krekenava
rural district, Panevépys county; lived in Opaieiai village, Radvilidkis district.
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with 16 double strings, and Jadvyga Talmontaité-Galinauskien& — an instru-
ment having 20 double strings.

The sisters Ona Ropanskait& and Morta Ropanskaité-Miknevieiené*
from Pakruojis district play third-type kanklésthat are works by Ladas. They
mentioned during the expedition that their brother, K. Ropanskas® also
played an instrument of the same type. An identical instrument was also played
by Milda Mikneviéilté *. The respondents also remembered th&anklés
ensemble of Svédasai (Anykdeiai district) (approximately 1938) and the
organist Vinkdnelis who directed the group. The ensemble musicians would
also play Sudovian-type instruments made by Ladas.

Antanas Kasperavieiu¥ living in Rozalimas plays a modified 18-string
kanklés made on his own. The side panels are made of fir wood, and the top
and bottom panels — of plywood. The instrument has two single bass strings,
the remaining ones being double guitar strings. The top panel has 4 holder
the sound to exit (EE 3, EIA 1989). Tuning pegs are installed on the left side
on the top.

Another resident of Pakruojis district, Aleksas Ralys?, told that he
had also seen morekanklés of different types in his vicinity, but could not
describe them.

Data from the second half of the 20" century

The journalist and kanklésperformer Egidija Makudkaité-Leka-
vieiené® mentioned thekanklés performer group of the village of Savieilnai
(Anykoeiai district) and its surroundings (Netikidkiai in Anykdeéiai district,

%2 Jadvyga Talmontaité-Galinauskieng, born in 1931, Pempiai village, Krekenava
rural district, Panevépys county; has lived in Pocilnéliai village, Radvilidkis district
since 1959.

% Ona Ropanskaité, born in 1920, Rozalimas, presently Pakruojis district.

3 Morta Ropanskaité-Miknevieieng, born in 1918, Rozalimas, presently Pakruojis
district.

% K. Ropanskas, Vilnius, Markuéiai; date of birth unknown.

% Milda Miknevieilte, 1943-1979, Rozalimas, Pakruojis district.

87 Antanas Kasperavigius, born in 1919, Klovainiai village, Pakruojis rural district,
Panevépys county; lived in Rozalimas, Pakruojis district.

3% Aleksas Ralys, born in 1908, Valpainiai village, Krapiai rural district, Raseiniai
county; lived in Dvaridkiai village, Lygumai administrative area, Pakruojis district.

% Egidija Makudkaité-Lekavieiené, born in 1960, Vygéliai village, Utena district;
lives in Vilnius.
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Juodonys, Vygéliai and Kydinai in Utena district, Kalviai, Narb(éiai, Kamajai
and Duokidkis in Rokidkis district) having existed in her young years
(Lekavieiené 2002: 20—-26). The entire group used to play instruments made
by Juozas Ladas. The musicians were representatives of a vast number of
different professions including farmers, school teachers, priests, organists
and even journalists.

Kanklés performance was also supported by the parson of Duokidkis,
Lionginas Nenidkis'® — an enlightened personas if he were the second coming
of Strazdelis (Lekaviéiené 2002: 21). He could perform on thekanklés,
was a perfect accordion and mouthorgan player. Nenidkis liked and appre-
ciated kanklés music to a great extent. Therefore, he would support the
Juodonyskanklésquartet in every way possible (Tarnauskaité-Palubinskiené
2009: 281).

In his manuscript of Kanklininkg atsiminimai (Memories of Kanklés
Performers), Justinas Strimaitis wrote aboutkanklés players of Utena (Stri-
maitis 2007). In 1931-1940, the librarian Henrikas Radtikis had
established akanklés ensemble in Utena. Mr Radtikis would not only direct
the ensemble, but also makéanklés himself. He presented one instrument
to his brother, the general Stasys Radtikis who later took it to Germany.

The examples presented above illustrate that the first half of the 20
century was the period when spread and modification of the Sudovian-type
kanklésstarted in the ethnographic region of Aukdtaitija. Instrument bodies
and the number of strings increased noticeably; there were also slight changes
in ornamentation, despite of instrument shapes being more or less retained.
Approximately in the mid-20 " century, kanklés of this type gained extreme
popularity. The popularity of the aforementioned kanklés has been con-
tinuing, with short breaks, up to now.

Performance on thekanklés

There exists knowledge related to performance on modified Sudovian-
type kanklésobtained during ethnic instrumental expeditions of 1988-1989,
1991-1992, 1995 and 2002. The expedition data reflect that playing the
Sudovian-type kanklés differs little from traditional Sudovian kanklés
performance, as, with a few modifications, it was taken over from Sudovians.
Ways of playing are reconstructed on the basis of data obtained during the
said expeditions.

40 Lionginas Nenidkis, 1915-1989, Duokidkis town, Rokidkis district.
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Modified Sudovian-type kankléshaving 10, 12 and 20—24 single strings
or 16 and 17-24 double strings are highly versatile instruments due to their
wide sound range. They are played everywhere: at homes, at entertainment
events, following voluntary help in work, at weddings, public events, churches,
etc. Thekankléswas played for one’s own pleasure or for other people, solo
and in ensembles. This type of thekanklés allows performing songs, dance
music, accompaniment of songs and sacred hymns. Musicians get ordinary
consonances of thirds and major triads (as in the case of the Western Aukd-
taitian, Samogitian and traditional Sudovian kanklés), and the ways of
performance are comparatively uncomplicated.

Tuning of the kanklés

Musicians playing the modified Sudovian-typekankléstune the instru-
ment in the tonalities of C major, D major, E major, F major, G major and
A major. The tuning system is identical to the Sudovian, Western Aukdtaitian
and Samogitian systems, but the key of th&anklés has been lowered from
A major or G major down to C major. The lower string tension force cha-
racteristic of lower tonalities has less impact on the instrument itself, and it
serves longer. In addition, looser strings when vibrated give a bigger range
of overtones, and the timbre of the sound is, in comparison, more intense.
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Stanislovo Kruco kankliy garsynas
(Sfr. V. Palubingkiené)
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Onos Rudienés kankliy garsynas

(8fr. V. Palubinskiené)

XVl
I I 0V V VEVIVIRIX X X XUXIXIVXVXVIXVIE XIX XX
Reginos Danidnienés, Konstancijos Marcinkevicienés kankliy garsynas
(Sfr. V.Palubinskiené)

Figure 4. The following respondents played thekanklés during expeditions:
Stanislovas KruéaqEIA 2, Géluva, district of Raseiniai, 1988);
Ona Slavinskaité-Rudien&Krekenava, 1989) Regina Dedryté-Danilniené
and Konstancija Virponyté-Marcinkevieiené(EIA 3, Panevépys, 1989)
The sound systems were deciphered by Vida Palubinskiené in 1990.
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Kanklés belonging to this type usually have double strings rather than
single ones. They are tuned to produce one sound. Double strings give
intensity to the sound of the kanklés.

This type of the kanklésis tuned the same way as the traditional Sudovian
instrument, yet, due to a larger number of strings, a sound range embracing
two octaves is available. Some examples of thkanklés have two bassetto
strings. They can both be tuned with the same sound, one perfect octave
(P8) or perfect fifth (P5) apart.

The presented examples of tuning thekanklés illustrate that players
performing on the Sudovian-typekanklés count the strings in different ways.
According to some of them, the first (lowest) string also called a bassettd
and the second string are inseparable and counted as one. They are both
treated as the first string. Itis fully understandable, as they are both tuned at
an interval of an octave and give the same sound, just expanded by an octave
(Stanislovas Kruéas) or a fifth (Ona Slavinskaité-Rudiené, Elena Vanda
NebileviéiGté-Vaitekdniené). The further strings of thekanklés are already
counted in an ordinary way, i.e., successively. Other musicians say that the
first string is the lowest and is counted as the first one (this interpretation is
used among musicians from the regions of Western Aukdtaitija and Samo-
gitia). This way of tuning is also practised by Stanislovas Kruéas. Yet some
of the kanklésplayers (e.g., Regina Dedryté-Daniliniené&, Konstancija Virpo-
nyté-Marcinkeviéiené, Jadvyga Krideilinaité) tune the bassetto string with
the following one at an interval of a twelfth (an octave plus a fifth). In this
case, thefirst string already produces two sounds instead of one, yet they do
not contradict the harmony of the natural gamut, according to which hitting
or plucking the string that gives the keynote (it is the bassetto in this case)
results in an overtone sequence (harmonic series) of an octave, twelfth, double
octave, etc. (Biéilinas 1988: 22).

As can be seen, musicians playing the modified Sudovian-tygenkIés,
as well as traditional Sudoviankanklés players, perceive the principles of
sound formation intuitively and tune their instruments on this basis. In reality,
the sound of thekanklésboosted by the bassetto produces the impression of
being more accomplished, and not only the said but also the higher overtones
of this lowest string belong together with the entire sound range of thekanklés
(Tarnauskaité-Palubinskiené 2009: 177).

Tuning pegs used for modified Sudovian-typéanklésare made of iron. They
preserve tension of the strings well, and harmony is retained well for a long time.

4 A bassetto is the lowest-sounding string that has wrapping around it.
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Proper hold of the kanklés and performance

Musicians usually play thekanklésin a sitting position. The kanklésis
either held on the knees or on a table with the narrow side directed towards
the musician. In order to have a better sound of thekanklés, musicians
sometimes place a tuning key intended for turning the pegs (pins), a hardcover
book or another harder object under the wider side.

Kanklés performers hold their hands above the instrument, as well as
musicians from other regions. The left hand is used to cover strings unne-
cessary for the accord, and the right hand is used to pluck the strings with a
plectrum beside the resonance hole, in the direction away from the musician.
To embellish the music, the first, second and third fingers of the left hand
are used. There are two ways of performance: the plectrum way and the
mixed one. If the plectrum way is chosen, left hand fingers are only used to
cover strings. Meanwhile, musical accords are produced with the plectrum
held in the right hand. This way is mostly applied to play song melodies and
tunes of dances having a slower character. The mixed way is applied to play
more agile compositions. Strings are hit then interchangeably with a plectrum
and left hand fingers.

The tradition of kanklés performance started changing in the first half
of the 20" century, and nowadays musicians performing on the&kanklés are
mostly women. Their fingernails cannot replace the plectrum. Therefore,
wooden or plastic plectra have come into use (Tarnauskaité-Palubinskiené
2009: 177-178). To play the kanklés, even matches or guitar mediators are
used (Stanislovas Krueas). A plectrum made from a branch of a birch is the
most durable and suitable forkanklés performance. The branch is cut out at
the sprouting spot —itis more durable in this place and more comfortable to
grasp with fingers. The plectrum is 45-50 mm long. To hit strings with the
sharp end, it is carved thinner at one end. Oldkanklés performers say that,
in order to soften the end of the plectrum, they would chew it (EE 3, EIA
1989), the same way as Sudovians.

Musicians playing the modified Sudovian-typekanklésuse the same finger
positions as Sudovians, Western Aukdtaitians, and Samogitians (IlI-IV; 11—
II; V=IV; V-II), and semiquarters (sixteenth notes) are produced with left
hand fingers. They pluck strings not only in the direction away for themselves,
but also towards themselves. Thus their performance does not, practically,
differ from that of Sudovians, Western Aukdtaitians or Samogitians.

We sometimes get to observe that performers playing Sudovian-type
instruments with more than 12 strings hit the bassetto string in the direction

42



V. Palubinskiené. “Kanklés” of the Region of Aukdtaitija: The Past and the Present

towards themselves, next to common ways of Sudovian performance. This
way was practised by Regina Dedryté-Daniliniené, Konstancija Virponyté-
Marcinkeviéieng, Ona Slavinskaité-Rudiené, Jadvyga KrideiGnaité, Elena
Vanda Nebileviei(té-Vaitekiniené, Morta Ropanskaité-Minkevieiené, Gené
Zazirskyté-Treiniené&, Jonas Dilys and Stanislovas Kruéas (who comes from
Krekenava).

The kanklésplayed by Ona Slavinskaité-Rudiené and Elena Vanda Nebi-
levieilité-Vaiteklniené are tuned using the D major tonality, the main string
being the fourth instead of the fifth.

When asked whether or not she shifts all of the left hand fingers upwards
Ona Slavinskaité-Rudiené responded, am afraid | wouldn't find the way
back®,

By the way, Pranas Stepulis wrote that the Sudovian musician Pranas
Puskunigis also had used the same way of playinghen he needed to shift
fingers onto the highest strings, he would reach them without removing the
fourth finger from the E1string (Stepulis 2003: 23). Nevertheless, according
to Stepulis, one might only try to guess which string the fifth finger should
be held on in this case, in order to play the necessary accords (Tarnauskaité-
Palubinskiené 2009: 180). This way of string coverage typical of Puskunigis
has also been retained by the performer Kruéas.

The headperson of the Utenakanklés ensemble, Henrikas Radtiki&
taught his musicians to play in the way of instrument fingering (numbering,
or tabulature) used by Puskunigis and other Sudoviarkanklés players to
facilitate playing. He would write digits on a paper tape in a way that, when
put under strings, every digit on the right hand side of thekanklés could
match a respective string.

According to Strimaitis, when keeping to the eleven-string system and
respective numbering, such “notes” make it easier to find, which string should
be hitin turn in order to produce melody tones, and the value (duration) of
the tones becomes then easier to perceive, especially when the melody belongs
to a known song. The value had to be shown to the player either by using
hand gestures or by tapping a finger on the table, as such notation shows
neither note values nor octaves to which notes belon¢Strimaitis 2007: 31).

42 \/ida Palubinskiené’s conversations with Ona Rudiené (EE 3, EIA; Krekenava,
Panevépys district, 31.07.1989. —13.08.1989.).

4 Henrikas Radtikis, born in Utena; died in 1980, Chicago, USA; date of birth
unknown.
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Strimaitis enhanced the digital system with certain symbols indicating the
octave and the note value. Yet this system was rejected due to being compli-
cated. Pranas Puskunigis’ son, Leonas Puskuni¢fismproved the digital system
of marking the following way: a dot put next to a digit meant a short sound;
meanwhile, a dash would mean a long one (Tarnauskaité-Palubinskiené 2009:
181).

Starting with the first half of the 20 ™ century and finishing with the
present period, the major part of the repertoire performed in Aukdtaitija on
modified Sudovian-type kanklés has consisted of Lithuanian and common
folk dances, songs, hymns and romances. A number of improvisations and
pieces of people’s own creation have also been recorded.

Kanklés players belonging to this region play tunes of their land evenly
and do not put efforts to get a more variegated dynamics. One could say
they do not use any dynamics at all. Instead, they play the entire melody
quite loudly yet expressively. Their performance of dances is noisy stressing
the rhythm prominently. Songs are played in a more tender way, as if sung
rather than played.

Kanklés and kanklés players at present

The tradition of playing the modified Sudovian-type kanklésis still alive
in the region of Aukdtaitija today (Visockaité-Lungiené 2000: 16). Old players
and young people are its continuers. After hearing regret from the craftsman
of Svédasai, Juozas Ladas that he had made so many instruments and could
not hear them played anywheré®, the teacher Asta Kirvelyté-Motuziené®
from Uppaliai (Utena district) established the school learnekanklésensemble
Pasagél® (Lil' Horseshoe) in 1991 that plays only modified kanklésproduced
by the craftsman Ladas. Since 1999, the headperson of the ensemble has been
organising the Skambantyskankleliai (Resounding Kankl&3 summer camp
in the settlement of Uppaliai for Lithuanian performers. Not only do young
performers make music together at the camp.

4 Leonas Puskunigis, 1910-1994, Skriaudpiai town, Marijampolé county.

% The kanklés ensemble directed by Petras Vinkdnelis existed in the first half of
the 20" century.

4 Asta Kirvelyté-Motuzieng, born in 1961, Uppaliai town, Utena district.

47 Since 2008, Loreta Liaugaudé has been the headperson of tkanklésensemble
Pasagélé
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Figure 5. The PasagélgLil’ Horseshoe) kanklés ensemble (Uppaliai,
Utena district), 2008. Courtesy of the personal archive of Asta Motuziené

They also do active relaxation, travel and meet interesting people. One
of the camp initiators, Prof. Algirdas Vypintas has written in the presswhen
you see such a tradition of “Resounding Kanklés” and other events, you
calm down and feel secure about the future and your identity, and about the
continuity of ethnical culture under the conditions of our times. And you
feel that the kanklés — that subtle relic of the family and breed — is to survive
by way of being passed from the ancestors into the hands of the youth
(Vypintas 2001).

In 1992, the Uppaliai Pasagélé kanklégnsemble arranged its first concert
tour to the international children’s folklore festival Daigelis (Lil'’ Sprout)
held in Rumadidkés. In 1998, it was invited to participate at the national Song
Festival (held in Vilnius) jointly with kanklés performers from Skriaudpiali
and Panevépys. Since then, they have been permanent participants of the
Song Festival.

The 2007 Lithuanian Song FestivaBdaties ratu (In the Circle of Life ) as
well as the concertSkambékite, kanklés (Resound, o Kanklég belonging to
the 2009 Lithuanian Millennium Song Festival Ampig sutartiné (Glee of
Ages involved quite a large group of performers playing traditional kanklés.

It was a joint ensemble of members of the Uppaliakanklés summer camp,
Skambantyskankleliai” ¢ (Resounding Kanklé$ having over 100 participants
from the region of Aukdtaitija (Palubinskiené 2010: 119).

4 The headperson of the Uppaliakanklés summer schoolSkambantyskankleliai
is Asta Motuziené.
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In comparison with the early 20" century when performers playing
modified kanklésonly used to make music for their own and their relatives’
pleasure, the ever-expanding tradition ofkanklés performance belonging to
the later period was characterised by constantly increasing frequency of
playing the instrument in larger gatherings, various national festivities and
public concerts. During the sovietisation period, modifiedkankléswere only
retained in the hands of a small number of individual folk musicians. In the
recent decade of Lithuanian independence, a prominent renaissance in modi-
fied kanklés music has become noticeable again. We can state that modified
kanklés are still used by individual old performers, yet children are also
being gradually involved in playing (Tarnauskaité-Palubinskiené 2009: 304).
The instrument is paving its way to the society and enhancing the Lithuanian
culture. The old modified Sudovian-type kanklés is being brought to the
society and the family by children among whom a new tradition is being
developed.

Conclusions

1. When the tradition of men playing the kanklés started disappearing in
the 20" century, one third of kanklés players consisted of women playing
Sudovian-type instruments. Thekankléswas modified by efforts of the
skilled craftsmen, Stanislovas Rudis and, later, Juozas Ladas, and disse-
minated all over Lithuania, mostly in the region of Aukdtaitija.

2. In essence, playing the Sudovian-typkanklés differs quite little from
traditional Sudovian kanklés performance, as the instrument, with a
few modifications, was taken over from Sudovians.

3. The repertoire consists of Lithuanian and common folk dances, songs,
hymns and romances. A number of improvisations and pieces of people’s
own creation have also been recorded.

4. Aukdtaitian musicians have been and still are representatives of a vast
number of different professions. They are usually uncommon people
who, in comparison with those of their surroundings, are educated more,
sincere, friendly, good-tempered, having an artistic soul, a wider outlook
and interests. They are usually poor persons who have tended to express
their joys and troubles through sounds ofkanklés. Among them, there
have been extremely capable folk artists of note.

5. In the modern period, the tradition of performance on the modified
Sudovian-typekanklés is being continued in the region of Aukdtaitija
by the old and by young kanklés players.
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Augdtaitijas kankiu pagatne un tagadne
Vida Palubinskiene

Kopsavilkums

Lidzas tradicionalajam kanklgm Lietuva tautas muzicgdana nozimigu
lomu guvudas arf t. s. parveidotas jeb modificctas kankles, proti, Suvalkijas
kankiu tips. Tas sakudas strauji izplatities 19. gadsimta otraja pusc / 20.
gadsimta pirmaja pusc, iekarojot popularitati visa Lietuvas teritorija — pat
Dz(kija, kur iepriekdgjos gadsimtos kankles nav atrastas. Suvalkijas modi-
ficctas kankles izdevies uziet ekspedicijas valsts ziemeios (Panevcpas, Pasvales,
Utenas, Anikdeu, Kupidiu, Rokidiu rajonos) un Augdtaitijas ziemeirietumos
(Radvilidiu, Pakrojas rajonos).

Tradicionalaja kultdré izmanto Suvalkijas tipa kankles ar limctu kor-
pusu, dapreiz ari ar neparastak sastiprinatu dubultkorpusu. Instrumenta
apakddaia parasti ir plakana. Plataka gala beigés ir liels vai mazagdziog,
bet tievgalis ir noapaiots. Stigu ietvari parasti veidoti no metala un piestip-
rinti augddaid, lai gan reiz¢m vgrojami ari citi risindjumi. Tievgali stigas ir
piestiprinatas pie metéla stienida, kas ievietots balstos. Tipisks vienkardo
stigu skaits ir 14—-16, savukart dubultstigas parastiir 16. Korpusu galvenokart
rotd rezonanses griezumi ovala vai zieda forméa (5-7 ziedlapas), tautisku
motivu audumu raksti, ozollapu, lielkdaza ledimina pils, tulpju atveidi vai
dapadi ornamentali izurbti caurumioi. Kankiu apakddaia ir tris balsta kajas.
Instruments parasti krasots tumdos, kodi brinos vai dzeltenos tooos un nereti
izceias ar brinidiigiem rotajumiem.

Lielako daiu modificgto (Suvalkijas tipa) instrumentu radijudi Augdtai-
tijas meistari Staoislavs Rudis Rudis), Jozs Lads l(adag un Jons luima
(Liuima). Bi tipa kankles ir populéras ari midsdienas.

Izpctot arhivu un rakstu liecibas, k& ari ethomQzikas ekspediciju ma-
terialus, varam secinat, ka Augdtaitijas kanklctaju repertuara liela loma bija
laicigdm un baznicas dziesmam, dejam un improvizacijam. Jau pirms 19./
20. gadsimta mijas izzuda tradicionalais priekdstats par kanklgm ka viriedu
instrumentu. Starp p¢tnieku apzinatajiem Suvalkijas tipa modific¢to kankiu
spclctajiem Augotaitijas reiiona 20. gadsimta pirmaja pusg apmcram treddaia
bija sievietes.

Atslcgvardi: modificgto (Suvalkijas) kankiu tips, kankiu mazika,
kanklctaji, ornamentécija, vecie meistari.
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Other sources

Archival materials:

Ethnic instrumental expedition (etnoinstrumentiné ekspedicijg

Institute of Ethnic Music ( Etnomuzikos institutas)

National Museum of Lithuania ( Lietuvos nacionalinis muziejug

Open Air Museum of Lithuania: Sector of Folk Instruments (Lietuvos liaudies
buities muziejaus Liaudies instrumentg sektoriug

Panevépys Museum of Regional Studie®&nevépio kradtotyros muziejup
Museum of Rokidkis Region (Rokidkio kradtotyros muziejus)

Biauliai museumAudra: Department of Ethnography (Piaulig Audros muziejus:
Etnografijos skyrius)

Samogitian museumAlka (Pemaieig muziejusAlka)

Lithuanian Academy of Music and Theatre (Lietuvos muzikos ir teatro akademija)

Abbreviations
EE Ethnic instrumental expedition
EIA Archive of the Institute of Ethnic Music
IEM EM National Museum of Lithuania
LBM Sector of Folk Instruments, Open Air Museum of Lithuania
PKM Panevépys Museum of Regional Studies

RKM Museum of Rokidkis Region
bAM biauliai museumAudra; DAM EB — Department of Ethnography
TKM Samogitian museumAlka

VK

Archive of the Lithuanian Academy of Music and Theatre
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Bagpipe in Lithuania

Dr. art. ROta parskiené
The Institute of Lithuanian Literature and Folklore

Abstract

The bagpipe is a musical instrument that was especially prevalent in
European countries in the late Middle Ages and during the Renaissance.
Despite its disappearance between the end of the T8&nd beginning of the
20" centuries, it has nevertheless left an indelible legacy in the folk cultures
of this region. Since the 16 century, and perhaps even earlier, the bagpipe
lorded over the musical world of Lithuania as well, yet up until now, it has
unduly been ignored by researchers. The aim of this article is to analyze the
influence of the bagpipe and its music on Lithuanian ethnic culture. According
to historical-comparative and typological methods, the article provides an
overview of written and sound-recorded historical sources, compares similar
phenomena with neighboring peoples, and describes the uses of this instru-
ment in village customs as well as its association with traveling musicians
and bear-trainers. Additionally, the article analyzes the repertoires, specifi-
cities of the performance styles, and raises questions about the dissemination
of the bagpipe in Lithuania.

The research upon which the article is based shows that in Lithuania
the bagpipe was one of the primary, and at times the only instrument played
at weddings, christenings and at other important rituals and village festivals
until the advent of the violin and other string or bellowed instruments. While
the bagpipe had spread throughout the entire territory of Lithuania, by the
end of the 19" and beginning of the 20" centuries it survived only along the
eastern border of the country. The specific performance stylistic of this
instrument, especially the complimentary drone has left vivid traces (as it
has formed its own musical style) upon instrumental as well as vocal
Lithuanian folk music.

Key words: bagpipe, dida (pipe), Labanoro dida (Labanoras pipe),
kuliné su Gku (bag with a drone), kuliné d(da, piper, Lithuanian folk/ethnic
music, folk/ethnic culture.

50



R. Parskiené. Bagpipe in Lithuania

Introduction

The bagpipe may be considered as one of the most popular musical instru-
ments in the history of Europe, Asia and North Africa. It was widespread in
India, Iran, the Arab countries of Southeast Asia, Tunisia, all of Europe, the
Caucasus, and it was played in the peripheries of East Europe by peoples
living along the Volga (the Mari, Mordovians, Chuvashiens). Already in the
early Middle Ages bagpipes spread quickly through Southern, Western and
Central Europe, and somewhat later reached Northern and Eastern Europe.
In the early Middle Ages it was probably most often used as a folk instrument
and as a military instrument. From the 13" century it became the instrument
of traveling troubadours and minnesingers (Jurkdtas 1976). In the 15century
it was widely played in manor houses and free towns. A velvet lineanusette
was even played in the French court of Louis XIV. In the 17" century, French
aristocracy was enamored with a village (bucolic) style and the bagpipe was
elevated to the status of professional instruments. Improved bagpipes with
separate bellows that did not require being blown by mouth were played by
ensembles and orchestras. Many virtuosos of the instrument were recognized
in Europe (Pasaulio muzikos instrumentail999: 55). For example, in Hun-
gary at that time no wedding, christening or other celebration of either nobles
or commoners would be complete without bagpipe music. Hungarian Gypsies
who were invited to provide music for town and manor weddings, winter
festivals and other celebrations, incorporated the bagpipe into their orchestras
(Manga 1988: 39—41). In the 18" century the popularity of this instrument
started to quickly wane. By the 19" century, in many European countries it
was considered only as a lowly folk instrument. As a military instrument the
bagpipe was used the longest time in Scotland and Ireland, and to the present
day its distinctive sound symbolizes the national aspirations of these countries.

Researchers and ethnomusicologists from various lands have studied
the bagpipe. Monographs, studies and many articles analyze how the bagpipe
penetrated into various cultures (Allmo 1990, Donaldson 2000, Przerembski
2006, 2007, etc.). However, there has been little written about the bagpipe
in Lithuania. The first was Juozas biogas who wrote a short description in
1911. In Soviet times publications by Jurgis Dovydaitis (1966), Vytautas
Jurkotas (1976), Marija Baltréniené (1980), Prané Dunduliené (1987), and
Rimantas Sliupinskas (1990, 1991)described the construction, historical
sources as well as spread of the bagpipe, etc. However, for presumed lack of
data, more serious academic studies have not been done. This article will take
the first steps into a more complex and complete understanding of this instru-
ment’s vitality in Lithuania without going into detail about its construction.
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Historical sources

Itis difficult to say when the bagpipe was first mentioned in Lithuania®.
One of the earliest citations about the bagpipe in Lithuania and Russia is
Olaus Magnus’ History of Northern Nations published in 1555 (Przerembski
2006: 213). In 1590 Jonas Bretklnas describedudaragine(eine grosse Sack-
pfeiffe ‘a big bagpipe’) andmurenka (eine kleine Sackpfeifféa little bagpipe’)
among other instruments of East Prussia in his Lithuanian translation of the
Bible (Bretkunas 1590, Bartusevieius 1973)Matthew Praetorius, in his
writings about 17" century Lithuanians in Prussian lands, has included an
illustration that depicts musicians and men dancing theHeiduka, a flautist
and drummer on the left side, and a bagpiper on the right (Pretorijus 2006:
636). Ludwik Adam Jucewicz in 1846 wrote that during the holidays in
Dveneéionys, Admena and in the entire Grodno region, th®uska duda
(Russian pipe) was played in taverns and it sounded like the bellowing of a
happily inebriated bear (Jucewicz 1846: 200-201). Antanas Judka wrote
about the wedding festivities of the 19" century Veliuona region. He mentions
bagpipes, fiddles and sometimes other instruments such &snklés (zither
type instrument), goat horns, flutes and drums. Obviously, the folklorist
gave only a general description, lacking details such as what music was
played by which instrument, however, the bagpipe and fiddle were mentioned
in all parts of the wedding that involved music (Judka 1955). Bagpipes were
also played in northeastern Lithuania. According to Meeislovas Davainis-
Silvestraitis, older residents of the Pudalotas parish in 1888 remembered
that lumberjacks would play kulinés didos(bagpipes) as they rafted logs on
the Lévuo river down to Pasvalys (Piogas 1911). So it appears that in the
second half of the 19" century throughout the larger part of Lithuania, people
only talked about the bagpipes, whereas in the first half of the 19 century
it was still often played at weddings, christenings and village dances.

Eastern Lithuania bagpipe at the end of the 19 and
beginning of the 20" century

In 1911, priest, archeologist and ethnographer, Juozas biogas gave a
detailed description of a bagpipe’s construction in his article entitledApie
“kulinae su Gku” (About a “Bag with a Drone” ) that included a photograph.

1 Rimantas Sliupinskas presents data from Antanas Fokas that the bagpipe is
mentioned in 1565 in the rules of Vilnius Council (Sliupinskas 1990: 8).
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He noted that the bagpipe was still widely used in some areas in the Vilnius
province, as well as in the district of Eperénai in the Kaunas province, and
that in the parish of Daugélidkis, a bagpipe is played in every farmstead. In
bylénat, between Vydpiai and Rimdé, one can find the oldest instruments as
well as new, locally produced bagpipes (bPiogas 1911). However, even in
this region bagpipes were rapidly disappearing by the end of the 19and the
beginning of the 20" century, and their popularity quickly declined. The
composer Mikas Petrauskas wrote that the_abanoro kuliné (bagpipe from
Labanoras place) was very popular and played at the Labanoras church
festival devoted to the Virgin Mary in early September. At the same time, he
regrets that there are no more instruments nor festivities in Labanoras
(Petrauskas 1909: 20-22). An unknown author in 1928 writing about the
Labanoras bagpipes stated that he saw Antanas Sirglinas, a cook at the
Vididkis manor who was originally from Rimdénai village, playing the bagpipe
beautifully, sometimes as an accompa-
niment to songs. The author writes that
the local term for a bagpipe was simply
dida (pipe), and it was called thus in
the parishes of Daugélidkis, Palldé,
Linkmenys, Labanoras and other areas
where it was played at weddings, dances
and other social gatherings (K.S1928).

Figure 1. Musician playing bagpipe
(dGda). Kaunas Gubernia, Zarasai
district. Photo by Juozas piogas,
~19009.

From: Senoji Lietuva. Paroda nacionalinia-
me muziejuje 2009 09 17 — 2009 11 30
Vilnius—Sankt Petersburg: Sapng sala,
2009, 221

Information about bagpipes in eastern Lithuania in the early 20" century
is also gleaned from the wax cylinders made by researcher of the Baltic and

2 |t seems that the author wrote down the name of the village incorrectly. It could
have been Dillénai village located in the parish of Vydpiali, (presently — Rimdé rural
district, Ignalina region).
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Slavic cultures Eduard Wolter in 1908 that are now kept in the Berlin Phono-
gramme-Archiv. From the accompanying list we learn that Juozas Voldemards
played the bagpipe accompanied by his neighbor and relative fiddler Feliksas
Krasauskas from Dysna village, Tvereeéius parish. Unfortunately, in the Berlin
Phonogramm-Archiv to which Wolter entrusted the care of his recordings,
no other information survived. According to his family information, recorded

in 2011, Juozas Voldemaras was the village blacksmith who grew up in a
family of four brothers. But where he got the bagpipe, how he learned to
play it, and exactly where and when did he play —we can only guess. Perhaps
his ancestors played the bagpipe and he continued the family tradition? We
know that Voldemaras’ oldest son Pranas was also a blacksmith and he
played the fiddle, but it is unknown if he played the bagpipes. The other named
musician, fiddler Feliksas Krasauskas, was called the village ‘veterinarian’,
who treated animals and people alike. His sons inherited his aptitude for
music: Zenonas, the eldest, played the mandolin and the younger Mykolas —
the diatonic button accordion (LTRF cd 499). These and other examples
indicate that offspring no longer wanted to play their parents’ instruments;
they considered them boring and traded them in for more modern instru-
ments. Hence with the death of Juozas Voldemaras, it is likely that in Dysna
village bagpipes were no longer heard.

Jurgis Dovydaitis, who gathered information about bagpipes during
his fieldwork expeditions, wrote in a 1966 article that the Labanoro dida
(Labanoras pipe, i.e. pipe from Labanoras) had disappeared from Lithuania
some 3040 years ago. He, like other earlier authors, very accurately described
the construction of the instrument and affirmed that the Labanoro dGda sur-
vived the longest in the areas around Labanoras, Linkmenys, Bveneionys and
Ignalina (Dovydaitis 1966). He also noted that during an expedition to the
Pallioé district in the village of Ginueiai, he met the bagpiper, Antanas bygas
(for further information see the section: Repertoire and Its Influence on Ethnic
Music). Bagpipe popularity in this region is confirmed by information re-
corded by me during 2010 fieldwork from a resident of the Adutidkis environs,
Stanislovas Paukdta (b. 1936). He recounted that his father had a bagpipe,
bought in Mielagénai, and that he played polkas, waltzes and other tunes

8 He was father of Augustinas Voldemaras — the first prime ministre of the
independent Republic of Lithuania in 1918.

4 Data from the 2010 fieldwork expedition to Bveneionys region, organized by
the Institute of Lithuanian Literature and Folklore. The materials are kept in the
Lithuanian Folklore Archives.
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Figure 2. Bagpiper Juozas Voldemaras with his family.
Vilnius Gubernia, Bvenéionys district, Dysna village.
Photo by K. Ostrowski, ~1908—-1909. Library of the Lithuanian
Academy of Sciences, Augustinas Voldemaras fund (F172-43)

Bagpipes in village traditions

All writers about bagpipes indicate that it was not only used for fun
activities but also that it was the primary instrument played at family rituals,
especially weddings. According to Dovydaitis, bagpipes were played at dances,
accompanied songs, and by Easter merrymakers callethfauninkai’ who
played them in door-to-door visitations when gathering decorated eggs (Dovy-
daitis1966). Most reminiscences about bagpipe playing involved weddings.
Often these memories were from early childhood, emotional, full of indelible
impressions reaching back to the end of the 19 and beginning of 20" cen-
turies. For example, Zigmas bemaitis (b. 1884 in Tvereéius) recalls his aunt’s
wedding in his home when he was a child. There were so many young people
gathered in the room, that the bagpiper had to play standing on a bench.
Pemaitis explained: [..] he played beautifully while people danced to it, and
under his arm was a bag that when squeezed produced a continuous ‘buuu-
uuuuu’ sound through another pipe. That left a deep impression on me and
| still can hear that bdkas[drone —R. b.] sound in my ear(LTRF mg 4127/
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23/). Also from the same Tvereeius region, from Kalvidkés village, Marcelé
purauskiené (b. 1891), said: [..]when a bagpipe plays, it's very beautiful,
like a lament (LTR 7199/78/).

A totally different sentiment is expressed in accounts that date to the
beginning of the 20" century. They indicate that the bagpipes were losing
their prestige and young people cruelly ridiculed the musicians who played
them. Anupras Paukoté (b. 1890) from the Kirdeikiai village, Linkmenys
parish, remembers a beggar with bagpipe wandering into the village and
being asked to play at a wedding. When the regular musician, a fiddler, was
on a break, the old man played his pipe and the youth danced the polka, but
when they tired of his playing, they told him to stop playing and threw him
out of the celebration (LTR 3719/171/).

That the bagpipe was a primary instrument at weddings and perhaps in
work-related customs is evidenced by examples from both neighboring and
faraway countries. For example, in Belarus both the groom’s and the bride’s
parties had their own bagpipers. When the groups met, the bride would give
the groom’s piper a decorative towel and the groom would give money to
the bride’s piper. The sounds of the bagpipe or bagpipe and fiddle would
lead the couple to their bridal bed in the granary and in the morning would
wake them and lead them to the breakfast table. In lyrics of wedding songs
about an orphan bride, the bagpipe substitutes for the Mother advising the
girl how to act in particular situations ( iacéia 1979: 119). According to
Oleg Gerasimov, even the smallest celebrations of Mari people had to have
bagpipe music. Drums and bagpipes would accompany the mountain Mari
groom party from home to church. They believed that the sound would
protect the bride from harm. The Mari shuvyr (g yadd‘bladder’) was played
at funerals and at commemorations for the dead (similar data is found in
Belarus). When a bagpiper died, his pipes were buried with him so he could
entertain his dear ones in the afterlife. Mari also used bagpipe during work
related ceremonies. Almost until mid 20" century a bagpiper would play the
harvest overseeing melodyas he circled the rye field, uttering incantations
so that the grain would grow well, that hail would not harm it, and that the
harvest would be bountiful. Such bagpipe playing was very important. If the
landowner did not know how to play, he would have to invite a specialist to
do so (R&daneita 1996: 140-168).
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Bagpipes — an instrument of traveling musicians

Although rather little was written about the bagpipe in Lithuania, the
few sources that exist often described the instrument as a beggar’s ‘work
tool’. Kazimierz Moszyiiski in a 1941 article mentions beggars in the villages
of the Kriukai surroundings walking about singing hymns accompanied by
bagpipe (Moszyfiski 1941: 59¥. Jurgis Dovydaitis also mentions a beggar,
commonly known as ‘Saikauskas with pipe’, who walked about in the Bven-
eionys region in the 1910s, singing religious hymns accompanied by his bag-
pipe (Dovydaitis 1966: 178). In the Dictionary of the Lithuanian Language
we find an entry written down in the Dusetos area:l remember when in the
BerniQnai village a beggar had &uliné dida [bagpipe] (LKPe). Dovydaitis’
informants from the Kirdeikiai village also remembered beggars with
‘Labanoras pipes’. In the storey told by Anupras Paukdté, a beggar with
bagpipe wandering into a village and being called an ‘old man with a goose’.
Interestingly, in the fall of 2011 a Vilnius resident who hailed from the parish
of Kaéergioké (Ignalina region) mentioned a beggar with the ‘Labanoras
pipes’. He remembered his grandmother’s stories from her youth (during
the second decade of the 20 century) of a beggar that came to the village
with ‘Labanoras pipe’ and played at her home while she and other children
danced. The informant believes that the beggar played for alms (LTRF cd
637/1/).

Today it is hard to gauge why the bagpipe in the latter 19" century and
early 20" century became a beggars’s instrument. It is likely that thislegra-
dation to the world of beggars followed its banishment from the villagers’
daily life to one with the lowest social status — that of beggars’. This con-
temptuous attitude towards beggars and their instruments is revealed in a
derogatory remark recorded by Dovydaitis: [..] if someone plays poorly, he
is told, ‘Hey, you play like a Labanoras pip€ (LTR 3719/170/). The Dusetos
region inhabitants snubbed an unwanted person by sayin@et out, you bag-
pipe! (Eik tu, dida kul ine!, LKPe). On the other hand, these musical beggars
could be seen as continuing the traveling musician tradition. It is quite likely
that these two professions were closely aligned. In Ukraine (Little Russia)
this instrument was mostly played by blind musicians who were forced to
beg ©064ia4a1975: 9). In Russia bagpipes were usually played bgkomorokhi
(traveling musicians) muzykanty Poteshnoj palaty (musicians playing in

5 This fact is a footnote to Moszyfiski’s article as a comment by the editors of the
journal.
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Entertainment halls) and bear trainers A&d0é7a, Aéaaiaania, Rclagséay
1975: 28). These musicians traveled throughout Russia, neighboring lands
and, undoubtedly, the lands of the Grand Duchy of Lithuania. Different kinds

of wandering musicians also traveled with bagpipes throughout Western
Europe reaching up to the borders of Scandinavia. Zbigniew Jerzy Przerembski
notes that bagpipers meandered through territory of the Commonwealth
playing alone or joining the professional bear trainers, actors or itinerant
harvesting groups (Przerembski 2006: 579). The clear relationship between
bagpipes and bears is found in ample illustrations from the second half of
the 15" to the 18" centuries in Sweden, Germany, Belgium, Poland and
elsewhere (Allmo 1990: 297, 396—-397; Przerembski 2006: 477-483). In
Swedish folklore there is a legendary bagpiper who is called ‘the bear hunter’
(Allmo 1990: 601). In a similar vein a Lithuanian proverb states: When the
bear dies, throw away the pipegLMD 675/21/). Of course, not only foreign
talents would visit Lithuania. Eventually there appeared homegrown wan-
dering musicians and bear shows became very popular. We know that in
Smurgainys town (previously part of the Vilnius province, now western
Belarus) there was a school for bear training in the 17 century. Each spring,
trainers with their bears (or monkeys) would fan out to fairs all over Europe,
enroute demonstrating their repertoires in Lithuania. It seems that the
Smurgainys Bear Academy was forced to close around 1870 (Vaitkevi€ius
2009: 124-125). Undoubtedly the Smurgainys bear acts were accompanied
by various musical instruments, including the bagpipe. Alongside the bear
training, they also hosted workshops where bagpipes were assembled, sold,
and taught to be played. Itis possible that in Labanoras and its surrounding
area there were similar workshops with renowned bagpipe makers and
players. Here, during festivals and fairs there were momentous gatherings
of bagpipe masters that drew visitors from distant regions. (Perhaps the
persecution of Smurgainys bear trainers and bagpipers by the Tsar led them
to seek refuge in the deep forests of Labanoras, where some of them settled.)

Repertoire and its influence on ethnic music

Not much information exists about the traditional Lithuanian bagpipe
repertoire. The primary source is the 1908 recordings of nine works onto
wax cylinders done by Eduard Wolter. Visiting Dysna village in the Tveregius

6 All of these pieces are kept in the Berlin Phonogramm-Archive (cylinders Li Wo
15, 16, 17, 23, 25, 27, 30, 31, 34). Copies of Eduard Wolter’s recorded cylinders
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parish, he recorded six melodies by bagpiper Juozas Voldemaras and three
song and dance melodies performed together with a fiddle played by Feliksas
Krasauskas. Voldemaras playedNuvé brolalis dieno dienautiBrother Went
Outto Cut the Hay ), Ad pyniau vainikela subatos vakarel@ Wove a Wreath
on Saturday Night), Kaip ad ejau per palig giret&s | Walked Through the
Green Woods), Brolali brolali, negerai darai (Brother, brother, You do
Wrong), and two melodies without titles. Together with the fiddle were
played two songs:Kukavo geguugThe Cuckoo Called), Sakale paukételi,
dai aukadtai skraidzioji (Falcon, Little Bird, You are Flying High in the Sky)
and an old times polka. Almost all these pieces (their recordings and trans-
criptions) are published in The Phonograms of Lithuanian Ethnographic
Music 1908-1942 (Nakieng&, barskiené 2007), andEduard Wolter’'s Cylinders
Recorded in Lithuania (1908-1909), Preserved in the Berlin Phonogramm-
Archives (Nakieng, barskieng, Ziegler 2011).

Bagpipe pieces always start with a short preface to tune the drones and
then proceeds ordrives into the main melody. The pieces are characterized
by an unusually loose rhythm irreconcilable to the framework of familiar
timing techniques and an often repeated main melody with multiple variations
and improvisations. In the recordings can be heard a very low tone of the
drone that accompanies the main melody. The pieces are quirky, marked by
complex melodic maotion, free rhythm, and multiple flourishes (grace notes).

Because the pitch depends on air flow through the chanter and the quality
of the recording, the listener may perceivan unstable harmony — an impres-
sion that the harmony varies. The structure and rhythm of the melody is
somewhat more evident in performances of the fiddle and bagpipe together.
It's as though the voice of the fiddle frames thefloating sound and rhythm
of the bagpipe, even though both instruments play the same melody in unison.
With the bagpipe variations this unison easily slips into heterophony (see
example 2).

were given to the Lithuanian Science Society. Part of the collection that survived to
our days is kept in the Folklore Archives of the Institute of Lithuanian Literature
and Folklore.
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Example 1. Melody of the song, performed by Juozas Voldemaras

(bagpipe), recorded by Eduard Wolter in 1908.
Cylinder Li Wo 17 is held in the Berlin Phonogramm-Archiv.

Transcription by R(ta parskiené&, 2010
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Example 2. Falcon, Little Bird, You are Flying High in the Sky .
Performed by Juozas Voldemaras (bagpipe) and Feliksas Krasauskas
(violin), recorded by Eduard Wolter in 16.09.1908.
Cylinder Li Wo 27 is held in the Berlin Phonogramme-Archiv.
Transcription by R(ta parskiené&, 2010

Musician Antanas bPygas from Pal(idé area in 1964 was asked by Jurgis
Dovydaitis to play some bagpipe pieces on a bagpipe provided by the
collector. In Dovydaitis’ notes three song titles are listedir atskrido pova
(A Peacock Flew Ovel), Po Vardavos dvarg(Through a Warsaw Manor),
and Oi, rG rG rG rQ, nerandu durg (O, ruru ruru— | Can't Find the Door )

61



Mdazikas zinatne dodien: pastavigais un mainigais — V

(LTR 3719/188-190). Reviewing the recordings, it became apparent that
the musician also tried to play a Labanoras polka and a four-step waltz.
However, not having played the bagpipes for 30 years (he had switched to
the fiddle) it was very difficult for him to play these bagpipe melodies even
after several tries. Musicologist Vaclovas Juodpusis, who was on that same
fieldwork expedition in Ignalina region tried to reconstruct the tunes after
transcribing the melodies of some of the better piping attempts. The melody
for the song Ir atskrido pova was placed in this expedition’s monograph
Ignalinos kradtas(The Region of Ignalina) (Juodpusis 1966: 194).

We see that pipers liked to play song melodies: haymaking, rye har-
vesting, and especially wedding and humorous songs. We also know that
Lithuanians loved to play dance music: polka, gift-giving polka, quadrilles,
waltzes and others.

In Belarus bagpipers played dance melodies almost exclusively. Accor-
ding to Inna Nazina, the words ‘bagpipe’ and ‘dance’ are inseparable in folk
speech. However, melodies of many different song genres were also played
on the bagpipes, among them — lyric family songs, rye-harvest songs, and
popular humorous four-line couplets that were first sung and then echoed
by the bagpipe. Researchers note that when playing song melodies bagpipers
interpret them in their own way — before the primary sound they often play
grace notes that would then join the fifth or octave lower drone (iageia
1979: 113-114). In the same way Juozas Voldemaras played his melodies,
with ample flourishes (grace notes). In Latvia and Estonia bagpipes were
used for dance music, wedding rituals involving processions, horseback riding,
carrying of the dowry, presentation of gifts, the bride’s first dance and so
on. For some dances, the piper would also join in the dancing. For example,
in the ceremonial dance (Estonianvoortants’, Latvian ‘ apaidancis) the piper
walks at the head of the queue. The preface in Latvian bagpipe music had a
special term: uzsaukums. In Estonia special ‘tuning pieces’ with a text,
were used to tune the bagpipe (Muktupavels 2002: 43—-44; Tdnurist 1976:
50). Igor Tonurist agrees with Ingrid Rutel that the bagpipe, together with
popular dances, spread in Estonia from Sweden and its intricate rhythms
and merry melodies affected the development of a new style of singing that
dates to the 18" century. These are dance songs with a special characteristic
an ever modulating melody (Tdnurist 1976: 52). Interestingly, in Hungary
over hundreds of years, a separate folksong group developed that was called
‘bagpipe melodies’ or ‘bagpipe songs’ (Manga 1988: 39)The influence of a
bagpipe style can still be heard in the repertoires of Russian accordion players
from the Pskov, Tver and Smolensk regions, and this element is most evident
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in the intricate ornamentation of the melody and the droning bass note or
chord (Morgenstern 2009). Such a specific stylistic is also practiced by accor-
dionists in eastern Lithuania, especially amongst the acclaimed masters of
the Petersburg diatonic-button accordions (Juozas Belejinas from Bvenéionys
region, Algimantas Mieliauskas from Molétai and others).

That bagpipes had an undeniable influence on songs, especially in the
development of multi-part singing was pointed out already in the 1970s by
Belarus researchers. In 2010-2011 ethnomusicologists Austé Nakiené and
Rata parskiené, while transcribing the melodies of the editionEduard Wol-
ter's Cylinders Recorded in Lithuania (1908-1909), Preserved in the Berlin
Phonogramm-Archives noted the possible (and now considered actual!)
influence of bagpipe music on folk songs and folk instrumental music. Austé
Nakiené noticed a drone-like polyphony in songs of the Dz(kija region (Per-
loja, Merking, Gudakiemis), eastern Aukdtaitija (Dysna, Adutidkis) and
Suvalkija region (Dilavotas). She posits that the drone tone in songs of Dz{kija
and eastern Aukdtaitija could have come about because of the bagpipe in-
fluence. To support her hypothesis, Nakiené cites earlier studies of multi-
part music by Martiod Boiko, Rima Visackiené, Vaclovas Juodpusis, Daiva
Raeilnaité-Vyéiniené (Nakiené 2011: 180-189). Latvian song researcher
Martiod Boiko called the bourdon music, dominant in the southeast Latvia,—

a bagpipe type of drone and explains that the women who sang them were
commonly called ‘vilcgjas' (drawers) or ‘dlcgjas (murmurs) (Boiko 2008:
188-189). Daiva Raeéilnaité-Vyeiniené recorded and studied the tradition
of singing a bass harmony in the village of Nibragalis (Miepidkiai circuit,
Panevépys district). She surmises that the lowest bass part, known as the
fourth voice, called ‘tranavimas' (droning), could have at one time been the
‘Gptin€ (humming) —perhaps an ongoing drone (Raéidnaité-Vyeiniené 2010:
18). The claim that this type of singing is closely related to the instrumental
music tradition of which the bagpipe had long been a part is further sub-
stantiated by the fact that people of Gervéeiai region to this day call the
playing of any kind of instrument (fiddle, accordion, flute) simply Gpimas
that means continuous noise-making, droning. Therefore, the author of this
article considers that the bagpipe influenced the development of a certain
type of song melodies and a unique style of performance involving a drone
which was popular probably in the 18" and 19" centuries (the specific cha-
racteristic of bagpipe music —its intricacy and being somewhat out of tune —
can also be heard in some monodic singing in eastern Aukdtaitija). Later, as
the once popular bagpipe started to disappear from village life, so also waned
this type of singing and with it so did the quirky melodies and the bass
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harmonies which then gave way to harmonies (accompaniment) in thirds
and fifths.

The bagpipe greatly influenced ethnic instrumental music among various
European communities. As mentioned the 1908 cylinder recordings included
pieces with both a bagpipe and fiddle. This pairing is considered to be the
most archaic ensemble instrumentation for bagpipes. According to Janos
Manga, in 16" century Hungary the very popular bagpipe started being
featured alongside other instruments, but first of all with the fiddle (Manga
1988: 40). This pairing of fiddle and bagpipe is cited in nearly all writings
about bagpipe music of various nations. Thus, undoubtedly, the pipes had
the greatest influence particularly on fiddle music. Igor Ténurist writes of
the bagpipe—fiddle duet where the pipe plays only the two drones, and the
fiddle plays the melody. According to him, the desire to have the sound of a
bagpipe drone led to the formation of fiddle ensembles where one musician
plays the melody and another plays the drone bass (T6nurist 1976: 52). The
author of this article considers that in fiddle playing, the use of a ‘drone’
string, and even the introduction of the double-bass to string ensembles
expressed the desire to recreate the sonority of the bagpipe. In Valdis Muktu-
pavels’ opinion, the violin slowly edged out older dance music instruments
in the Baltic countries when it began to spread in the late 17 century. Fiddle
music became extremely popular in the 19 century according to newspapers
of that time. For example, an article from Latviedu Avizes(1865) notes that
fiddle music was used for dances whereas before it used to be bagpipes
(Muktupavels 2002: 45). That the fiddle was the primary culprit in the decline
of the bagpipe is seen in Sweden. The Dalarna region had a famous bagpipe
playing tradition in the 19 " century that included duets with the violin. By
the second half of the 20" century this region was noted only for its fiddling
(Ling, Ramsten, Ternhag 1980: 203—-204).

A few thoughts about bagpipes and their dissemination

Was the bagpipe as popular in Lithuania as in neighboring countries?
Was it played in all the regions? For answers we have to go to the already
mentioned article in the Lithuanian press 1941 by Kazimierz Moszyriski. He
says he never heard of bagpipe playing in the bemaitija (Samogitia) region.
The lack of bagpipes in bemaitija when they were ever present in Estonia
and widespread in Latvia, northern Belarus, Lithuania’s Aukdtaitija (High-
land), Mazovia (Poland), and elsewhere, is an interesting fact that needs
further explanation (Moszyfiski 1941: 59). Having brought up this question,
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the Polish ethnographer almost answers it himself. Of course the bagpipe
had spread into Pemaitija, but it probably disappeared quicker than in other
regions of Lithuania. Incidentally, if not for written sources we would have
no information on bagpipe use in Lithuania Minor.

Writing in 1904, priest and folklorist Adolfas Sabaliauskas, who hailed
from the Birpai region, said he never saw a bagpipe but people’s accounts
described its earlier use (Sabaliauskas 1904: 37). The spread of the bagpipes
can be determined not only from written texts but also from the names of
the instrument itself: ‘Labanoro didda (Labanoras pipe) ‘Vilniaus ddda’
(Vilnius pipe), ‘Alvito dida’ (Alvitas pipe) — indicate that the bagpipe was
known not only in Labanoras, but also in Vilnius and Alvitas (Vilkaviokis
district). The terms ‘dada’ (pipe), ‘dddavimas (pipe playing), ‘dddoriu’s
(piper) are often encountered in folklore: in humorous songs and couplets,
songs for children, in didactic, wedding and feasting songs, in songs of other
genres, in dances and games, in proverbs and sayings, etc. Although the
terms ‘d0da’, ‘dddavimas’ and ‘dadorius’ are more often cited in folklore
from eastern Aukdtatija, they are also mentioned in other regions of Lithuania,
and some even in Pemaitija (Samogitia).

That these words were deeply engrained in the popular psyche is
evidenced by the way they were used to describe the playing of other
instruments; for instance, d0duoti’ (to pipe) referred to the playing of any
type (usually newly-arrived) instrument such as the fiddlé harmonica,
accordion®, or even an organ or piano. All sorts of musical instruments were
called ‘dda’ (pipe), and musicians, even the organist was called d(idorius’
(piper) (Dunduliené 1987). In southern and central Pemaitija the traditional
and classical wind instruments, brass and woodwinds (trumpet, tuba, althorn,
tenor, baritone, clarinet et al.) were named tidos’ (pipes) and their ensem-
bles— ‘didg orkestrai’ (pipe orchestras) (see Batavieius 1995).

So why did the bagpipe disappear much earlier in bemaitija than in
other regions of Lithuania? As mentioned, the violin spread into the Baltic
area, and into Lithuania, around the second half of the 17" century. According

” Cylinder Li Wo 23 includes a comment by both musicians:Dldava skripkon
Feliksas KrasauskagThe fiddle was piped by Feliksas Krasauskgsand E dddan
dddava Voldemaras JuzagThe bagpipe was piped by Juozas Voldemaras

8 One of the most renown Petersburg accordion masters of the 20century, Juozas
Belejlnas, who lived in the village of Antanai (Bveneionys district) in recounting his
biography often repeated:| used to pipe[i.e. to play by Petersburg accordion]in the
village kuokynés[dance evenings],jn earlier times | used to pipe betterand so on
(Striupas 2003: 618, 619).
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to Gaila Kirdiené, there were more fiddlers in Pemaitija than in any other
region and over the last 150 years this region was distinguished for the most
prolific fiddling traditions (Kirdien& 2000: 16). Let us remember that in this
area, maybe prior to the violin, dances were accompanied biganklés music,
and from the latter half of the 19" century the brass and accordion type
instruments displaced the bagpipe from its former function in weddings and
celebrations and erased even the memories of the bagpipe.

Conclusion

In summation it would be most desirable to return the bagpipe to its
lost position in Lithuanian music-making and ethno-culture. Until now it
has been believed that before Lithuania was overrun with violins, dulcimers
and later accordion-type instruments, village ceremonies and celebrations
were enlivened only by autochthonous ethnic musical instruments as well as
singing rounds, games, dancsutartinés etc. Such an attitude thateven this
author once held is contradicted by current research. It became clear that in
the 16" century (and maybe much earlier) the bagpipe was popular and
widely used. This is confirmed by the first list of musical instruments by
Jonas Bretk{nas in the 16 century. There we find two bagpipe types: the
large dudaragineand the smallmurenka. Brought to Lithuania by wandering
musicians who passed through towns and manors, the bagpipe became one
of the most important, if not the only folk musical instrument. It was played
at festivals, weddings, baptisms and other important rituals. It was difficult
to imagine any social gathering without its distinctive sound. For several
hundred years the bagpipes lorded over country fairs, parish festivals, taverns
and village celebrations greatly influencing the development of both
instrumental and vocal music. Polyphonic singing, and more precisely the
bourdon style that uses up to two bass sounds, was taken from the sounds
of the bagpipe. Its intricate flourishes could have influenced the fanciful
melodies of harvest songs and other genres of songs in eastern and southern
Lithuania. The violin gradually permeated the folk culture and joining in
with the bagpipe, adopted the piper’'s melodic style and eventually displaced
the bagpipe from the musical traditions from both town and village. The
bagpipe disappeared the earliest from bPemaitija (Samogitia) and Lithuania
Minor (perhaps the 18" century); elsewhere it was played until the mid 19
century. Just as in the majority of Central European countries, where the
bagpipe once enjoyed extreme popularity but eventually became an instru-
ment favored only by the conservative shepherds from severe upland regions,
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so too in the beginning of the 20" century the bagpipe continued to be played
only in remote villages scattered in the woodlands of eastern Lithuania.
From a fashionable and popular musical instrument it slipped down to
become a vestige, a beggar’s instrument.

Post scriptum. Still it would be nice to end this study on a brighter
note: the unduely forgotten bagpipe is experiencing a rebirth not only in
Latvia, Estonia, and Belarus, but also in Lithuania. In Western Europe (Italy,
Spain, Brettany, Scotland, Ireland, etc.) its revival occurred much earlier,
and it has even become a national symbol for some. In Lithuania for the last
ten years the bagpipes were played by folk ensembles and included into jazz
projects (Tylos Labonoro and others). In the Vilkija region, since 2008 there
has been a yearly gathering of bagpipers at the Antanas and Jonas Judka
Museum. Itis organized by an avid promoter and revivalist of this instrument,
Gvidas Kovéra (see his internet webpage for the bagpipe www.dudmaisis.It).

Dddas Lietuva
R{ta barskiene
Kopsavilkums

Salidzinot radniecigas paradibas dapadas valstis un analizgjot tautas
muzikantu repertuéru un atskadojuma stila ipatnibas, autore tiecas atklat
didu lomu tradicionalaja lietuviedu kultdra. Do instrumentu Lietuva ieviesa
ceiojodi arvalstu spclmadi, un ar laiku tas kiuva par vispopularako, dapviet
pat par vienigo tautas mizikas instrumentu. Vairékus gadsimtus domingjudas
tirgus laukumos un iebraucamajas vietas, zemnieku sv¢tkos un citos ritualos,
didas uliné dida, Labanoro diida utt.) ievcrojami iespaidoja gan tautas
instrumentalas, gan vokalas mdzikas attistibu. DOdu ietekmi atspoguio,
piemcram, iezimiga polifonijas izpausme — dziedadana burdona pavadiba,
kas balstits uz vienas vai divu basa skaou izturgjumu vai atkartojumu. Vijole,
kas pakapeniski ienaca tradicionalaja kultrd un sakotngji tika izmantota
[idztekus dddam, parmantoja didu melodiju stilistisk&s pazimes un pg¢c tam
aizvietoja diidas mazpilsctu un ciemu mazikas dzivg. Vairuma Viduseiropas
valstu dlidas bija savulaik ioti populéras, taéu v¢lak kiuva par instrumentu,
kuram uzticigi palika tikai konservativie gani nomaios kalnainos reiionos.
Zindma mcra lidzigu attistibas tendenci vgrojam Lietuva, kur 20. gadsimta
sédkuma dldas spclcja vairs tikai attalos, Austrumlietuvas mepos izkaisitos
ciemos. 19./20. gadsimta mija dadinieki bija lielakoties ceiojodi lauku ubagi.

Atslcgvardi: didas, Austrumlietuva, tautas mdzikas instruments, vijole.
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Shrovetide Songs in Western Lithuania (Pemaitija/Samogitia)

Lina Petrodiené
Summary

The traditions of Shrovetide as celebrated in Lithuania have been rather
comprehensively researched. The musical expression of this tradition, made
up of choral, instrumental or mixed, sometimes sung and sometimes spoken
folklore compositions, hasn’t been explained sufficiently from the scholarly
point of view. Publications of Lithuanian calendar musical folklore usually
represent calendar songs, including Shrovetide songs, from the Dz0kija and
Aukadtaitija ethnic regions. The Shrovetide traditions of these regions differ
somewhat from those of the Pemaitija (Samaogitia) region. bemaitijan Shro-
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vetide folklore, including costumed processions (oframps, Gypsiesand Jews,

is both original and playful, but to date research has been fragmentary. The
Shrovetide songs and hymn/songs of Pemaitija are categorized d&lactic,
humorous or games and circle dancesather than ascalendarin the Catalogue
of Lithuanian folksongs of the Lithuanian Literature and Folklore Institute.
There is clearly a problem in establishing the genre of these songs, which
partially explains the lack of academic research.

The goal of this study is to analyze the features of Pemaitijan Shrovetide
songs. It attempts to determine and describe characteristics of melodic style,
harmony, rhythm and scale, and to explain their relationship with Pemaitijan
folksong melodies of different genres. It also discusses problems of genre
and ritual acts connected with Shrovetide musical folklore.

The article analyzes 35 melodies of songs performed by the Shrovetide
carnival characters, such agramps, Jews and Gypsies in Pemaitija. The
songs were recorded in the area of the northern and southern bPemaitijan
dialects during the period of 1992—-2008.

The most prominent feature of the celebration of Shrovetide in Pemaitija
is the processions and performances of costumed participants. Groups of
costumed players are called genericallyramps or Jews but the members of
group can carry different costumes, including zoomorphic and demonic masks
such as goats, horses, cranes, devils and witches. Material in the literature and
archives describes extremely loud celebrations of Shrovetide in Pemaitija in
the past. Singing and music were required accompaniment to the processions.
It is believed that the noise-making formerly had a specific ritual meaning,
that it was an attempt to drive off evil spirits and to awaken the frozen earth.

The material collected demonstrates that the songs of theamps (63%)
and Jews(28%) have remained in the collective memory of the population
the most, while Gypsy songs were much fewer in Pemaitija (9%). Most of
the songs investigated are of a humorous nature. Specific exceptional features
of the characters are the subject of songs, including their appearance,
activities, way of life, etc., and their distinguishing features are exaggerated.

The songs’ musical features and the dominant melody construction
tendencies demonstrate the modernity of melody; personal creativity; and
the intended dance effect of the professional, instrumental and sometimes
ecclesiastical music for the songs of this genre. On the other hand, the most
significant features — the major key, homophonic structure, scale, metro-
rhythmic freedom — are also characteristic of other traditional Pemaitijan
songs. Although the melody of the songs sung on Shrovetide must be properly
considered rather modern, it easily merges with Pemaitijan song tradition
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because of features of construction. The effect of the carnival procession,
the groups of singers, improvisations, and the scenarios of the lyrics on the
melody need to be considered. It seems the melody wasn't considered as
important as the content of song texts.

The Catalogue of Lithuanian folksongs shows that Eastern Lithuania
rather than bPemaitija has retained the majority of Shrovetide songs.
Nonetheless, the archives contain an abundance of costume-play Shrovetide
songs, the majority of which were recorded in Western Lithuania, i.e., from
Pemaitija. Folklorists categorize the tramp, Gypsy and Jewish songs as
didactic or humorous, although in current practice and in some publications
of calendar songs they are nonetheless considered Shrovetide songs.

Shrovetide songs of Pemaitija sung and collected at the end of the 20
and beginning of the 21 century display the relative abundance of this type
of song and this genre, and their distribution over a well-defined range. This
concept that they are actually calendar songs coincides with the findings of
Ar(inas Vaicekauskas in his work on costumed processions during winter
holidays both in terms of the area of distribution of costumed characters
and the direct relationship between songs of this genre and tradition.

Another matter is that all of the songs studied were performed by informants
in talking about Shrovetide, i.e., within this context the informants made
almost no associations with songs of other genres (such as martial, familial
and other types of songs). Thus, the syncretism of Shrovetide traditions and
songs is the strongest argument in favor of considering these songs Pemaitijan
calendar folklore, without regard to theoretical reasoning which might oppose
this. Another issue is when and how this repertoire became an innate part of
Shrovetide tradition, but that's a subject for another study.
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Abstract

During the Soviet times it was not possible even to talk about the political
prisoners and other to Siberia deported people and their culture, music-
making. The situation changed in the end of 1980s. Now we know that
many musicians of several ranks, and even their whole families and kinships,
were among approximately 280 thousand Lithuanians deported by the Soviet
Union government to Siberia between 1940-1953. The aim of this article is
to reveal how the fiddle or violin playing traditions were continued in the
forced exile and what role they played in deportee’s lives. According to his-
torical and typological methods, the article provides an overview of published
and archival historical sources. The research shows that fiddlers or violinists
played a great role in preserving and maintaining Lithuanian culture in forced
exile. They usually were leaders of various ensembles, actively organized
traditional feasts and other cultural events. Their music making was of great
relevance to the deportees’ state of mind, and even physical survival.

Key words: Lithuanians, forced exiles to Siberia, Soviet period, the violin,
the fiddle, folk, amateur and professional music-making, music signification.

Introduction

Imprisonment and/or deportation to the Soviet Union’s most remote
places (broadly called Siberia) and other victimizations or even genocide
against guiltless people persecuted by the Soviet Union’s communist autho-
ritarian Stalinist regime is attributed one of the supreme crimes against
humanity (Coursois 2000: 11-17). It touched all countries and nations that
belonged to or fell into the regime: Lithuanians, Latvians, Estonians, Finns,
Byelorussians, Hungarians, Poles, Russians, Ukrainians, Germans, Jews,
Chinese, Japanese, Koreans, etc. Deportees were usually settled in multi-
national and multi-cultural concentration camps or settlements. They learned
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something about each other’s culture. Some of them, especially political
prisoners, even after release were not allowed to return to their native country
to live out their days and usually lived in neighbour country. Therefore investi-
gations into every aspect of the Soviet deportation phenomenon demands
international cooperation, though every nation and even every person under-
went their own experiences.

During the Soviet times it was not possible to talk about the political
prisoners and deportees’ cultural and musical life. Neither were the ex-de-
portees willing to take a risk and openly share their experience. The situation
in Lithuania changed significantly at the end of the 1980s. In these years |
met my first interviewees, folk musicians who had survived one —and some
of them, even two — deportations to Siberia. Since the 1990s a lot of materials
and memorials by the former deportees, among them musicians, have been
published. Many of them wrote about music making and its relevance to
them. Important sources of our investigations are also hand-written or
digitalized, and some published documents from the Genocide and Resistance
Research Centre of Lithuania’s inhabitants: the registers and databases of
all deportees, their incriminatory cases worked up by the Committee for
State Security of Soviet Union (Rus. NK/D, KGB), and especially the letters,
diaries and photographs taken by the deportees on place and date in Siberia.
Some of these materials are kept also in other Lithuanian museums on
deportation and resistance or still in personal archives at home.

Many musicians of several ranks, and even their whole families and
kinships, were among approximately 280 thousand Lithuanians deported
by the Soviet Union government to Siberia between 1940-1953. The biographies
of deported Lithuanian instrumentalists are still rather at the initial steps of
investigation. | have started compiling a list of Lithuanian musicians who
underwent Soviet victimization. At the moment there are two hundred and
forty four Lithuanian instrumentalists on the list (which increases every day).
They played stringed instruments (fiddle or violin, a Lithuanian zither kanklés,
hammered dulcimer, guitar, mandolin, balalaika, and dombra), brass instru-
ments and other aerophones, various accordions, drum, etc. According to a
vigorous Lithuanian tradition, many of them were multi-instrumentalists.
Almost a third (81) of these musicians —mainly men — played bowed strings:
fiddle, violin, a bass or double-bass. Most of these (60) were folk or amateur
musicians (mainly documented by myself), nine professional violinists, one
a famous future violinist and pedagogue, another — a future violinist and

1 have documented 59 musicians (out them 39 fiddlers) and 17 other ex-deportees.
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master, one more — a famous future cellist; five teachers, two organists and
two catholic priests.

In this article | focus on fiddle making and fiddling in Siberia. In the
middle of the 20" century this universal instrument was still one of the most
popular Lithuanian traditional musical instruments. Moreover, it is a light
and quite easily transportable instrument, though it needs special conditions.
A simple fiddle can be hollowed out using just a knife.

Fiddle masters and their fiddles

Some musicians took their fiddles from home on this long trip into
uncertainty, others asked for them to be sent from home or made them by
themselves in exile or concentration camps, despite all the hardship they
bore. It also was possible to buy a fiddle for food and cigarettes.

We know of five Lithuanian folk masters who made fiddles in Soviet
exile. One of these fiddles has been preserved. In 1991 it was given to the
Lithuanian National Museum by the Ukrainian folk fiddler Stepan Kuriliak.

It was mastered in 1957 in Dubravlag concentration camp in Mordovia by
Adolfas Genys (1907-1963). He was imprisoned in 1949 (in the same year
his wife was also deported), and in 1963 he was released and returned to
Lithuania. This violin probably was not the first instrument he made as it is
made very masterfully and lovingly, with a pretty wood pattern of the back
plate. According to the journalists who published Kuriliak’s story, a violin
born in the hands of a master in a Bolshevik concentration camp is a living
memory of the fates of guiltless captives, many of whom were gone or killed
(idaieiie+i nodoie 1991: 2-3).

Figures 1-2.Violin and its bow by Adolfas Genys,
mastered in 1957 in Dubrovlag by Arvydas Kirda. Photograph 2011
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Four other folk masters are famous in Lithuania for their instruments
and also fiddling.

Jonas Danilevieius (1921-2007, born in Zarasai) and his parentsvere
brought to a camp in the Tomsk region, Parabiysk district, in 1941. He
fashioned a fiddle there, as he got into the workshops. Danilevigius’ fellows
in fate appreciated his playing very much. His father, a former organist,
died in Siberia, but in 1946 other Danilevieius family members were released
and allowed to return home becauseno guilt was found (documented by
Kirdiené in 1996, comp. Kirdiené 2000: 93—-94).

Vladas beromskis (1906—1995, born in Kédainiai district), who in 1945—
1946 was imprisoned in a camp in Primorsk region at Amur River, fashioned
two fiddles and a guitar there. He wrote that he made the first fiddle at an
especially difficult moment for him and the fiddle helped him to live through
that whole severe period (LKA V 88). According to his daughter Biruté pe-
romskaité-Panumiené, the Soviet authorities encouraged fiddle-making with
the sloganWe make fiddles before deadlineRus. Nad&adi neaeies daiuga
fdiéa] (documented by Kirdiené in 2000). When beromskis boasted of being
able to make fiddles, he was allowed to work. At first all he had to use was
wood and other suitable materials that he found on the scrapheap. Later he
was allowed to go to the workshops. The guard and officers used to ask him
to play at their parties beyond the camp zone. They liked his Lithuanian
music and danced to it, but he also had to learn some Russian dances. Some-
times he was given food in return for playing. On the way to Lithuania he
sold one fiddle for 80 roubles to buy some food. He brought another fiddle
home, but it didn’t remain (comp. Kirdiené& 2000: 90).

In 1947 Povilas Grigalis (1901-1987, born in Raseiniai district) was
imprisoned in Kazakhstan, in one of the Karaganda camps, and made a
fiddle there, as he found a petrified fiddle handle. Later he played a fiddle,
which friends had found for him (documented by Kirdiené in 2010, comp.
Kirdiené 2010: 114).

In 1950s Julius Butkus(born in 1920) carved two out of his six fiddles
in Karaganda from wood brought from the Urals. Instead of a maple, which
does not grow there, he used a birch for a fiddle back. He also told that
cedar, growing inside the Arctic Circle, might serve instead of fur for a fiddle
sound board. He preserved one his fiddles when returned to Lithuania in
1955 and intended to re-master it (EIA; LKAV 27, comp. Kirdiené 2000: 89).
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Lithuanian violinists, fiddlers and their musical activities in Siberia

For a long time it was prohibited for political prisoners and deportees
not only to make any music and celebrate their year and family feasts, but
even to gather together. In spite of that, Lithuanians always streamed to
celebrate their feasts, though knowing that they could be punished the next
day. Continuing traditions, fiddlers played solo or in ensembles and even
orchestras on various occasions: concerts, dance evenings, calendar feasts,
and, after 1953 (the year of Stalin’s death, when the regime got much softer),
at weddings.

Even on the coast of the Laptev Sea in Yakutsk, where hundreds of the
Lithuanian deportees were broughtin 1942, completely ill-equipped and ill-
prepared, literally to die from hunger and the sharp frost; there were those
who managed to survive the first winter and who, with great enthusiasm,
continued their cultural and musical traditions. A lot of young people were
willing to play a musical instrument and playing by skilled musicians was
true light in the darkness for the community. Four Lithuanian fiddlers and
one Lithuanian Jewish girl-fiddler? from this place of exile have been docu-
mented.

The teacher Antanas Vaitkevieius (born in Marijampolé districtin 1907),
who was deported together with his family in 1941, stated that mathematics
and his ability to play musical instruments were hissecret weapons
(Vaitkevieius 1989: 113). A cornet player (A. Eerneckis), a professional violi-
nist (Algis Stadenis) who, after his return to Lithuania, played at Kaunas
Music Theatre; and a guitarist joined him soon and they enjoyed playing in
some orchestrgVaitkeviéius 1989: 105, comp. Sirutiené 1989: 36). Stadenis
was also very active in organising concerts and theatrical performances. A
former deportee wrote that he made themcry with the fiddle, playing Dear
Lithuania (a patriotic song; Lith. Lietuva brangi) (Sirutiené 1989: 36).Even
bigots had to acknowledge that Lithuanians in deed and not in name are
people of culture (Bojarskas 1989: 230). One of the most active youth leaders
in Bykov was Bukaitis. He loved to direct shows, and he played fiddle and
accordion (Merkiené 1989: 295).

Many fiddlers were deported after the Second World War and later.
Some folk musicians told that they were taught by professional Lithuanian

2 |ta Milc, born in 1936, lived in Vilkavidkis district, Kybartai. In 1941 together
with parents deported to Altay, in 1942 ferried to Bykov. In 1950 she mooved to
Yakutsk city, was released in 1958 and in 1961 returned to Lithuania, lived in
Vilnius.
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or Russian violinists in concentration camps, e.g. Jonas Kridtaponis, who
was imprisoned in Komi, Vorkuta, in 1947 for ten years, was taught by a
former Kapellmeister of Kaunas Radio, named Kazla (MFA D 19/14, docu-
mented by Gaila and Arvydas Kirdos in 2001).

A musician and litterateur, Antanas Paulavieius (born in the Anykdeiai
district of Lithuania), student of Vilnius University, was deported to Oreshna
in the Krasnoyarsk region in 1948 — a lot of Lithuanian gymnasium pupils
and students were deported at the end of 1940s. He wrote that on the way
to Siberia a folk music band played in their wagon, consisting of a fiddle,
clarinet, accordion, and small drum. In exile Paulaviéius organized a depor-
tee’s band which played to accompany dancing. The dancers used to feel
like they were in Lithuania. Later he was invited to work as an artistic director
at a club. He always included Lithuanian songs and dances in the prog-
rammes, but he always had to start with a song praising Stalin. He and his
family avoided hard labour in the taiga, because he was successfully employed
as a school music teacher (Paulaviéius 1989: 358, 372).

Many musicians were deported to Irkutsk region, Taishet district
together with over 900 Lithuanian families. From 1951 to 1957 in Suyetiha
one of the bands was lead by fiddlers: a former political prisoner Antanas
Bartkevieius (1918-1971, was born in Diauliai district) and Juozas Bimkus
(was born in 1937 in Tauragé district).

Figure 3. Lithuanian’s music band lead by Leonas Bimkus
in 1954 in Suyetiha. Photograph TF2166 (25)
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In 1948 around hundred Samogitian families were deportedor life to
Buriat Mongolia, Zaigrayev district and lived in quite a close community
there. Though people were mostly concerned with how to survive, the young-
sters liked dancing traditional Lithuanian dances that the musicians used to
play. One of the older musicians — Petrauskas — played the fiddle. He used to
come from over the mountains, fifteen kilometres away, and played together
with an accordionist, Juozas Kupdya

Fiddlers who were deported to multi-national settlements had to learn
also songs and dances of other nations, first of all Russian. One of the most
talented folk fiddlers, Pijus Vadkeviéius (1900-1993, was born and lived in
Vilkavidkis district, Grapiokiai rural-district, Grajauskai village), along with
his pregnant wife and six children, was deported to the Tomsk region, where
he lived in Topaliovka village in the Aleksandrov district, from 1951 to
1956. His daughter Marija Danilevieiené-Vadkeviei(té (born in 1949) said
that he worked as a smith there and was always asked to play duringolkhoz
(workhouse) holidays. At first he played only Lithuanian songs and dances,
but Russians could not understand them and used to ask him to learn Russian
ones. After the amnesty the chair of thekolkhoz did not allow the family to
go, therefore they had to escape. The fiddle travelled with them (documented
by Kirdiené in 2012).

Families and kinships of Lithuanian fiddlers in Siberia

Teacher Liudas Baltutis (1897-1954, born in Teldiai district, Trydkiai
village, died in Siberia) was a choir conductor and a multi-instrumentalist,
able to play piano, harmonium, violin, mandoline, button accordion. On
14™ June 1941 he had thduck to be deported together with his family (wife
and three children). The men were usually sent separately to the concentration
camps, where most of them perished. The Baltutis family got to Tenga in
Altay. His brother Leonas, who had played a clarinet from his youth, was
also deported. 1942-1947 Liudas Baltutis taught and lead Lithuanian
children’s string band, consisting of mandolins, seven-stringed guitar, bala-
laika, dombra, four stringed folk bass and small drum. They repaired the
instruments themselves from the whole bag of remains found in theovkhoz
storage. Therefore they called the bandubbish band (Lith. nuolaupg ka-
pelija). A fiddle and a button accordion joined them: another teacher, Bronius

8 Liudvina Vitkuté-Skériené&, born in 1926 in Diauliai district, Gruzdpiai rural-
district, Gedvydpiai village, living in Vilnius; documented by Kirdiené in 01.12.2010.
and 22.11.2011.
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Tévelis (native of Mapeikiai district, Viekdniai village), played an accordion;
and his son Arlinas played a small children’s fiddle taken from Lithuania.
In 1947 the Baltutis family escaped to Lithuania, where father Baltutis
bought his son Romualdas (born in 1930) a fiddle and a small accordion
and taught him to play (the children did not attend school). It was not com-
plicated for Romualdas to learn fiddle, as he already was able to play mandolin
In 1948, half a year later, the Baltutis family was deported for the second
time — this time, to Kiseliovsk in the Kemerov region. Father formed two
bands there: adults played fiddle, button accordion and guitar and children
mandolin, guitar and balalaika. When Romualdas was in the ninth class at
school, the school director asked him to lead anoiseorchestra, consisting of
various stringed instruments, only he alone played the fiddle. They played
Ukrainian and Russian pieces by ear — only Romualdas could read music
(documented by Kirdiené in January 2012, comp. Baltutis 2012: 380-381).
This kind of ensemble (with only one fiddle, but usually also with a
bayan or accordion, of up to twenty five players) is actually the only one that
is not typical of Lithuanian traditions, but of Russian stylized folk orchestra.
One another Lithuanian fiddler, Juozas Liuberskis (1903-1984, was born
in USA, lived bagaré) has been documented who with his wife Elena and
daughter Aldona lead an orchestra like this, just without any balalaika, in
forced exile in Tulun city, Irkutsk district from 1950 to 1953. It was called
barracks orchestraand only deported Lithuanian children played there.

Figure 4. Juozas and Elena Liuberskiai leading a children orchestra
in Tulun in 1951. Photograph MD 3091
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In 1958 Baltutis’ family returned to Lithuania, Diauliai district. Romu-
aldas became a famous editor of the deported pupil’s and student’s memorials
Sibiro Alma Mater (Siberian Alma Mater, 2005-2012, 5 volumes).

Mykolas Davidaviéius (born in Ukmergé district) was a tailor and fiddler
from a folk musician’s family. He was taken to a camp in the Far East,
Magadan region in 1944 on Boxing Day: We went with my brother to play
at a wedding and the Russians invested ugAnother brother Ignas (1914—
1996) was deported to Irkutsk region in 1949 (Kirdiené 2010: 116).

The families of famous folk musicians, brothers Antanas (bornin 1871)
and Stanislovas (1874-1955) Abromaviéius, from Raseiniai district, Diluva
rural-district, Guodlaukis village, were deported to the Uzhur district of
Krasnoyarsk in 1951. Of Stanislovas’ nine children, only three daughters
returned to Lithuania, and of Antanas’ whole family, only son Jonas (he
lived in Kelmé) (Palubinskiené 2009: 259-260, 263—-264).

The famous folk musi-
cians, brothers Domininkas
and Jonas Lileikiai, together
with their families (six people),
were deported to Irkutsk re-
gionin 1951. They took two
fiddles and a guitar. Together
with Lithuanian folk accor-
dion, bandonion or a modern
accordion players they played
at Easter, Christmas, wed-
dings and other parties (Kir-
diené 2010: 113-114).

Figure 5. Fellows in Bratsk
district. Domininkas Lileikis
plays fiddle, Antanas Lidys,
born in Dilalé region — with
the accordion Hess

All kin of the famous folk master Albertas Martinaitis (born in 1953 in
Irkutsk region, Nizhneudinsk district, Ukar village, living in Biauliai) bore
the hardships of deportation. His maternal grandfather Kazimieras Eitmantis
(1881-1956, born in Kelmé district, Lioliai rural-district, bvirbliai village)
played fiddle and his brothers — and later on, the sons — played fiddles or
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other instruments. In 1946 his son — the bass player Stanislovas — was the
first from the kinship to be brought to a concentration camp. In 1948 Kazi-
mieras and his wife were deported to the settlement of Zima in the Krasno-
yarsk region. He took his fiddle. From 1949 to 1956 his son, the fiddler
Petras, was working in a coalmine in Karaganda. In 1949 his daughter Ona
Martinaitiené-Eitmantyté (born in 1924) and her husband (who would become
Albertas’ parents) were deported to the Nizhneudinsk district of the Irkutsk
region. She found her father (her mother was already dead) and took him in.
Whilst the parents worked at thekolkhoz, grandfather looked after the children
and used to play them the fiddle — even when used to tell them fairy tales or
put them to sleep. His fiddle was his greatest possessioile used to say:
Children! Listen to how the fiddle cries and laughs.. (Kirdiené 2010: 108—
109). He also played during feasts, but only at home, behind closed windows.
In 1956 Kazimieras was already very ill. He took his fiddle and set out on
the journey home — he at least wanted to die in his homeland, but unfortuna-
tely died on the way. In 1997 Martinaitis carved a tombstone in the shape of
his grandfather and in 2004 made a fiddle to commemorate all his kinship
members, storm-beaten in forced exile (comp. Kirdiené 2010: 107-109).

Fiddlers in bands and orchestras in concentration camps

Lithuanian fiddlers and violinists in camps played in various bands and
orchestras (except brass bands), usually with musicians of various other
nations. In women’s camp bands there were some fiddlers too.

From 1946 to 1949 in the north of the Arctic Circle, in the Komi Re-
public, Uhta worked a musical drama theatre, where all the artists were
prisoners. Theatre and concerts were an important attribute of Stalin’s regime.
Quite a lot of professional artists, and even stars, were imprisoned in the
camps.Every morning they were led by armed guard to the theatre, one and
a half kilometres away from the camp; and they were taken back by midnight
(Vyliaté 1994: 5-6). In this theatre orchestra played a Lithuanian violinist
Meeislovas Kriaueilinas, a graduate from Kaunas conservatoire. When this
theatre burned down in 1949, frightened artists formed a song and dance
ensemble as soon as possible, and continued giving concerts. In 1950 the
famous Latvian composer Janis Licitis (1913-1978) organized a small-bowed
string orchestra and so the artists played and sanig the same hell of Vorkuta
(VyliGté 1994: 13). In 1953, the Vorkuta authorities collected professional
artists from the camps to form another theatre. According to musicologist
Jaraté Vyliaté, About thirty orchestra musicians were collected from among
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the prisoners. Poor string players, how they play with their hands fingers
stiffened from hard work and the cold [..]. With the greatest hope now they
all look to the theatre (VyliGté 1994: 13).

Figure 6. Band of Abez camp’s political prisoners
in Komi Republic in 1955. Photograph MD 1402

In the late 1940s an orchestra from the seventh station of the Mordovian
Dubovlag camp was lead by Albinas Ciplijauskas (1910-1983, sentenced to
ten years in a labour camp in 1944). Before that he was the famous violinist
of the Lithuanian State Philharmonic Symphony Orchestra, and along with
violinist Povilas Matiukas, violist Stasys Gabriolavieius, and cellist Mykolas
Saulius, belonged to a famous string quartet. Lithuanian accordionists Jonas
Puidokas and Kazys Leikys played in the camp orchestra, too. Later on
Ciplijauskas was transferred to Kazakhstan, into a Sherubai Nura camp
with an especially strong regime. He took up playing again only in 1954,
when was deported to Kazachinsk village to join his sister and brother Juozas
Vytautas. According to VyliGté, Ciplijauskas had to forget his career as a
violinist, as he could not recover the playing skills lost in a concentration
camp. In Kazachinsk he played bayan at the recreation centre, worked as a
music teacher at an ordinary school and a preschool. Ciplijauskas was not
allowed to return to Lithuania and lived with his wife and son in the Velikiye
Luki city in Pskov district of Russia where for many long years he worked as
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violin teacher at a music school. He was repatriated by Lithuanian Prosecutors
only in 1990 (Vylidté 2010-2012).

Folk fiddler Boleslovas Anké&nasspentten years in the Ivdel camp of
Sverdlovsk district, for political and (especially bad) criminal prisoners. Like
many other documented musicians he stressed how much he was exhausted:
My body weight dropped from 90 kg to only 40 kg (Ankénas 2010: 34;
Kirdiené 2010: 114-116). Later he was brought to the Inta camp in Komi
Republic and had to work as a collier in a mine. Nobody with this kind of
job was able to play, as it was too exhausting. Only thanks to his high blood
pressure, Ankénas was allowed to work above ground and therefore he could
play in an orchestra which was led by a former organist and consisted of three
fiddles, five mandolins, clarinet and saxophone (Kirdiené 2010: 120-121).

In 1954-1955 a mixed orchestra played in the Spask camp in Karaganda
district. A talented young man Vytautas Kiela (was born in Marijampolé
district, graduated from a gymnasium and sentenced to ten years in a camp
in 1948, but leftin 1955), played there a double-bass and sang bass solo. He
was taught by his fellow of fate, a professional Lithuanian musician called
Vladas Korsakas.

Music-making was the best therapy for the political prisoners, for whom
it was very difficult to endure the stressful wait before being released after
1953.

Figure 7. Orchestra of Spask camp’s political prisoners in 1955.
Photograph TF 574
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* % %

Concluding we can state that according to the traditions, fiddlers and
violinists played a great role in preserving and maintaining Lithuanian culture
in forced exile to Siberia in the middle of the 20" century. They usually were
leaders of various ensembles and orchestras, activelly organized traditional
feasts and other cultural events.

Playing various musical instruments — among them, violins or fiddles —
as well as singing and dancing to instrumental accompaniment, was of great
relevance to the deportees’ and political prisonersstate of mind, and even
physical survival.

However, many talented Lithuanian musicians and fiddlers are lost to
Siberia. Not only to forced exile to Siberia, but also the prohibition for ex-
deportees to live in their native places, and for political prisoners even in
their native countries, was one of the biggest factors in destroying Lithuanian
traditional music culture and folk fiddling traditions. It had a negative impact
also on Lithuanian professional music culture.

Those musicians, among them fiddlers, who earlier or later (many of
them just after 1991) returned from deportation, participate very actively in
their homeland’s musical and cultural life and leave valuable imprints: their
music is being listened to, recorded and published.

Lietuviedu vijole un vijoispcle izsOtijuma
Gaila Kirdiene

Kopsavilkums

Padomju laika runat par politiskajiem ieslodzitajiem un citiem uz Sibiriju
deportctajiem, viou kultGru un muzikalajam aktivitatcm nebija iespgjams.
Bijudie izs(titie negribgja riskct un atklati dalities sava pieredz¢. Situacija
mainijas 20. gadsimta 80. gados. Tiedi daja laika raksta autore satika pirmos
tautas muzikantus, kas bija piedzivojudi vienu vai divas deportécijas uz
Sibiriju. Kopd 90. gadiem publiccti daudzi materiali un padu deportcto at-
miodas. Tagad mg¢s zinam, ka starp 280 tkstodiem deportcto lietuviedu, kurus
1940.-1953. gada izs(tija Padomju Savienibas valdiba, bija daudzi dapada
[Tmeda maziii, pat kopa ar iimengm un tuviniekiem. Laptevu jiras krasta,
kur trimdinieki tika atvesti, lai nomirtu bada vai nosaltu briesmigéa sal3, tie,
kuri izdzivoja, turpinja izkopt savu kultGru un mazikas tradicijas. Doku-
mentgti eetri lietuviedu vijolnieki, kas darbojas daja reiiona, un vairak neka
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eetrdesmit vijolnieki cituviet. Vioi sp¢lcja solo vai ansambios un pat oriestros,
kuplinot dapadus pasakumus — koncertus, deju vakarus, kalendaros svgtkus
un kazas. Dabi vijolnieki bija pad¢cmudi instrumentus [idzi no majam, savukart
Citi, neraugoties uz grattbam, bddami trimda vai koncentrécijas nometncs,
tos izgatavoja padi. Ir zinami pieci izsOtljuma stradajudie lietuviedu tautas
meistari, kas izgatavoja vijoles. Saglabajusies viena no tam.

Dziedadana un dapadu instrumentu, t. sk. stiginstrumentu un vijoles,
spcle, tapat k& dziedddana un dejodana instrumentalmizikas pavadijuma,
bija svariga izs(tito un politisko ieslodzito noskadojumam un pat fiziskai
izdzivodanai. M0ziii uzskatija mizikas instrumentus par savienslepenajiem
ieroéiem, un kopienam viou muzika bija patiess gaismas stars tumséa. No
otras puses, daudzi talantigi lietuviedu maziii Sibirija gaja boja. Ne tikai
trimda, bet arf aizliegums pc¢c trimdas apmesties uz dzivi sava dzimtaja vieta
(politiskajiem ieslodzitajiem pat sava dzimtaja valsti) bija viens no galve-
najiem faktoriem, kuru dc¢i panika lietuviedu tradicionala kultGra un tautas
vijoispcles tradicijas.

Atslcgvardi: lietuviedi, padomju repima izsGtitie Sibirija, vijole, fidele,
tautiska vijoispcle, pusprofesionala un profesionala vijoispcle, mizikas
nozime.
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Sergei Bortkiewicz (1877-1952):
Musical Retrospection as a Lasting Art Form

Mag. art. Nils Franke

Director of the BA (Ed) Music Specialism and Music Teaching
in Professional Practice at University of Reading

One could argue that the life and works of the Ukrainian composer
Sergei Bortkiewicz are in many ways symptomatic of the category of the
late-Romantic pianist-composer (Niemann 1919: 97). Bortkiewicz was born
in Kharkov in 1877. His life, and with it his compositional output, is closely
connected to this politically highly turbulent era in world events. By the
time he died in Vienna in 1952, much of world he grew up in had changed
beyond recognition, at least in the eyes of someone like Bortkiewicz whose
traditional education, privileged socio-economic background and tonal musical
language has since become a representation of an arguably anachronistic
aesthetic (Feldmann 1972: 136-137).

This article sets out to examine the composer’s output in the framework
of selected biographical dates and their relevance to the development of his
musical language. It also draws on the composer’'s own views, and a select
reception of his work, in an attempt to place his output in a wider context.

A short biographical sketch

To appreciate the interconnectivity of era, background and artistic
output in Bortkiewicz’ case, let me first summarise some of the key events
and dates in the composer’s life. After an initial musical training in Kharkov,
Bortkiewicz commenced his studies at the Conservatory in St. Petersburg in
1896 where he studied piano with Karel van Ark and theory with Anatoly
Liadov. By 1900 he went to Leipzig, where his piano professor was the
Franz Liszt's student Alfred Reisenauer and his composition tutor was
Salomon Jadassohn. Concluding his musical studies in 1902, Bortkiewicz
married Elizabeth Geraklitova in the Ukraine later that year. The couple
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returned to Germany in 1904 where they remained until 1914 when they
were deported back to the Ukraine by the Germans. By 1919 the composer
and his wife had lost his family estate as a result of the revolution, fleeing to
Constantinople where they stayed until 1922 before moving on to Vienna.
Here both remained for the most part of their lives, experiencing considerable
hardship and persecution during the 1930s and the Second World War.
Ever since losing his family estate in 1919, Bortkiewicz needed to earn his
living as a freelance pianist, composer, and teacher except for the last few
years of his life when he taught a class of piano students at the Conservatory
of the City of Vienna.

The documentary evidence of Bortkiewicz’ life falls into two distinct
categories, the first being his life up until 1922, and the second a period
shaped by staying predominantly, though not exclusively, in Vienna from
1922 until 1952. The composer’'s own Memoires (see in: Feldmann 1972),
written in 1936 on the occasion of his forthcoming 60™" birthday, are without
doubt the foremost source for the period up to 1922. However, as can be
the case with autobiographies, posterity is offered a subjective, possibly even
a somewhat selective account of proceedings. Though written in 1936, the
composer’s detailed account ends in 1922 with his arrival in Vienna. Recog-
nising this intentional omission, Bortkiewicz provides both question and
answer by suggesting thashall | continue to report in such detail about the
last 14 years? | think | better not, because | am lacking in distancgto events]
(Feldmann 1972: 168). As a result of this decision, much of the composer’s
life after 1922 needs to be reconstructed from letters, concert programmes
and other sources; a detailed process that has yet to be undertaken by critical
biographical scholarship.

The reception of Bortkiewicz’ work

By his own admission, Bortkiewicz the composer was a late developer.
He recalls composition attempts at the age of 14 but writes thatserious
composition | only started as a married man In 1906, aged 29 and some
years into his marriage, his first works appeared at a publishing house in
Leipzig. Bortkiewicz credits the owner of the company, the music publisher
Daniel Rather, with having discoveredhim (Feldmann 1972: 154).

Critical success came relatively quickly to Bortkiewicz but appears to
have been short-lived. ThelTonkinstler Lexikon of Paul Frank and Wilhelm
Altmann (1936) lists Bortkiewicz with a detailed entry, referring to him as a
composer and piano virtuoso (Frank, Altmann 1936: 69). And yet by 1967
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Klaus Wolters describes Bortkiewicz' works assalon music and shallow
pictures in sound(Wolters, Goebels 1967: 511). Therefore, prior to the first
date, 1936, appears to be what in essence can be regarded as Bortkiewicz
most creatively intensive and commercially successful period of his life. The
composer’s handwritten and hitherto unpublished work index shows that
between 1906 and 1928 his publisher Rather bought and published almost
everything the composer wrote. It is reasonable to assume that such a
relationship was based on a number of factors of which the commercial
success of Bortkiewicz’ output must have been one of the decisive components.
By 1936, the entry in the aboveTonkinstler Lexikon, Bortkiewicz could
certainly look back on some significant professional achievements. While a
detailed account of these would go beyond the scope of this article, two
examples may nevertheless serve as indicators of this diagnosis. In 1923,
Bortkiewicz received a commission for a piano concerto for the left hand
and orchestra by Paul Wittgenstein (1887-1961), who had previously
commissioned Paul Hindemith and Erich Wolfgang Korngold, and whose
subsequent commissions would involve Richard Strauss, Sergei Prokofiev
and Maurice Ravel. Wittgenstein played Bortkiewicz’ concerto at least 11
times between 1924 and 1930, when he commissioned him again for the
Rhapsody on Russian Themedor piano left hand and orchestra. Around
the same time, in 1927, Bortkiewicz’ Etude Op. 15 No. 8 was recorded by
Moritz Rosenthal (1862—-1946), one of the early 20" century’s most distin-
guished piano virtuosi. If nothing else, the attention of Rosenthal and Witt-
genstein underline that Bortkiewicz’ works were receiving the attention of
established performers who were arguably at the heart of the European
musical establishment.

If one takes the composer’s work index, complete with dates of publica-
tion and names of publishers, as an indication of his ability to place music
that sold, then the period from 1934 onwards became one of unpredictability
for Bortkiewicz. It is clear that he found it more difficult to publish music
during the period of National Socialism, and of course impossible during
the war years 1939-1945.

Scholarly interest in Bortkiewicz’ life and music has to date fallen into
two specific categories, that of performance and biographical scholarship.
However, one of these is more extensively represented than the other. The
performance practical documentation of his music commenced on a more
systematic level with LP recordings of his piano solo music in the 1970s and
early 1980s before a range of CDs appeared from the late 1990s onwards,
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covering by now much of his output for solo piano, piano chamber music
and concerto and symphonic writing. However, scholarly interest in this
composer has been limited to less than a handful of publications that focus
mainly on the biographical aspect of his life. Of these Ria Feldmann’s
annotated study in 1972 of excerpts from Bortkiewicz' Memoires remains
the first and to date most significant example of published scholarly research
into the life of this composer (Feldmann 1972). In 2004 Elke Paul submitted
an MA dissertation at the Mozarteum in Salzburg in which she attempted to
define Bortkiewcz’ impact in relation to a number of specific musicological
focus areas (Paul 2004). Whilst some of this was based on the composer’s
own recollections, Paul needs to be credited with providing further hitherto
not documented biographical evidence relating to Bortkiewicz’ time in
Vienna, thus offering a significant insight into the composer’s life in the
period not covered by his ownMemoires. In between these above two dates,
1972 and 2004, the reception of Bortkiewicz’ works was, at least in the
German-speaking world, promoted through the writings and radio broadcasts
of Knut Franke, whose programmes were aired on a number of German
radio stations'. However, it is clear that at the time of writing (2012), a
systematic scholarly enquiry into Bortkiewicz’ achievements as a composer,
teacher and pianist, is yet to take place.

Some stylistic considerations

Walter Niemann'’s book Masters of the Piano(1921) appears to have
been a widely read textbook in its day. Reaching nine reprints within two
years of the original date of publication in 1919, it surveys pianism according
to a range of headings, from specialist interpreters of a particular composer
to national schools and regional centres for pianists (Niemann 1921: 97).
The chapter entitledRussian Troika Journeydescribes Russian pianism as a
historic phenomenon that within a relatively short period of time achieved
international excellence. In an attempt to underline the observation that, as
Niemann puts it, almost all modern piano composers are excellent pianists
he cites two examples, one of which is theianistically [..] convincing Sergei
Bortkiewicz in Berlin and the other one of most refined and imaginative
lyricist at the piano, Alexander Scriabin in Moscow (Niemann 1921: 97).
Although posterity may wish to differentiate between the compositional

1 Knut Franke, 1939-2003, German music broadcaster and musicologist.
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impacts of both composers, the significance of Niemann'’s statement lies in
the recognition of Bortkiewicz as a pianist. It appears, therefore, that at
least in the early stages of his career, Bortkiewicz was a skilled performer in
his own right. Though there is currently incomplete evidence of Bortkiewicz’
repertoire of the works of other composers, it is clear that his own training
in St. Petersburg and Leipzig provided him with a level of expertise that
enabled him to perform works such as Liszt's Second Piano Concerto or the
secondSt. Francis Legendgboth of which he referred to in his Memoires
(Feldmann 1972: 149). Given the close affinity between pianism as a form
of personal skill, and the piano as a primary medium of compositional
expression for a pianist-composer, it seems probable, if not highly likely,
that the piano works of other composers may have contributed to the forma-
tion of Bortkiewicz’ own works. These may range from a literal embedding
of a particular harmony to the use of a specific texture or the re-working of
a pianistic formula, as can be seen in the following musical examples.

A comparison of the scoring of the right hand pattern in Bortkiewicz’
Prelude Op. 33 No. 4 reveals a pianistic re-thinking of an idea found in
Frederic Chopin’sEtude Op. 25 No. 11.

Example 1. Sergei Bortkiewicz: Prelude Op. 33 No. 4 (1927)

Example 2. Frédéric Chopin: Etude Op. 25 no. 11 (1834)

A less pianism-specific and more compositionally motivated connection
between Bortkiewicz and the past can be seen in the following section found
in the finale of his Sonata for violin and piano Op. 26 in which the combina-
tion of harmony and texture suggests a Schumannesque influence, without
it being a literal re-working (see Example 3).

Somewhat more obvious by contrast appears to be the opening of
Bortkiewicz’' Lamentation Op. 17 No. 1, the texture and harmony of which
must be read as an intentional nod in the direction of Liszt, the teacher of
Bortkiewicz’ own tutor, Alfred Reisenauer (see Example 4).
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Example 3. Sergei Bortkiewicz: Sonata for violin and piano Op. 26 (1922)

Example 4. Sergei Bortkiewicz:Lamentation Op. 17 No. 1 (1913)

What these examples serve to illustrate, is that Bortkiewicz as a pianist-
composer was only too aware of some of the 19 century’s legacy in piano
writing. But his works also show the influence of more recent developments,
most notably of course, in Russian music making. For all its individuality, it
is hard to imagine the following work, Lamentation Op. 17 No. 7 without
connecting it, at least tangentially, to Scriabin’s use of harmony and rhythm
in his Preludes Op. 11 in the 1890s.
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Example 5. Sergei Bortkiewicz:Lamentation Op. 17 No. 7 (1913)

Surveying his piano music from the earliest published works of 1906 to
his last works of 1952, it seems, therefore, that the stylistic language in
which Bortkiewicz expressed himself was formulated almost exclusively by
musical styles as found until the mid- to late 1890s. And given the somewhat
narrow stylistic development between the first and last of his published works,
Op. 3 (1906) and Op. 65 (1947), the question arises as to why all of the
early 20" century’s musical innovation made no documented musical impact
on the composer? It is tempting, maybe even convincing, to connect
Bortkiewicz’ pianistic training with the formulating of his musical preferences.

The composer’s aesthetic beliefs

However, it seems that Bortkiewicz was not immune to contempora-
neous developments in composition; instead he positively revelled in opposing
what he called thedegenerate atonals and cacophonis{8ortkiewicz 1952a).
Both his Memoires and selected letters demonstrate that it was not only the
composer Bortkiewicz who appeared at odds with formative musical events
in his life time, as an individual, too, he was highly critical of innovation in
a broader sense. His reluctance to embrace technology as a means to promoting
his own works is nowhere more apparent than in his relationship to record-
ings. The mechanicalrepresentation]of art is a considerable step backwards
Bortkiewicz wrote in 1936, continuing that the cinema is the greatest enemy
of the theatre, the radio that of domestic music making and of the live concert
(Feldmann 1972: 139). This viewpoint is significant in a number of ways.
Written in the mid-1930s, Bortkiewicz assumes a position that, it can be
argued, is already some 20 years out of date. Many of his contemporaries,
even some of his compatriots, had by this time produced a legacy of acoustic
and/or piano roll recordings that only served to enhance their standing as
performers and composers. As Elke Paul rightly observes, Bortkiewicz’ unwél
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lingness to embrace technology, even when opportunities arose, placed him
at a considerable disadvantage (Paul 2004).

Furthermore, his Memoires contain a number of significant turns of
phrases in which the composer appears to reveal some closely held beliefs.
Notwithstanding the pertinent discussion of nationality, Bortkiewicz writes:

[..] and we, the Russiansic! —N. F.] emigrants live more of the memory of
the past than in the present(Feldmann 1972: 168). Additionally, recalling
the source of much of his inspiration, Bortkiewicz cites the German poet
Goethe only in order to conclude thatart is and remains national(Feldmann
1972: 168). However one might define the component of thenational, the
creative focus on national heritage on the one hand, and the past as a powerful
force in the creative present has arguably come to symbolise the aesthetic
retrospection that underpins much of his music.

But his focus on traditional tonal harmony is based on more than a sense
of opposition or retrospection. Summarizing his outlook on music in 1952,
Bortkiewicz reflects in an unpublished document on his approach to compo-
sition, on what one might regard as his artistic and aesthetic approach to his
own output. In this untitled four-page document the composer moves between
attempting to reflect on his own work analytically, anecdotal reminiscences,
and the search for defining the terms he has come to regard as relevant to
this debate. In doing so, Bortkiewicz outlines his perception of what compo-
sition is, what modernity in music might mean, and why he has remained
sceptical of recent trends in musical composition.

To Bortkiewicz, the latter seems about the relationship between melody
and harmony, both of which determine what he calls theprimary idea, or a
memorable original themewith a subsidiary themethat form the musical
foundation of a work. He also regards thelack of a primary idea as an
inevitable sign of an empty composition(Bortkiewicz 1952b: 1). The concept
of modernity on the other hand is not something the composer objects to
per se But he does give an indication of why he questions the manifestations
of modern musig citing a newspaper report of 22 rehearsals for a contem-
porary orchestral piece before both the composer and the conductor noticed
that the clarinettist played on a clarinet in A instead of a clarinet in B flat
(Bortkiewicz 1952b: 1). Bortkiewicz sees this as evidence of apiritually,
emotionally, politically and economically confused timein which the grotes-
gue soundgains particular prominence (Bortkiewicz 1952b: 3). He concludes
that however relevantexperimentsin music might be, these should be con-
ductedin one’s own laboratory, and not publically (Bortkiewicz 1952b: 4).
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Bortkiewicz’ legacy

The assessment of Bortkiewicz’ creative output does inevitably depend
on a number of variables. Viewed from the perspective of the 1920s, as
Niemann and Altmann demonstrate, Bortkiewicz is an exponent of the
composer-pianist category, an artist whose preference for representing his
own works in concert appears to be in line with a contemporaneous sense of
expectation from this type of musician. Stylistically, too, his music can be
viewed as reasonably topical in that it represents one style of the then
contemporary music. By the 1950s or 1960s this position had changed, of
course, not least because of Bortkiewicz’ lack of stylistic development; an
observation that, at least partially, explains Wolter's categorisation of
Bortkiewicz’ music asdated (Wolters 1967: 511).

The second perspective might be one of examining this music for its
relative value in its own right. Bortkiewicz himself sets clear criteria by which
he determined the success of a composition, as outlined above. And here it
has to be noted that for even in the quite anachronistic works of the 1940s
and 1950s, Bortkiewicz meets his own expectations in terms of searching
for memorable melodies that emerge from a clear sense of harmonic prog-
ression.

The third perspective, taken from the position of distance at the time of
writing (2012) attempts to balance the arguments presented above by not
only considering the music in its own right, or indeed in its contemporaneous
value, but also by acknowledging wider aspects of musical direction and
reception since the composer’s death in 1952. To measure musical relevance
in purely commercial terms by regarding the number of current Bortkiewicz
recordings available as an indication of demand may be missing the point of
music’s intrinsic value, but it nevertheless is an indication of an interest in,
and thereby appreciation of, a composer’s output. If Bortkiewicz remained
opposed to much of theexperimentalmusic produced by others in the latter
part of his life, he himself acknowledged that artistic development was
necessary.l would like to emphasize, he wrote, that | am the first to
understand and welcome the search for ‘new waygBortkiewicz 1952b: 4).

It seems that with the hindsight of being able to reflect on musical trends
and practices in the second half of the 20 century, one is now able to observe
that those new ways have actually led to a renewed interest in the stylistic
achievements of late Romanticism. Whether it is simply a matter of distance
of time or part of a wider tendency to re-discover that which does not imme-
diately precede one’s own work remains to be seen. Interestingly though,
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Arnold Whittall saw this process in its inception as early as 1987 when he
suggested that:

The twentieth century may be, and may remain, predominantly anti-
Romantic: but in its late stages it is still possible for composers to express
and intimate familiarity with, and allegiance to, the techniques, ideals, and
even idioms of the nineteenth century. Romanticism, it seems, is set to remain
a permanent feature of serious music; it has already escaped the confines of
its nineteenth century flowering, and with its survival, the post-Romantic
age is itself the richer(Whittall 1987: 184).

It could therefore be argued that the question of chronology in music
may be at least partially replaced by a focus on the perceived meaning of a
composition in itself; a development that may therefore offer a renewed
sense of validity to the works of Sergei Bortkiewicz.

Sergejs Bortkeviés: mizikas retrospekcija k&
pastaviga makslas forma

Nils Franke

Kopsavilkums

Raksta piedavata ukraiou komponista Sergeja Bortkeviea (1877-1952)
mazikas stila kritiska izpcte; tas ietvaros iztirzati komponista uzskati, vioa
harmonijas valoda un lidz 8im nepublicctie dokumenti, k& ari pada kompo-
nista veikta vioa mazikas ieceru analize.

Bortkeviea panakumi izklastiti isa biografiska skicg, kura iezimgti spc-
cigie paneiropeiskie iespaidi vioa mizika. Kopuma ta atspoguio v¢lina roman-
tisma stilistiku. Bortkeviéa daiirade piesaistijusi ievgrojamu pasaules limeoa
mdziiu uzmanibu. Piemc¢ram, 1923. gada izcilais pianists Pauls Vitgendteins
(1887-1961), kuram darbus veltijudi Pauls Hindemits, Crihs Volfgangs Korn-
golds, Rihards btrauss, Sergejs Prokofjevs un Moriss Ravels, pasdtija Bortke-
vieam klavierkoncertu kreisajai rokai un oriestrim. Do ukraidou komponista
darbu Vitgendteins laikposma starp 1924. un 1930. gadu spclcjis vismaz 11
reizes, pcc tam viod pasitijiRapsodiju par krievu tgmam kreisajai rokai un
oriestrim. Ap to padu laiku, 1927. gada, Bortkeviea Etidi op. 15 nr. 8 ieska-
00jis Morics Rozentals (1862—-1946), viens no 20. gadsimta pirméas puses
spopékajiem klaviervirtuoziem. Jau die fakti vien liecina, ka Bortkeviéa
skaodarbi bija iekarojudi nozimigu vietu Eiropas mazikas dzivg.
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Raksta secinats, ka lielaka daia Bortkeviéa skaoddarbu, tostarp vioa
mazika klaviercm solo, bija savveida mehanisms komponista estctisko, sk.
muzikalo uzskatu paudanai. P¢c autora domam, Bortkeviéa daiirades izpcte
aktualiz¢s visparatzito vertibu saglabddanas nozimibu mainigas pasaules
konteksta.

Noslcguma pausts viedoklis: neraugoties uz visparcjam mdzikas attis-
tibas tendencecm 20. gadsimta sakuma, ta laika politiskie satricinajumi dapiem
trimdas maksliniekiem sniedza iesp¢ju saglabat savu maksliniecisko identitati
Oiietami retrospektiva, daicji pat anahroniska valoda, vienlaikus apliecinot
spilgtu un veiksmigu izteiksmes formu.

Atslcgvardi: stils, komponista uzskati, harmonijas valoda
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Peculiarities of Lithuanian Organ-building Craft
at the End of the 19" Century — the First Half of the 20" Century:
Masters of Producing Organs and Instruments

Eglé beduikyté-Koriené

Summary

Instruments produced by the most famous Lithuanian organ builders at
the end of the 19" century and at the beginning of the 20" century Juozapas
Radavieius (1835?-19087?), Martynas Masalskis (1858—-1954) and Jonas
Garalevieius (1871-1943) integrate the traditions of the era of Western Euro-
pean Romantic organ-building craft: eight feet registers prevail in disposition
of independent system of manuals, specific Romantic voices.

Instruments produced by the most famous Lithuanian organ builder
Juozapas Radavieius are characterized specific Romantic Gambe, Clarinetto,
Cornet voices. A typical feature of early Romanticism organ-building craft
is the principle of orchestrally separated voices in manuals: the first one is
dominated by principal voices (Principal 16’, Principal 8', Octava 4’), the
second one — by the voices of flutes (Gemshorn 8’, Flutharmonie 8, Flauto
dolce 8, Flauto dolce 4’, Gedacktflote 4’, Flautine 2’), the third one — by the
voices of string instruments (Viola major 16’, Geigen principal 8, Viola
d’amour 8’, Geigen principal 4’, Viola 4’). The influence of the late Roman-
ticism in organs produced by this master is obvious in adaptation of pneumatic
system while controlling tractures of keyboards and registers with the help
of barkers. Organ in Kaunas Cathedral Basilica restored by Juozapas Rada-
vieius with the French style reed register choir is an apparent example of the
organ-building art at the beginning of the 19" century not only in the country
but also in the context of European organ-building art.

Martynas Masalskis used Aliquot voices (Rauschquinte 2 2/3, in Pum-
pénai); it was an exceptional feature in Lithuanian organ-building craft —in
pedal keyboard (Nasard 10 2/3, in Vadkai). Uncomplicated constructions,
typical Romantic eight feet voices that dominated in the dispositions of
mechanical organs produced by Martynas Masalskis and quiegamberegis-
ters characterize a specific era of Romanticism of Lithuanian organ-building
craft.

Jonas Garalevigius produced small, mechanical organs of chamber nature
that were distinguished by Romantic sound and which had two manuals.
They did not exceed 10-15 voices and were distinctive by soft, mild sounds
imitating string instrument timbres (Geigenprincipal 8’, Viola di gamba 8,
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Violoncello 8', Violonbass 16).

These organs evidently illustrate orchestral organ-building craft era in
Lithuania at the end of the 19" century — first half of the 20" century. The
tendency to remake antique Baroque instruments to the Romantic ones,
which was distinct in Lithuanian organ building at the end of the 19" cen-
tury — the first half of the 20" century, formed a specific tradition in Lithu-
anian organ building which had a wide spectrum of aesthetic organ stylistics.
However the outside (Neo-Gothic, Neo-Baroque organ facades) and inside
(Romantic organ) construction did not have stylistic consistency. The histo-
rical organ value was distinctively appreciated by Juozapas Radaviéius who
often left the authentic organ facades. Register tones of the organ that imitated
orchestral string and wind instruments produced by Lithuanian masters were
softer and thus closer to the voice of a person and choral sound.

Key words: the art of the Lithuanian organ building, Romantic organ
tradition, early and late Romanticism, independent system of manual, organ-
orchestra, specific Romantic voices, Romantic organ disposition.
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Latvijas komponistu oriestra skaodarbu panriska
panorama: statistikas un hronoloiijas aspekti

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

levads

Raksta tgcmas izvcli rosindja samcra nesen, 2009. gada, izdotais Latvijas
komponistu simfoniskas mazikas katalogd_atvian Symphonic Music 1880—
2008 (2009). Tas ir apjomigs izzidas avots, kas aptver gan misdienu, gan
iepriekdcjo paaudpu skadrapu darbus un sniedz informaciju arf par nepabeig-
tdm kompozicijam un pazaudctam partitGram. Sava pctijuma esmu papildi-
najusi katalogé iezimc¢to simfoniskés mazikas kopainu (1880—-2008) hrono-
loiiskéa rakursa (lidz 2011), pievienojot datus no elektroniskiem resursiem —
proti, no Latvijas mQzikas informacijas centra (LMIC) majas lapas mate-
rialiem. Tadcjadi raksta izpctes objekts ir d1s divas datubéazes.

Lai gan publicgta kataloga nosaukuma piemingta tiedi simfoniska
mazika, faktiski taja iekiauta visa apzinatéa Latvijas komponistu mazika,
kas rakstita dapada sastava oriestriem. Lidz ar to ari mana raksta uzmanibas
centra bds tris oriestra sastava zida atdiirigas skaodarbu pamatgrupas:

— skaodarbi simfoniskajam oriestrim,
— skaodarbi kameroriestrim,
— skaodarbi patcju oriestrim.

Turklat katras grupas skaodarbi sadaliti tris panru kopas:

1) skaodarbi, kuru nosaukumos mingts simfonijas panrs (1. un 4. tabula

apzimgti ar burtu S),

2) koncerti un koncertveida (solo ar oriestri) skaddarbi (burts K),
3) citu panru skaddarbi (C/P).

Latviedu oriestra mizikas kopaina statistikas rakursa ir dada (skat.
1. tabulu).

Turpmakajas tabulés tiks piedavati ari dati par atsevidias desmitgadcs
tapudajam kompozicijam. Apldkojot katru no trim oriestra sastava zioa
atoiirigajam grupam, var saskatit katra panra un panru kopas visparcjo attis-
tibas dinamiku. Baja raksta galvena uzmaniba pievgrsta pirmajai grupai —
skaodarbiem simfoniskajam oriestrim; citu grupu kompozicijas atzimctas
vien konteksta dci.
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1. tabula.
Latviedu oriestra mQzikas kopaina: statistikas dati
1880-2011
simfoniskais oriestris — kameroriestris — pdtgju oriestris —
865 (+5Y) 275 142
S K C/b S K C/b S K C/b
164 1?%;0 496 20 71/61 123 3 9/5 125

1 282 (+5) skaodarbi

Tatad skaddarbi simfoniskajam oriestrim (tapat k& citiem oriestra
sastaviem) dalas tris lielas panru kopas.

1. Simfonijas

— Dis panru kopas kodolu veido 164 skaodarbi. Septidiem no tiem parti-
tdras ir vai nu pazududas (Jazepa Vitola Otra simfonija, 1901; Riharda
Dubras Mazé simfonija nr. 2 — Himna skrejodiem sapoiem 1991), vai
nepabeigtas (Jadoa Kalnida Simfonija op. 9, 1926; Jdlija Sproia Piekta
simfonija, p¢cc 1941; Alberta Jcruma Simfonija, 1942; Jckaba Medidoa
Jaunatnes simfonija 1954), vai ari eksist¢ tikai melnraksta varianta
(Jaoa Kalnioa Piekta simfonija, 1984).

— Grupé iekiauti arf tadi simfonijas panra atzari k& éetras simfonietas
(Vidvuds Jurgviés, 1927; Romualds Kalsons, 1964; Talivaldis ieniod,
1976; Dzintra Kurme-Gedroica, 1992) un Riharda Dubras eetrasMazéas
simfonijas (1991, 1991, 1992 un 1996).

— Samcréa daudzam simfonijam (kopskaita 38) ir dapada veida papildno-
saukumi. Dapi no tiem ir jau iepriekd lietoti mQzikas praksg, tradicionali
(Juris Karlsons, Sinfonia Brevis 2004; Art(rs Grinups, Quasi una sin-
fonia, 1981; Rihards Dubra, Mazé simfonija nr. 1, 1991; u. c.), bet sasto-
pami arf oriiinalaki varianti, to vid( Jaoa lvanova 13. ( Symphonia hu-

1 Apzimgjums +5 deit un turpmakajas tabulés lietots tpgc, ka viens no skaodar-
biem — Georga Pelgéa koncertu cikls pldaminstrumentiem un simfoniskajam ories-
trim Oxbridge Brastfest (1996/1998) — uztverams div¢jadi: no vienas puses, sedi
taja iekiautie koncerti veido vienotu un izvgrstu makrociklu, taéu, no otras, katru
no koncertiem var atskaoot atsevidii. Pladak par do Pelgéa darbu sk. raksta 2. sadaia
Koncerti/Koncertveida skaodarbi.
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mana, 1969) un 15. simfonija (Symphonia ipsa 1972), Romualda Kalsona

Otra simfonija In modo classico (1968), Armanda StrazdaLaudamus

(1994) u. c. loti biepi nosaukuma fikscta skaodarba saturiski tclaina

vai tematiska iecere; deit piemcri ir P¢tera Barisona Otra simfonijaKo-

mantiskd, 1939), Jada Ivanova Sestél(atgales, 1949), Artlra Grinupa

Piekta (Kauguriedi 1961), Adolfa Skultes Treda Kosmiska, 1963), Paula

Dambja simfonija Manas dzimtenes gaitg1976), Longina Apkalna Treda

simfonija Gaiziod (1985), Riharda Dubras simfonija Apzioas radanas

(1988), Georga Pelcédarispadsmita Londonassimfonija (2000), Jada

DadasNova sinfonia (2003), Leona Amolida simfonija Lettus (Latviedi,

2008). Andris Vecumnieks oriiinali izmantojis t. s. burtu numeraciju

(Sinfonia A, 1991, Sinfonia B, 2011), vienlaikus fiksgjot katras kompo-

Zicijas skadaugstuma centru.

— Lai gan panru sint¢cze nepieder pie spilgti izteiktdm tendencgm, tomer
vairédkas simfonijas ta atspoguiojas: eéetros skaodarbu nosaukumos
dapédas kombin&cijas paradas simfonijas un koncerta jcdzieni (Talivalpa
ienioa Otra simfonija Sinfonia concertante 1967, un Astota simfonija
jeb Sinfonia concertatg 1986; Romualda Grinblata Ceturta simfonija
jeb sinfonia-concerto, 1967; Andra Riekstioa Otra simfonija jeb Sym-
phonia concertant, 2007). Turklat dajas partitGras autori dapkart speciali
iekiauj vai izcel kadda instrumenta partiju (-as). Piemg¢ram, Talivalpa
lenina Sinfonia concertante(1967) izcelta flauta, oboja un klarnete,
vioa vclakaja Sinfonia concertata(Astotaja simfonija, 1986) — crieles.
D1 komponista daiirad¢ sastopami arf tadi oriiinali panru apvienojumi
ké Sinfonia ad fugam(Sesta, 1978) unSimfonija pasakaljas forma(Sep-
tita, 1980). Vienigo skaddarbu, kur simfonija apvienojas ar po¢cmu, lat-
viedu mazika radijis Janis lvanovsRoema sinfoniajeb Pirm& simfonija,
1933).

Deit mingti visi galvenie simfonijas paveidi pirmas panru kopas ietvaros.
Taéu uzmanibu saista v¢l kads apstéklis. Reizem (kaut ari ne vienmgr), ja
simfonijai ir papildnosaukums, komponists iekiavis partitira ari kadas 6im
panram tradicionali neraksturigas atskaootajpartijas. To vidd var b(t balss
(Talivalpa lenida Septita jeb Simfonija pasakaljas form3 1980 — mecosop-
rans; Roberta Liedes Pirma simfonija, 2000 — soprans, mecosoprans), koris
(Jaoa lvanova Ceturta simfonijaAtlantida, 1941; Paula Dambja simfonija
Manas dzimtenes gaita 1976; Longina Apkalna Otréa jeb Novembra sim-
fonija, bez gada), balss un koris (Jada Kalnioa Otra jelsvctlaimibas simfonija
1950; Adolfa Skultes Otra simfonija Ave Sol, 1959; Artura Maskata Sim-
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fonija, 2000), teicgjs (Romualda Kalsona Ceturtd simfonija Jauni sapoi
no vecam pasakam1974), koris un teicgjs (Jada DOdasSakrala simfonija,
1998).

Oemot vera, ka pirmo simfoniju latviedu mazika 1887. gada radijis
Jazeps Vitols, o1 panra attistiba statistiski hronoloiiska rakursa atainojama
oadr:

2. tabula.
Simfonijas panriska attistiba statistiski hronoloiiska rakursa

b.g. 19.¢gs. 1901 1911 1921 1931 1941 1951 1961 1971 1981 1991 2001 2011
4 1 2 4 5 8 15 15 28 32 21 16 12 1.

K& jau izriet no &is tabulas, simfoniju skaita kApums bijis pakapenisks,
taeu neparprotams. Sakotngcji, 20. gadsimta 30. gados, sasniegts noteikts Ii-
menis — astooi skaddarbi, pcc tam dis [imenis parsniegts plicienveida— jau
15 skaodarbi, un pieauguma tendence turpingjusies lidz 70. gadiem, kad ta-
pis vislielakais simfoniju skaits — 32. Do periodu var uztvert ka savveida vir-
sotni panra attistiba latviedu mizika (protams, tikai kvantitativa aspekta).
Interesanti piemetinat, ka laikposmi gan pirms, gan p¢c dis virsotnes iezim¢
zinamu simetriju (sevidii 50. un 90. gados).

2. Koncerti/koncertveida skaddarbi (solo ar oriestri)

Otra panra kopa aptver gan skaddarbus, kurus komponisti viennozimigi
apzimgcjudi ka koncertus, gan sacercjumus soloinstrumentam un oriestrim,
turklat dis instruments ir speciali izcelts (nosaukuma un partitQra). Vispirms
piedavaju koncertu/koncertveida skaddarbu panra attistibai veltitu tabulu,
kas uzreiz iezimg atdiiribu no iepriekd raksturotas pirmas grupas.

2 Peit un turpmakajas tabulas saisinajumb. g. nozimgbez gada(respektivi, skao-
darba sacercdanas gads nav zindms).
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3. tabula.
Koncertu/koncertveida skadodarbu panriska attistiba
statistiski hronoloiiska rakursa

No tiem: Koncerti/

Radanas laiks Skaodarbu kopskaits koncertveida skaddarbi

b.g. 12 8/4
19. gs. 3 1/2

1901 3 0/3

1911 2 1/1

1921 7 5/2

1931 23 11/12 |—
1941 16 719

1951 28 18/10 |—]
1961 20 16/4

1971 23 15/7 |—
1981 22 18/4 |—
1991 20+5 14+5/6 |—
2001 21 15/6 |—
2011 5. 5..

K& redzam, ari i panru kopa attistib& piedzivojusi izaugsmi. Tomgr
kopuma, salidzinot ar simfonijam, veidojas atdiiriga attistibas likne. 20.
gadsimta 30. gados sasniegtais [Tmenis v¢lak tikai varicjas, bet ievcrojami
netiek parsniegts, respektivi, skaitliskais diapazons ir 23—28 skaodarbi. Sa-
vukart padu koncertu sacer¢cdanas intensitate batiski pieaug kopd 30. gadiem
(11 skaodarbi), taéu visrapigakie dai zioa bijudi 50. un 80. gadi (katra pa 18
koncertiem), ka ari 90. gadi (19 skaddarbi, ja demam v¢ra ari Pelcéa cikla
Oxbridge Brastfest sedus koncertus).

Janodalam divas lielas grupas — koncertu k& pamatpanru un skaddarbus
ar soloinstrumentu —, tad ieglstam dadas proporcijas: no 205 (+5) skaodar-
biem 135 (+5) ir apzimgti k& koncerti, savukart cits nosaukums dots 70
kompozicijam.

Koncertu grupa iekiaujas gan skaddarbi, kuriem ir panra tipizgtais nosau-
kums, gan arf skaddarbi ar lidzigiem nosaukumiem, piemgramkonéertino,
pocma koncerts arf ar pogctiskiem vai izt¢lojodiem papildapzimcjumient.

8 Raksta turpinajuma koncertiem un koncertveida skaodarbiem, kas sacergti soloin-
strumentam un simfoniskajam oriestrim, lielakoties noradits tikai soloinstruments (-i).
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— Kavienu no panru apakdgrupam var izcelkoncertus soloinstru-
mentiem, kur koncerts ir vienigais nosaukuma pieteik
tais panrs. Lai gan izmantotie soloinstrumenti ir ioti dapadi, tomgr
prioritate ir daja panra tradicionali visbiepak lietotajiem: klaviercm (31
koncerts), vijolei (24 koncerti) un éellam (16 koncerti). Interesanti, ka
pirmie skaodarbi dajas apakdgrupas iezim¢ savveida pretvirzi. Proti,
pirmais éellkoncerts — Jurjanu AndrejaConcerto elegiacoop. 11 (1889) —
ir ari pirmais koncerts latviedu mQzika kopuma; Jazeps Mediod ir pirma
vijolkoncerta (1911) autors; savukart pirmie klavierkoncerti — Nilsa
Grinfelda (1927-1936) un Jada Medioa (1932) skaddarbi — radas krietni
vclak. Vel viens instruments, kas samcra biepi piesaista komponistu uz-
manibu, ir meprags. Tam sacercti astodi koncerti, un pirmo no tiem
radijis Jckabs Medidd (1949). Mazék koncertu ir citiem instrumentiem:
klarnetei (pieci: pirmo rakstijis Jckabs Mediod, 1948), fagotam (eetri:
pirmais tapis 1961, autors — Jckabs Mediod). Divi koncerti ir altam
(Dmitrijs Kuikovs, 1938), flautai (lederts Ramans, b. g.), obojai (Oiegs
Barskovs, 1970), angiu ragam (Pc¢teris Vasks, 1989), trompetei (Jckabs
Medidd, 1955), trombonam (Jckabs Mediod, 1964), koklei (Jckabs Me-
didd, 1952). Savukart citiem instrumentiem ir tikai pa vienam koncertam,
tomer tie ir Toti dapadi: komponistu uzmanibas lokéa bijis kontrabass
(Alvils Altmanis, 2009), arfa (Janis lepitis, 1938), marimba (Atis Stepiod,
2002), crieles (Renate Stivrida, 2011) un alta saksofons (llze Arne,
Atvadas no Parizes 2000). Jau dis Tsais apskats iauj noprast, cik liels
nopelns latviedu koncertpanra attistiba bijis braiiem Medidiem.

Ne tik daudzveidigu, bet Tpatncju atzaru veido koncerti diviem solo-
instrumentiem (dubultkoncerti). Daja apakdgrupa ir pieci koncerti dapada
tipa instrumentiem (Georga Pelgéa Koncerts balalaikai un saksofonam,
1970; Guntara Geduia Koncerts klarnetei un klaviergcm, 1985; Talivalpa
lenioa Koncerts vijolei un klaviercm, 1987; Andra Vecumnieka Kon-
certs saksofonam un klaviercm, 2002; llonas Breies Tredais Rigas kon-
certs Teatris obojai un éellam, 2011), k& arf divi koncerti vienadiem
instrumentiem (Andra Vecumnieka Koncerts divam koklgcm, 2007, un
Koncerts diviem fagotiem, 2009).

Vel citu netipisku panra risindjumu sniedz Talivalpa ienidoa Koncerts
pieciem sitaminstrumentalistiem (katrs no vidiem spgl¢ ap 10 instru-
mentu!) un oriestrim (1983), 8o padu tendenci parstav Andra Balopa
Koncerts sitaminstrumentiem un oriestrim (2007).

— Otra panru apakdgrupa iekiaujdapadu panru apvienojumy
turklat &7 tendence izpaupas Toti daudzveidigi un aptver atdiirigu laikmetu
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maziku. Vispopularéka tomgr bijusi koncerta un po¢cmas sintgze — to
apliecina tris skaodarbi (J0lijs Sproiis, vijolkoncerts pogmaZemgales
koncerts, 1926; Dmitrijs Kuikovs, Koncerts pocmaklaviercm, 1966;
lederts Ramans, Koncerts pocmaobojai un angiu ragam, 1982). Sasto-
pama arl koncertbalade(Leons Amoliod, eellam, 1985), koncerts sim-
fonija (Juris Karlsons, divdm klaviercm, 2002) un koncerts rapsodija
(Andris Riekstiod, klavierkoncertsRhapsody in Pink, 2006).

Par koncertpanra atzariem uzskatamiarconcerto gross (Marieris
Zariod, klaviercm un éembalo, 1968; Romualds Kalsons, trompetei un
mepragam, 1977)urkonéertinojebconcertino (Helmers Pavasars,
vijolei, bez gada; Janis Mediod, divam vijolgcm, 1961; Jazeps Lipdans,
trompetei, 1967; Aivars Kalgjs, klaviercm, 1971).

Ipads koncerta paveids saistits ar oriestra lomas izcclumu tai vai cita
aspekta. Beit minami gan koncerti tikai oriestrim (Imants Kalnidd, 1966;
Ungars Savickis, 1984; Rihards Dubrajzgaistodo apvardou atkladana
1991; Georgs Pel¢cisEndorphin Music, 2011), gan arf oriestrim ar
k&du instrumentu (Pcteris Plakidis, oriestrim un klaviergm, 1975; lize
Arne, Atvadas no Parizesoriestrim un alta saksofonam, 2000). Viida
Pmidberga skaddarbu klasta iKoncerts simfonija (1978).

Latviedu mQziké sastopamiardapadi oriiinali koncertpanra
interpretéacijas paraugi. Vispirms, joprojam unikala ir P¢tera Pla-
kida Sasaukdanaékoncerts solistu grupai un simfoniskajam oriestrim,
1977) — spilgts t. s.telpiskas mizikasparaugs. Tepat jamin Talivalpa
fenida Concerto da cameranr. 2 (flautai un simfoniskajam oriestrim,
1983) — daja gadijuma veidojas neparastas attiecibas starp nosaukuma
pieteikto kamerstilu un padu oriestra sastavu. Savukart oriiinali iecercts
koncertu cikls ir Georga PelceaDxbridge Brastfest pddaminstrumentiem
(1996/1998). Tas ietver Pirmo koncertu —Prologu — mepragam, trom-
petei, trombonam un tubai, Otro — tikai tubai, Tredo — trompetei, Ce-
turto —mepragam, Piekto —trombonam un Sesto Epilogu, kura, lidzigi
k& Prolog4, atkal apvienojas visi instrumenti.

Tpadu grupu veido koncerti ar dapadiem mazikas saturu konkretizcjodiem
papildnosaukumiem, sakot ar jau min¢to Jurjanu AndrejaConcerto ele-
giaco. V¢l daja grupa ietilpst divi Jdlija Sproia vijolkoncerti— Zemgales
(1926) un Vidzemes(1936), divi klavierkoncerti ar vienadu nosaukumu
Bcrnu koncerts (Janis lepitis, 1974, un Georgs Pelccis, 1985), divin me-
moriam tipa koncerti (Egils Straume, obojas koncert®pordpa Gerdvina
piemidai, 1986, un Arturs Maskats, Eellkoncerts Marijas Medidas pie-
miodai, 1992). Jamin arf vesela virkne koncertu ar oriiinaliem, neatkarto-
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jamiem nosaukumiem. Izoemot Selgas Mencdsoncertu triptihu angiu
ragam (1979), tie visi parstav 21. gadsimtu (Imanta Ramioarhe Rattler
jeb Klaburélskafagotam, 2000; Alvila Altmada Modus vivendi altam,
2002; tris Andra Dzenida koncerti —Stones and Veilgeb Akmeoi un
plivuri mepragam, 2005Urban Translated jeb Pilsctas tulkotsklarnetei,
2008, un Duélisms klaviergcm, 2010; Andra Vecumnieka Fagotissimo!
diviem fagotiem, 2009; Kristapa Pctersonaligeija klarnetei, 2011).
Koncertveida skaddarbi apvienoti otraja dis panru kopas sadaia. To
atoiiriba no koncertiem ne vienmgr ir spilgti izteikta, galvenéa iezime — kom-
ponists akcent¢ skaddarba nosaukuma kada cita panra prioritati. T4, piemc-
ram, latviedu komponistu skaodarbu klasta ir astooas svitas vai svitveida
skaodarbi solo un simfoniskajam oriestrim (J¢ckabs Mediod, kokiu ansam-
blim, bez gada; Arnolds Bturms, flautai, 1957; Marieris Zariod, svita klavie-
recm Grieiu vazes, 1960; Alfrcds Tués, mepragam, 1961; Imants Meparaups,
vijolei, 1985; llze Arne, koncertsvita kokiu ansamblim Senas Rigas inter-
mcdijas, 2002; Janis lepitis, pieci simfoniskie tclojumi ar klavieru solo

Zvejnieku ciema, 1965; Jazeps LipdansEetri kontrasti saksofonam, 1968).

Svitas panrs vispar ir samcra populars un sastopams gan skaodarbos solo un

kameroriestrim (ap desmit kompoziciju), gan solo un pdtgju oriestrim (astooi

opusi). Starp citiem nosaukumiem var mingt, pirmkart, apzim¢jumus, kas
mazikas vgsturg jau dziii iesakoojudies:

— variacijas — sedi skaodarlii Alfrcda Tuéa T¢ma un variacijas flautai,
1954; Jckaba Graubioa pasakaljaPdt, v¢jioi mepragam, 1957; Jaoa
Kalnida T¢ma un variacijasklarnetei un mepragam, 1957; Alfrcda Tuéa
Variacijas par latviedu tautasdziesmuakordeonam, 1972; Romualda
KalsonaOstinato eellam, 1976;Simfoniskas variacijasklaviercm, 1978;

— fantazijas® — Jazepa VitolaFantéazija par latviedu tautasdziesmwijolei,
ap 1908-1910; Talivalpa ienida Fantaisies concertantesklaviergm,
1971, Jura Karlsona fantazija klaviercmzZvaigpooto debesu balsis2009;

— skerco (Jckabs Mediod, vijolei, 1940; Jazeps Mediod, éellam/vijolei945);

— poc¢mag (Dmitrijs Kuikovs, eellam, 1945; Mendelis Bads, vijolei, 1955);

4 Tikpat popularas ir variacijas kameroriestrim (devioi skaodarbi).

5 Samgra daudzo koncertveida fantaziju vid( prioritati guvudi darbi soloinstru-
mentam ar simfonisko oriestri (kopskaita sedi); seko kompozicijas soloinstrumentam
ar kameroriestri (tris) un ar pdQtgju oriestri (arf tris).

8 Po¢gmu solo un simfoniskajam oriestrim nav daudz — tikai tris (blakus jau nosauk-
tajiem opusiem arf Jura Karlsona pogmaCei®,1993). Savukart vairak pogmu tapis
solo un kameroriestrim (éetras), bet jo Tpadi solo un pdtcju oriestrim (sedas).
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— romances (Jazeps Mediod, pirméa ap 1901, otrd un treda 1945, visas

eellam; Jckabs Mediddyijolei, 1945);

— rapsodijas (Jazeps Vitols, vijolei, 1918; Pcteris Barisontatvju rapsodija

klaviergcm, 1945);

— balades (Janis Reinholds, vijolei, ap 1921; Jazeps Medidd, éellam, ap

1937; u. c.).

Ir ari virkne panru, kas intensivu attistibu gdst tiedi 20. gadsimta, jo
ipadimdzika’ (P¢tera ButanaKoncertm(zika vijolei, 1990). Atsevidii panri
uztverami k& autora zime— piemcram, Agrim Engelmanim ir tris skaodarbi
klaviergm un oriestrim ar nosaukumu Diafonija : nr. 1 (1972), nr. 2 (1979)
un nr. 3 (1996). Ir art vairaki mdzikas v¢sturg pazistami panri, kas tomgr
nav raisijudi latviedu oriestra darbu autoros dziiaku radodo interesi, un katru
no tiem parstav tikai pa vienam opusam (Jazepa Vitola Melodija vijolei, ap
1887; Jada Kalnida Humoreska fagotam, 1935; Jazepa Medioa Noktirne
eellam, 1935; Jckaba Medidoa Rondino vijolei, 1939; Jckaba Medida Valsis
klarnetei, 1958; utt.). Visbeidzot, atsevidiu panru grupu veido skaodarbi ar
orilinaliem programmatiskiem, dapbrid ioti poctiskiem nosaukumiem (Jcka-
ba Graubida Romantiska dziesmamepragam, 1934; Jada Medio&Kraukiu
dzirnavas vijolei, 1943; Maijas Einfeldes Svinigais dziedajumstrompetei,
1987; Pctera Plakipavc¢l viena Vcbera operaklarnetei, 1993).

3. Citu panru skaodarbi

Citu panru skaodarbi ir visizverstaka panru kopa ka simfoniska oriestra
(496), ta arf kameroriestra (137) un pitcju oriestra (125) kompoziciju klasta.
Tiedi tdpgc svarigi ari daja pladaja grupé atrast k&das panriskas prioritates,
kas atspoguio kopgcjo attistibas dinamiku.

Simfoniska oriestra joma kéa vispopularakais panrs izceiama svita — dis
vards paradas 94 skaodarbu nosaukumos. Agrinakais no tiem ir Jurjanu
Andreja svita Latvju dejas op. 3 (1882-1894), savukart jaundkais — Imanta
Kalnioa svita Rotaju, dancoju (2011). Interesanti arf atzimgt, ka svitas panrs
sevidii populars bijis pagajuda gadsimta 30. gados, kad to parstavgjudi 32
skaodarbi.

" Visai reti mQzikas rakstitas solo un simfoniskajam oriestrim (tikai divi skao-
darbi), toties citu oriestra veidu konteksta dis panrs paradas ioti biepi (17ndzikas
solo un kameroriestrim, septioas — solo un pQtgju oriestrim).

8 Svitas panrs ir populars arf citds atskadotajsastava versijas: piemg¢ram, kamer-
oriestrim ir 12 skaodarbi ar nosaukumu svita(un vg¢l pieci svitveida opusi), savukart
pdtgju oriestrim — piecas svitas.
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Pats vardssvitaioti biepi sastopams gan nosaukumos (Volfganga Darzida
Spaodu deju svital1931; Jada Medida Svita nr. 3 ar daianKurzeme, Vidzeme,
Zemgale, Latgale 1933), gan aprakstos/komentaros citam nosaukumam
(Jazepa Vitola svitaLatvju lauku serenade 1934; Paulas Licites svitZiedi,
1936; Pctera Barisona svitdB¢rnibas riti, 1946; ArtGra Grinupa svita Prieks,
1961; Romualda Kalsona svitaKazu dziesmas1979). Blakus diem oriiinal-
darbiem jamin svitas, kas veidotas no mizikas izradei (Jada Medida Svita
nr. 1 no baleta Milas uzvara un Svita no operasUguns un nakts 1935) vai
filmai.

Daja skaodarbu kopa iekiaujas arf svitveida cikli, kuru nosaukumos svita
nav mincta (Nilsa Grinfelda levads, Valsis un Dejg bez gada; Tiklas llsteres
Tris ainas, 1976) vai ari uzsvcrta tautas mdzikas panru klatbtne (Longina
Apkalna Piecas latviedu tautasdejadez gada; Dmitrija Kuikova Trispadsmit
latviedu dejas 1948—-1954; Alfrcda Tuéa Desmit latviedu tautasdziesmas
1977).

Interesanta ir v¢l kdda svitveidibas izpausme, kas faktiski iezim¢ jaunu
panru latviedu simfoniskaja mdzika. Tas ir portretu cikls, ko parstav Gundara
Pones darbiLa Serenissimgseptioi vencciedu portreti 1979-1981) un Ameri-
kaou portreti (pieci skaodarbi, 1982—-1984). K& savveidaatbalssdai idejai,
gan ne vairs cikla ietvaros, jamin Jckaba Nimaoda simfoniskais portret®oncijs
Pilats (2009).

Visnotai populari ir arf citi panri — uvertira, pocma, simfoniskais tclo-
jums, fantazija, rapsodija u. c., diem darbiem biepi doti ari poctiski nosaukumi.
Betir ari ap 70 skaddarbu, kuriem komponisti nav piedavajudi skaidrojodus
panra apzimcjumus, ir tikai oriiindls nosaukums. Turklat visvairék dadu
sacercjumu tapis, sakot ar 80. gadiem: skaodrapi daja perioda it kattalinas
no panra apzimg¢juma tradicijam. Piemcru vidd jamin Romualda Kalsona
Retrospekcija(1980), Imanta ZemzaraPc¢c Aitmatova lasijuma(1981), Agra
Engelmaodalogs (1986), Indras RidesMatamorfozes (1990), Romualda Jer-
maka Manu jaunu dienu zeme(1991), Pctera PlakipaAtskatidanas(1991),
Imanta MeparaupaReflections(1992), Jura KarlsonaDilstoda m¢ness zimes
(1993), Rolanda Kronlaka Under Pressurg1996), Andra DzenidaStanza lll...
innuendo (2002), Crika EdenvaldaNo neatminamiem laikiem (2002) u. c.

Nosl¢cgums

Rezumcjot visu izklastito, piedavaju tris lielo panru kopu (simfoniju,
koncertu/koncertveida darbu un citu panru darbu) kopgju hronoloiisko
tabulu; taja atspoguiots katras grupas kvantitativais Tpatsvars gan latviedu
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oriestra mazika kopuma, gan triju oriestra veidu (simfoniska, pdtcju un
kameroriestra) konteksta:

4. tabula.
Simfoniju (S), koncertu/koncertveida darbu (K) un
citu panru darbu (C/P) Tpatsvars simfoniskéa oriestra (S. O.),
kameroriestra (K. O.) un pdtcju oriestra (P. O.) mQzika

gads b.g. 1880 1901 1911 1921 1931 1941 1951 1961 1971 1981 1991 2001 2011
S 4 1 2 4 5 8§ 15 15 28 32 21 16 12 1.

K 12 3 3 2 7 23 16 28 20 23 22 20+5 21 5.
cp 49 10 10 13 26 118 42 42 37 42 42 25 38 2.
S.0. 65 14 15 19 38 149 73 85 85 97 85 61+5 71 8.
S 1 - - - - - - 2 3 5 3 3 1 1.
K 5 - - - - 3 - 4 14 12 26 12 55 4.
cp 8 2 1 1 1 8 2 1 9 7 18 19 39 2.
K.O. 14 2 1 1 1 11 2 7 26 24 47 34 95 7.

s - - - - - - - - - 1 1 - 1 -
K 2 - - - - - - - - 2 8 1 4 -
cp 3 - - - 5 5 1 7 3 18 19 12 46 5.
PO. 5 - - - 5 5 1 7 3 21 26 13 51 5.

K& jau liecina tabula, tris panru kopas dapados kontekstos attistijudas
neviendabigi. T4, piemgram simfoniska oriestra ietvaros vispirms, 20.gad-
simta 30. gados, optimalovirsotni sasniegusi itu panru kopa (118 skaodarbi;
ari kopuma dim oriestra veidam 30. gados radits vispladakais skaodarbu
klasts, 149). Vclak o1 kopa saglaba savu nozimi latviedu mdzika, tomgr skao-
darbu skaits batiski mazinas. No 50. gadiem attistibas kulminacija (28 skao-
darbi) sasniegta arkoncerta/koncertveida darbupanros. Savukartsimfonijas
kvantitativas attistibas virsotne iezimgjas 70. gados (32 skaddarbi).

Kameroriestra iespgjas latviedu komponistus interesgjudas galvenokart
kopd 30. gadiem. Visvairakkoncertu/koncertveidadarbu (57), ka arf dapadu
citu panru kompoziciju (36) 8im sastavam radits 21. gadsimta pirmaja dekadc,
daja perioda ir arf lielakais kopgjais skaodarbu skaits (94) Simfonijas ka-
meroriestrim, Iidzigi k& pilnam simfoniskajam oriestrim, visbiepak tapudas
20. gadsimta 70. gados(septioi skaddarbi).

Savukartpdtcju oriestrim simfonijas raditas samgra reti. Daja joma toties
vcrojam, ka koncerti/koncertveida darbi (virsotne — sedi opusi 80. gados) un
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ari citu panru sacercjumi (51 skadodarbs 21. gadsimta pirmaja dekadc) kopd
70. gadiem arvien aktivak iekiaujas latviedu komponistu interedu loka. BTm
panru kopam veltitd uzmaniba nemazinas, bet arvien pieaug.

Panorama of the Genre of Orchestral Works by
Latvian Composers: Statistically-Chronological Aspect

Elena Lebedeva

Summary

Orchestral music in Latvia has a long and interesting history. The first
piece for symphony orchestra (Andrejs JurjansSymphonic Allegro) is dated
from 1880. The summary regarded the whole previous period of development,
including 2011 year. This formed the basis for two information sources:
released in 2009, the catalogué&atvian Symphonic Music. 1880-2008 (2009),
as well as the catalogue of works by composers of Latvian Music Information
Centre On the one hand, the proposed review is founded on the grouping of
works based on the type of orchestra: works for wind, chamber and symphony
ones. On the other hand, works for symphony orchestra are divided into
symphonies (in the tables given in the article they are marked by S) and,
relatively speaking, non-symphonies (primarily works with any name — other
genres, letters C/P). A genre of concert (K) is selected in a separate group.
Each group has its internal differentiation of the genre

An overall picture of orchestral music development in Latvia is shown
in the 1%t table. In its turn, the chronological perspective is mainly seen in
decades, and in the beginning there are always works, with no indication of
the writing time. If you refer to each of the three orchestral groups, you can
see the dynamics of each genre and as a whole to this group.

The main attention in the summary is given to works for symphony
orchestra; two other groups are viewed as a context.

In reviewing the symphonies (167, 7 of them are lost, incomplete or
scores exist only in a manuscript) some of the features of this group of works
are marked out. In particular, in Latvian music for symphony orchestra,
sinfonietta is a rare genre — there are only 4 opuses with this title, but quite
often we see all sorts of additional names (38 pieces) from symphonies — as
a more traditional and original; there are several examples of genre synthesis
occurring (sinfonia-concerto), but there are also individual solutions in this
regard (symphony in the form of a passacaglia poema sinfonia). The 2
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table provides the statistics in the development dimension of the symphony
in music of Latvian composers.

The 3 table shows the development of the concert and other works for
solo instrument and orchestra. In addition in this group of works quantitative
factor is considered in connection with one or several soloing instruments,
interaction with other genres (concerto-poem ballad-concert, concerto-
rhapsody), separate subspeciex@ncerto grossq concertino, concerto for
orchestra), original solutions in this genre group are also distinguished.
Among concert type pieces the most common variants of the genre (orchestral
suite, variations, image, poem, rhapsody and others) are considered as well
as the more individual ones.

Finally, the third largest group of works for symphony orchestra consists
of other compositions, which do not belong to the first two groups. Among
them, particular attention is paid to the genre of the suite and its development
in the works of Latvian composers.

Concluding the summary, the generalized # table is given combining
works, as having a different orchestral composition (for symphony orchestra,
chamber orchestra and wind-band) as well as their division into three pre-
viously marked groups (symphony, concerto and other genres) in their
chronological development.

LiteratQra un citi avoti

Latvian Symphonic Music 1880-2008 / Latviedu simfoniska mdzika 1880-2008
(2009). Catalogue/Katalogs. Project initiator and manager llze Barkovska-
Liepioa / Projekta iniciatore un menedpere lize Barkovska-Liepidoa. Riga: Latvian
Music Information Centre / Latvijas Mlzikas informéacijas centrs

Katalogi. Latvijas M{zikas informacijas centrs. http://www.Imic.lv/core.php?
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Latviedu klavieru trio pirmsakumi
kamermuzicg¢danas tradiciju attistibas konteksta

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

levads

K& jau zinams, 19. gadsimta otra puse Latvija bijusi iezimiga ar naci-
onalas atmodas kustibu un strauju latviedu kultdras izaugsmi. Zinatniskajas
publikacijas ir daudzpusigi raksturoti & laikmeta procesi literat(ra (piem.,
Hausmanis1998: 111-180) un tclotajméksla (piem., Grosmane 1998: 116—
153); savukart pladakais pctijums, kas pretendc uz mazikas dzives apskatu
visa tas daudzveidiba — Jckaba Vitolida un Lijas Krasinskakatviedu mizikas
vesture(Vitoliod, Krasinska 1972) — tapis pasen un, ka jau tolaik neizb¢gami,
padomju ideoloiijas zim¢. Dapadu procesu kopaina tas kamermuzicgdanas
norises ipadi neizcei un iezimg tikai garamejot, isas izkliedctas piezimgs. Art
turpmak pctnieki latviedu kamermuzicgdanas pirmsakumiem pieversudies vien
epizodiski (piem., Firmane 1997: 160-162; bune 2011: 141-146). Tas ari
ir saprotams, jo o7 koncertdzives joma glupi objektivu iemeslu d¢i nacionalas
atmodas laikmeta neguva, piemc¢ram, dziesmu svctku kustibai lidzigu popu-
laritati un vienmgr atradas citu, verienigaku mazikas noridu ¢né. Un tomegr—
kamermuzicgdanai jau kopd 19. gadsimta beidzamas treddaias bija sava no-
Zime latviedu kultdrvidg, savs mQziiu un uzticamo klausitaju loks. Tapcc
rodas jautajums: vai un ka taja izpaudas nacionalas atmodas atbalsis un, ja
izpaudas, k& tas iespaidoja vienu no dis jomas batiskékajiem atzariem —
klavieru trio?

Raksta mcriis ir mekl¢t izsmeiodu atbildi uz mingtajiem jautajumiem.
Paja nolldka pctijuma tiks nodaliti vairaki laikposmi, kas raksturo klavieru
trio pakapenisko ienakdanu latviedu mazikas dzivg:

— 19. gadsimta 60.-90. gadi. Kamermuzic¢gdanas asni latviedu kultQrvide
augsne klavieru trio spcles tradiciju attistibai;

— 20. gadsimta sakums. Bctioa trio darbiba k& pirma kulminécija latviedu
klavieru trio muzicgdanas vgsturg;

— Pirmé& pasaules priekdvakars un kara laiks. Jaunas tendences koncertdzivg
un to ietekme uz klavieru trio muzicgdanu.
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19. gadsimta 60.—-90. gadi. Kamermuzic¢danas asni latviedu kultGrvidg —
augsne klavieru trio spcles tradiciju attistibai

Par latviedu koncertdzives pirmsakumu uzskatama 19. gadsimta 60.
gadu nogale. Tiedi tolaik, pcc mizikas vgsturnieku sniegtajam zioam (Vitoliod,
Krasinska 1972: 168), sarikots pirmais latviedu méakslinieku vokali instrumen-
talais laicigais koncerts (9.05.1868"), kas atspoguiots Rigas presc. Jo Tpadi
regulari 8adi pasakumi kilst pcc 1868. gada 10. novembra, kad dibinata
Rigas Latviedu biedriba (turpméak RLB) — senaka oficiala latviedu sabiedriska
organizacija, kas pulcc ap sevi inteliienci un ir galvenais nacionalas kultiras
balsts.

Preses materidli liecina, ka pati koncertu ideja ir jaunums talaika latviedu
sabiedribai. Zimiga dai zioa ir laikrakstaLatviedu Avizespublikacija (1870),
kuras autors Karlis Bertrams skaidro koncerta jcdzienu; vidod paup savu un,
iespcjams, arl pladaka sabiedribas loka izplatitu skatljumu, kas mdsdienas
varctu diist paradokséls. Raksta lasams:

[..] kad dziedadana viena pate bez k&das citas mdzikas top uzvesta, tad
tas nav Tisti koncerts saucams; bet citi to tom¢r nosauc par dziedadanas
koncerti. [..] Lidz 6im latviedi no tam v¢l neka nezingja, tikai beidzama laika
tas pie vidiem sacis pamosties un tapcc ka cerams uz priekddienam vairék
izplauks, kad tiem Tstus koncertus reiz uzvedi¢Bertrams 1870).

Tiedi padu koncertu novitates dci 60.—90. gadu presg liela veriba veltita
procesam, ko varctu dgvct par publikas muzikalu izglitodanu: jaunajos apstak-
ios ta ir objektivi nepieciedama, jo daudz kas klausitajam ir v¢l nepazistams,
lidz ar to ari neizprotams un pat garlaicigs. Tapgovairék izglitota publika
(Agls 1894a) regulari tiek aicinata radit citiem priekdzimi aktivaka koncertu
apmekicjuma. Nereti izskan ari mudindjumi koncertu organizatoriem piln-
veidot savu darbu gan repertuara, gan atskaootajsastavu izvclg, turklat gal-
venais arguments atkal ir rGpes par klausitaju: centieni panéakt, lai koncerta
apmekligjums vidam nav pirmais un pc¢dgjais dada veida notikums. Piemgram,
viena vakarad nevajag iekiaut divus Bc¢thovena opusus (30 un 40 mindtes
garus), joklausitajiem tas ir par daudz, uzskata Adams Argalis (pseidonims
Ad. Agls) — viens no 19. gadsimta nogales aktivakajiem mQzikas kritifiem
(Agls 1894a).

Analizgjot atsauksmes par 60.—90. gadu latviedu koncertiem, jasecina,
ka sdkumperioda tas drizak ir lakoniskas atskaites par to, cik kupla skaita

1 Peit un turpmak visas datumu norades shiegtas atbilstodi talaika Krievijas impcrija
prioritarajam vecajam stilam.
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publika do pasakumu ir vai nav apmekicjusi un kas taja atskaoots. Par mak-

slinieku sniegumu visbiepak lasdmas vien dapas isas piezirpatka vai visla-

bak patika Iimeni (negativu atsauksmiju tolaik ir maz, kas liecina, ka latviedi
padi centas saudzct savu vl tikai dzimstodo makslu). Dajos aprakstos gandriz
neparadas vcrtgjums, tadci tos grQti nosaukt par recenzijam. Tomgcr tas ir
neatsverams latviedu atskaootajmakslas sakumposma izpctes avots — Ik,
ilustracijai viens no pirmajiem dada veida rakstiem:

Svgtdien tai 22 merci deva Latviedu labdaridanas biedriba dziedadanas
koncerti. Dziedatas tika pavisam 11 dziesmas. Programma bij ioti patikami
sastadita, jo vioa bij raiba. Tur dziedaja Rigas labdaridanas biedribas jaukts
koris, Mielgna Iggerplaéea jaukts koris, tad abi kori kopa, dziedaja divi kun-
dzenes solodziesmas un dziedaja tris kungi solodziesmas. Dziedadana gaja
caur caurim labi, bet Tpadi, ka likas, patika solodziesmas. Pcdigi v¢l viens
biedris spc¢lcja uz klaviercm, ar lielu izveicibu, kaddu fantaziju. — Janopglo, ka
dai reiz¢ ne visai daudz klausitaju bija atnacis un labdaridanas biedriba par
saviem palidiem un izdodanam tik maz ienakdanu bls panakug&oncerte
1870).

Disisais rakstiod trapigi atklaj vairakas iezimes, kas raksturo 19. gadsimta
60./70. gadu latviedu koncertdzivi kopuma:

— koncerta kodols ir kora dziedajums. Pai zioa bdtiska nozime ir Jdlija
Purata (1835-1897) vaditajam Rigas Latviedu labdaribas biedribas
korim (dib. 1868, sakotngjais nosaukumsRigas koris), kura sniegums
60. gadu nogal¢ un 70. gados ir visai regulara latviedu koncertdzives
sastavdaig;

— tomgr jau kopd pada sdkuma organizatori cendas lidzas kordziedajumam
shiegt arf citu panru mdziku, ko klausitaji novcrtc (jau citctaja raksta —
Programma bij ioti pattkami sastadita, jo vioa bij raiba). Ari te lielaka
vieta gan atvclcta vokalajai mazikai (solodziesmam, kas klausitajiem,
pcc kritifa liecibas, visvairak patik), taéu neiztrikstoda vieta ik koncerta
ieradita ari instrumentalajai kamermaQzikai, daja gadijuma — klavieru
fantazijai;

80 Piemgram, ari 1869. gada 12. novembraBaltijas V¢stnedanumura anonims
recenzents izsaka Tpadu pateicibu Puratam, uzsverot: lai arf kora un solo dziedatji,
kuri piedalas koncerta, ir diletanti un tadci par viou izpildijumu neklajas nekadu
spriedumu taisit, tomgr bargai kritikai tapat neesot vietas, jo priekdnesumi Purata
kunga vadibé ir sagatavoti ripigi un gandriz visi koncerta numuri jaatkarto otrreiz
(Koncerte 1869).
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— koncertu rikotdju entuziasms jo augstak vcrtgjams tapgce, ka publikas
atsauciba, k& lasam, nav liela; sekojodais izklasts apliecinas, ka tas attie-
cas ari uz vairakiem vclak rikotajiem Rigas latviedu koncertiem;

— koncerta dalibnieku vid( doming nevis profesionali méakslinieki, bet var-
da nenosaukti amatieri (cit¢ctaja raksta —divi kundzenes tris kungi un
viens biedris.

Pcdcjais apakdpunkts rosina iezimgct otru faktoru, kas paralcli un reizgm
ari neatkarigi no RLB aktivitatcm stimul¢ kamermQzikas tradiciju attistibu:
ta ir amatieru un majas muzicgdana, kas 07 laikmeta latviediem — vismaz
pilscta un particigakajos slados — vairs nav sveda. Ta attistas vacbaltu kultiras
ietekmg; dai zida iezimgjas sasauce arf ar citdm tendencgm, piemgram, vacu
valodas ké& iimenes valodas izv¢li turigu latviedu (vai jaukta latviedu/vacu)
vidg. Tiedi 0ada vidg uzaugudi nakamie komponisti Alfr¢cds Kalniod (pladak
sk.: Klotiod 1979: 14-22) un Jazeps Vitols. Pc¢dgjais savas atmioas veltijis
nozimigu vietu agré jauniba gltajai amatiermuzic¢danas pieredzei — kopspgle
ar draugiem un domubiedriem sniegusi brinidiigu iespcjudziii mietpil-
soniskajaJelgava iepazities ar Karla Ditersdorfa, Jozefa Haidna, Volfganga
Amadeja Mocarta, Ludviga van B¢thovena u. ¢. komponistu stigu kvartetiem
(Vitols 1988: 44).

Svarigi atzimgct, ka Vitols savu méksliniecisko gaitu sakumposma spclgjis
ne tikai altu stigu kvarteta, bet arf klavieru partiju trio sastava. Vioa jaunibas
atmidas ietverta interesanta, ar humoru aprakstita epizode par vcrienigi iece-
rcto, bet izgazudosklavieru trio koncertturneju (1880), kas veikta kopa ar
vienaudpiem Rddolfu Vanahu (Vanagu) un Nikolaju Alunanu®. P¢dcja vards
dai sakara piesaista ipadu uzmanibu, jo latviedu mizikas vgsturg Alunans
iegdjis ka pirma klavieru trio autors. Diempgl dis skaodarbs nav saglabjies,
un nav ari izdevies uziet pres¢ jelkddus materialus par ta atskaoojumu — ir
vienigi Straumes Jaoa lieciba, kas rosina domat, ka vairékus gadus p¢c kom-
ponista naves, ap 1926. gadu, trio v¢l bijis pieejamsMuzikalas aprindas

8 Visi tris devudies koncertceiojuma pa vairakam Latvijas un Lietuvas pilsgtam;
programma blakus Friderika Bopgna, Henrika Veoavska un Franea Bilberta
kompozicijam iekiauts ari F¢liksa Mendelszona-Bartoldi Trio ¢ moll op. 66; k&
interpreti mincti Vitols (klavieres), Vanahs (vijole) un personaps ar ipadi skanigu,
publikas piesaistidanai piemcrotu vardu — K. Buhenrode (eells). Jaatzist gan, ka Vitols
80 turneju nosaucis par dcku un priecdjas, ka ta tikusi rikota stingré slepeniba un
pcc tam ar gudru pratu noklusgta, jo neviens no turnejas koncertiem ta arf nav
noticis un, ka izradas, ari eellista Buhenrodes tcls bijis izdomats — eellu patiesiba
vajadzgjis spglct Alundnam (Vitols 1988: 49).
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cirkulg ari k&ds instrumentéls sacercjums$trio” par latv. tautas dzies-

m am; sava retuma dci ievgrojams un gliti izstradats darbgStraumes Janis

1926: 76). Katra zioa ir pamats pieogmumam, ka dis kompozicijas tapdana
augliga ietekme bijusi jauniba koptajai majas muzic¢danai — nodarbei, kurai
Alunéns labprat pievcrsies Jelgava, Jazepa Vitola un citu domubiedru
sabiedriba.

*k%

No vienas puses, majas un amatiermuzicgdana, no otras — nacionalas
atmodas kustiba un ar to saistita strauja kultras dzives attistiba: tie bija
galvenie faktori, kas ietekmgja arf latviedu kamerm(zikas tradiciju veidodanos
un pamazam gatavoja augsni klavieru trio ienakdanai latviedu koncertdzive.
Ta datgjama ar 1894. gadu. Tiedi tad publikai sevi piesaka ansamblis, kura
sastava muzicc latviedu vijolniekslckabs Ozols(1863-1902), vida dzives-
biedre, franeu cilmes pianisteBerta Ozola-Gijo (Guyot, 1870-7?) un éellists
K. Kohs (K. Koch)*. Ansamblis debit¢ 1894. gada 9. februari Rigas Latviedu
Labdaribas biedribas 25 gadu pastav¢danas svctkos, atskadojot Fcliksa
Mendelszona-Bartoldi Klavieru trio d moll op. 49; taéu par do raibas prog-
rammas pasékumu pladékas recenzijas pres¢ neatrodam, vien informativus
zioojumus. Toties mazliet vglak Ozols nesen (1888) dibinatas RLB Mizikas
komisijas pasparng uzsak triju koncertu ciklu —t. s.klasiskas mizikas
vakarus. Dalibnieku vidQ ir vairéki solodziedataji, Rigas Latviedu Dzie-
dadanas biedribas koris, ka arf jau iepriekd mingtais klavieru trio ansamblis.

Repertuara iekiauta tikai 19. gadsimta mdzika, un dai zida mQziii pat
izpelnas recenzenta Oskara Bepska parmetumikiadci Mlzikas komisija dos
vakarus gan nosauc par “klasiskds mizikas” vakariem? Pirma vakara bija
programma tikai viena pate maza dziesmioa no klasiska komponista. Ari
aizvakar tikai sonate un[B¢thovena]trio bija klasiska, visa cita no roman-
tifiem, izdemot Eaikovski (Pepskis 1894d). Protams, Eaikovska nodifrums
no romantiiiem neatbilst misdienu priekdstatiem par 8o komponistu. Taéu
jaatceras, ka Eaikovskis bija miris tikai pirms dapiem mgnediem (1893. gada
6. novembri) un acimredzot daudzu tabripa klausitaju uztverg parstavgja
laikmetigo, tagadnes makslu, kamc¢r romantisms viou izpratng saistijas jau
ar dziiaku pagatni.

4 Diempcl sikakas zidas par o maziii pagaidam nav izdevies atrast. lespgjams,
viod bijis Rigas Pilsgtas (Vacu) teatra oriestra makslinieks.
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Pirmais ansambia koncerts notiek 1894. gada 16. februari RLB nama
zalg. Blakus kora, klavieru un vokalajiem darbiem tovakar izskan Eaikovska
trio Liela makslinieka piemidai a moll op. 50. Oskars Depskis atzist, ka
priekdnesumi izdevast labi, tikai maza skaita ieradusies publika nezinija
iesakuma, ké izturcties pret neparasto maziku, kura prasa no klausitaja daudz
sapradanagbepskis 1894c). Otrais koncerts tiek sarikots 1894. gada 24.
martd, un taja spclcto Bethovena trioEs dur op. 1 nr. 1 recenzents uzskata
par vienu no spilgtakajam vakara virsotngm: Vislabaki izdevas trio, spc¢lcts
no Ozol-Gijo kdzes, Ozola un Koha kgiem un solo dziesma sopranam
(Pepskis 1894d). Taéu koncerta rikotdji izpelnas kritiku par parlieku nopietnu,
latviedu publikas uztverei nepiemcrotu programmu:Pie tadiem koncertiem
bltu javclas, ka nespclctu viena vakara sonati un trio no B¢thovena. Publika,
kura lielaka skaitéa bija ieradusies, v¢l caur tadu nopietnu mlziku par daudz
nogurdinata un zaudg uz talakiem t& nosauktiem klasiskas mdazikas koncer-
tiem interesi(Depskis 1894d). Ka ta tiedam ir, to apliecina ari cita recenzenta,
Adama Argaia, atsauksme par pcdgjo no trim klasiskas mizikas vakariem,
kas izskan 1894. gada 27. aprili (Iidzas citiem darbiem spc¢lcts Kamila
Sensénsa Klavieru trid= dur op. 18). Dis raksts ietver savveida socioloiiskas
pardomas:

Koncerti, kuros Haidna Pasaules radidandika uzvesta, bija gan labi
apmekicti®, turpretim visi tris klasiskas mizikas vakari bija isti maz klausitaju
sapulcingjudi. Kad jautajam, kads iemesls dadai vajai apmekicdanai, tad
dab@jam dzirdct dap nedapadus iemeslus: vieni saka, ka ieejas maksa par
augstu; otri, ka die vakari par atru viens pcc otra sekojudi; tredie, ka prog-
rammas vajadzctu vairadk dapadibas, ka ari vairak izdaritaju spckus pievilkt;
citi nav miera, ka visos dos vakaros nav ne vienas solo dziesmas pa latviski
dziedatas, un dapi, ka v¢l Latviediem nav diezgan publikas, kas dadu nopietnu
maziku prot cienit. Ka radas, tad pcdcjais iemesls gan bds tas svarigakais, jo
ne vien starp Latviediem ir maz dadas mizikas cienitaju, bet ari pie citam
tautam, kuras gan skaita zida, gan particiba un izglitiba Latviedus parspgj
(Agls 1894b).

Komentgjot var piebilst, ka recenzenta mingta tendence nav raksturiga
vida laikmetam vien — problcmu un aktualitadu loks, kas skar kamermQzikas
atskaodotajus, koncertu organizctajus un to klausitajus, lidz misdienam ipadi

51894. gada 6. janvara koncerté izskan Haidna oratorija Pasaules radidangko
iestudgjis RLB kapelmeistars Ozols. Atsauksmes pres¢ liecina, ka koncerts guvis
lielu publikas atsaucibu un atdiiriba no oriestra raiba snieguma demonstrgjis iepriekd
v¢l nedzirdgtu kora un solistu atskaoojuma kvalitati (Bepskis 1894a, 1894b).
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nav mainijies. Tomgr visos laikos bijudi ariizredzctie— makslinieki, kas spcjudi
parvarct panra arcjo nepateiciby diietami dauro, elitaro ievirzi un raisit
sajismu plada publika. Ozola trio tas pagaidam vg¢l nav izdevies.

Par ansambia dalibniekiem daudz atsauksmiju nav saglabajies. Argalis,
recenzcjot Sensansa Trio atskadojumu, raksta, ka maziii sp¢lcja aparasto
dedzibu un pradanu..] un it k& sacensiba raudzijas sava partija viens otru
parspct (Agls 1894b). K& ansambia dvcseli un vienotaju vidd izcei pianisti.
Piemcram, Bc¢thovena TrioEs dur op. 1 nr. 1 snieguméagalvenais nopelns
piekrit Ozola kdzei, kura ar lielako akuratesi savu grQto partiju izveda. Bet
ari Ozola un Koha kgi ioti apzinigi sp¢lcja (Agls 1894a). Bepskis ipadi atzimg
pianistesskaidro klavierspcli (Bepskis 1894c). bie atzinibas vardi acimredzot
nav nejaudi, jo Ozolai-Gijo, atdiiriba no vidas dzivesbiedra Jckaba, bijusi
nopietna profesionala izglitiba instrumenta spcles joma — vida savulaik beigusi
Parizes konservatorijas klavieru klasi (Breie 2001: 142).

Ozola paliekodakais nopelns ir vida lielais organizatoriskais veikums —
pati klasisko koncertu cikla ideja un tas istenojums, par ko raksta ari Bepskis:
Tiedam japriecjas, ka caur Ozola kunga darbodanos Rigas Latv. biedriba
nak veselaks gars mizikas zida un dis ar laiku gan izplatisies par visu Latviju
(Pepskis 1894d).Ka atskaootajmakslinieks Ozols acimredzot bijis drizak
ansambia m0Qziiis, nevis solists virtuozs — to apliecina, piemc¢ram, Bepska
atsauksme par vidoa spcles mazo, pladakai zalei nepiemcroto toni, atskadojot
BcthovenaKreicera sonati (Pepskis 1894d). Cits kritiiis, Vigneru Ernests,
izcel Ozola sp¢les smalko niansctibu (Vigneru Ernests 1891).

Savukart Jazepa Vitola rakstitais par do vijolnieku atklgj svarigu, talaika
latviedu atskaootajmakslai, iespgjams, kopigu problcmu — daudzi no pir-
majiem latviedu maziiiem bgrniba un agra jauniba nebija profesionali pareizi
ievirziti un, neraugoties uz entuziasmu un apdavinatibu, tas negativi ietekmgcja
vidu sashiegumus (atcer¢simies pada Vitola likteni Leopolda Auera stigu
kvarteta klasc'):

Ozols bija raksturigs tolaiku provinces upurs. Tikai ar 16 gadiem vijoli
rokas tvcris viod (neveikla pasniedzgja gatavots) apm. 21 g. vecs vcl iedmauca
konservatorijas vijoles klas¢. Bet drizi vibam bija japarliecinas ka jau sacie-
tcjudas dzislas vairs nepadevas nekadai lai cik ciedai gribpi] ieteicu vidam

8 Apzinoties nepilnibas sava alta spglc, Vitols sevi padkritiski dgvgjis pdsraeista
vaju kopiju (Vitols 1988: 44). Savas atmioas komponists ar skumju humoru atceras,
ka 1880. gada Auers izmetis viou no stigu kvarteta klases, ta netiedi noradot uz vioa
altista karjeras bezperspektivitati; tomgr Auers bijis labvgligs pret Vitola komponista
darbibu un vglak piedalijies arf vida Stigu kvarteta atskaoojuma (Vitols 1988: 6263).
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kandidc¢t uz Rigas Latv. teatra atbrivojodos kapelmeistara vietu: deit vida
vadiba atri uzplauka sevidii Rlg. Dziedadanas biedriba, vida aizrautiba
aizrava kori, sildija klausitajus (Vitols 1947).

Pcc trim klasiskas mizikas vakariemzidas par 60 ansambli presc¢ vairs
nav atrodamas. lespgjams, darbibas partraukdanu stimulg ari Ozola pievcr-
Odanas diriienta karjerai, kura viod gdst krietni lielaku atsaucibu neka
kamerm0Qziiis: 1895. gada IV dziesmu sv¢tkos Rigas dziedadanas biedribas
viru un jauktais koris vida vadiba izcina dziesmu kara pirmas godalgas. Savu
tiesu laika prasa arf darbodanas Rigas Latviedu teatra kapelmeistara amatéa
(jau no 1891).

Rezumcjot Ozola trio darbibas apskatu, jasecina: kaut arf 87 ansambia
koncerti nav bijudi kupli apmekicti, patiesiem kamermQzikas interesentiem
tie sp¢ja sniegt vertigus iespaidus. Pozitivi javertg fakts, ka maziii pievgrsas
ne vien klasikai, bet ari samc¢ra nesen tapudiem skaodarbiem: piemg¢ram,
Eaikovska trio Liela méakslinieka piemioai sacercts 1882. gada, tatad div-
padsmit gadus pirmsklasiskas mdzikas vakariem Tadcjadi, lai art Ozola
trio darbiba bijusi islaicigam zibsnim lidziga, savas neilgas pastav¢danas gaita
ansamblis ienesis svaigas vgsmas vietgja koncertdzive.

20. gadsimta sakums. Bctioa trio darbiba ka
pirma kulminacija latviedu klavieru trio muzicgdanas vgsturg

20. gadsimta pirmaja desmitgad¢ Rigas latviedu mizikas vide, salidzinot
ar kamermuzicgdanas pirmsakumu periodu, ir mainijusies. Nozimigi augusi
koncertrecenziju kultGra latviedu pres¢ — atsauksmes par koncertiem kiuvudas
krietni izvgrstakas, iezimigas ar tclainu literaro valodu un izsmeiodu faktolo-
iisko materialu, bet, pats galvenais, ietver ari analitisko sadaiu. Runajot par
laikmeta noskadas dvesmu, ko ar interesi cendas uztvert mdsdienu lasitajs,
varam konstatct: Iidzas nacionalas atmodas idejam sevi arvien biepak piesaka
ari citas, kas tiecas aktualiz¢t ne tik daudz latvisko savdabibu, cik iekiaudanos
modernas Eiropas procesos. Piemc¢ram, 19./20. gadsimta mija ioti popularas
bija dekadences idejas — par to lomu latviedu literatiré pladak raksta Maija
Burima (Burima 2011: 35). Un dai konteksta interesanti, ka dekadences j¢-
dziens vairakkart paraddas ari gadsimta sdkuma muazikas kritika — ta Pavils
Gruzna piemin dekadansa stilusaikng ar jaunu stigu instrumentu blves
paogmienu (Gruzna 1907). Savukart Emils Darziod dekadences jcdzienu attie-

7 Zimigi, ka daja periodd mazikas kritik& intensivi darbojas ne vien komponisti
(Emils Darziod u. c.), bet ari rakstnieki (Pavils Gruzna u. c.).
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cina tiedi uz klavieru trio jomu — rakstot par B¢thovena trio D dur op. 70
nr. 1 Largo daiu Bctioda trio snieguma, kritiiis secina: vidd nezinot nevienu
citu skaddarbu, kur B¢thovens paréaditos tik dekadentisks, 61 daia, vidaprat,
atgadinaDance macabreun Edgaru Po (Darzidd 1907). Tas liecina, ka Rigas
latviedu kultOrvide cendas neatpalikt no aktualajam tendencem Eiropa. Lidzigi
ka iepriekd, joprojam presc paradas raksti, kas izglito koncertapmekictajus,
un zimigi, ka tagad tie skar ne vien panrus, kas orientcti uz pladaku atska-
ootaju un klausitaju loku (opera, simfoniska mdzika), bet ari kamermQziku —
tiek skaidrots kamermuQzikas jcdziens, tas vgsture un attistibas posmi, ka ari
analizcti iemesli publikas véjajai interesei par kamerkoncertiemaksla un
makslinieki 1906: 40).

Arf 19./20. gadsimta mija latviedu makslinieki kamermuzic¢danai no-
dodas galvenokart koncertos ar jauktu programmu. Ipadi dai zida jaizcei
RLB Mazikas komisijas rikotie ikgadcjie rudens koncerti (1891-1913). Tie
arvien ietver gan kordziedajumu, gan solo un ansambia priekdnesumus, tur-
klat, atoiiriba no klasiskas mizikas vakariembagatigéa klastéa iepazistina ar
jaunako latviedu maziku. Dada repertuara izvcle, iespgjams, ari noteikusi
klausitaju lielo atsaucibu — to atspoguio, piem¢ram, kadaDienas Lapas
recenzija(1900):

Pcdcja vietida izpardota, liels gaisa un sajismibas karstums zalg — mdsu
teicamakie mdzikas makslinieki uz skatuves paaugstinajuma: tas ir paradibas,
kas pcdcjos gados augusta mcnesi atjaunojas ar tadu noteiktibu, ka vious
vai kalendari varctu iezimct ka iepriekdsludindjumu(Latviedu biedribas
MQzikas komisijas koncerts 1900).

Rudens koncertudalibnieku vida ir ari v¢lak slavenie Betida trio maziii —
pianists Ludvigs Bc¢tiod (1856—1930, debija rudens koncerta23.08.1892.)
un éellistsOto Fogelmanis(1876—1926, debija, attiecigi, 23.08.1898.). Trio
sastava vioi sak spclct 1906. gada, un lidzas abiem latviedu maksliniekiem
0aja ansambli iesaistas éehu vijolniekgaclavs Nedela(1878-?). Gan B¢tiod,
gan Fogelmanis beigudi Pcterburgas konservatoriju (B¢tiod — Teodora Lede-
ticka klavieru klasi un Luija Homiliusa crieiklasi, Fogelmanis — Aleksandra
Verpbiloviéa éella klasi). Tadgjadi viou darbiba atspoguio 19. gadsimta no-
galei un 20. gadsimta sdkumam raksturigu tendenci — akad¢miski izglitotu
latviedu atskaootajmakslinieku arvien intensivaku iekiaudanos koncertdzive.
Japiebilst, ka Bc¢tiod sasniedzis augstu statusu arf Krievijas mQzikas vidg:
vioo ir Maskavas konservatorijas profesors (1898—-1900, 1908-1913). Tas
neapdaubami apliecina vidoa maksliniecisko izciltbu un liek ticct, ka arf latviedu
laikabiedru paustie cildinajumi — piemc¢ram, Betioduzskatams par vienu no
vislabakiem pianistiem ne vien Baltija, bet arf varb(t visa Krievija(Mj 1907) —
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nav parspilcti. Pusgadsimtu vglak komponists un muzikologs Longins Ap-
kalns Bctida simtgadei veltita raksta sniedz dadu visparinajumu:

Jurjans bija pirmais lielais skaoradis, kas pacclas no latviedu tautas vidus.
Bctiod bija pirmais interprets, kas aizsniedza [imeni, ko mgro ar klavierspgles
makslas starptautiskajam mcrauklam(Apkalns 1956).

Arf tredais ansambia daltbnieks Nedela ir augstékas raudzes maksli-
nieks — savulaik Pragas konservatorija viod macijies pie tadiem Eiropa pazis-
tamiem vijolniekiem k& Antonins Bennevics Bennewitz) un Otakars Beveiks
(Bevék) un pirms ieradanas Riga hijis lielu operteatru (Belgradas un Pragas)
koncertmeistars. Jau die fakti vien rosina domat, ka izveidots tiedam eiropeiska
[fmeoda ansambilis.

Triju mQziiu debijas koncerts izskan Jelgava 1906. gada 19. februari,
un ta programma iekiauti Vines klasiiu darbi — gan solonumuri, gan divi
trio (Jozefa Haidna Trio C dur® un Ludviga van B¢thovena TrioD dur op. 70
nr. 1 jeb Garu trio ). Recenzents Bindu Atis (istaja varda Atis Kauliod) atzist:
[..] lai 64dus gabalus ar sekmgm uzvestu, nepietiek vien bt labiem solistiem,
bet vajadziga ari ievgrojama kopspgles rutinaPar tas esamibu klausitaji
varcjudi parliecinaties, tikai apmeklicjums koncertam diempcl bijis viduvgjs
(B. A. 1906: 46). Otro reizi Jelgavas publikai ir iespgja dzird¢t 60 mQziiu
sastavu 18. aprili, un nu jau pavisam atéiirigas, v¢lini romantiskas ievirzes
programma. Ansamblis atskado Nedelas tautieda, éehu cilmes Krievijas
komponista Eduarda Napravoika Trio g moll op. 24 un Antona Rubindteina
Trio B dur op. 52. Publikas joprojam nav daudz, taéu doreiz recenzijas liecina,
ka spcle raisijusi klausitajos neparasti sp¢cigu emocionalo saviidoojumu, kadu
instrumentalas kamermuzikas koncertos nemaz tik biepi nenakas vcrot. Pat
dapas asarioas noritcja(ll Kamermizikas vakars 1906: 62) — ta viens no
recenzentiem raksta par Rubindteina Trio otro daiu, gaidi melanholiska
atmiou noskaoa ieturctu un melodiski bagatu miziku. Interesanti, ka ioti
atzinigu vertcjumu izpelnijies arf mOsdienas gandriz vairs neatskaodotais Na-
pravoika darbs, un acimredzot arf deit liela loma bijusi interpretacijai. Laik-
raksta Latvija mazikas kritiiis dalas iespaidos:

Isti moderns bija Napravoika G-moll trio. Dis gabals, pilns spcka, strau-
juma un virtuozitates, kas no izpilditajiem prasa apbrinojamu tehniku un
mazikas sajltu; makslinieki to nesa priekda ar tddu smalkumu, kadu reti
atrod, un tamdci aizrava klausitjus sev lidzi(Fr. D. 1906).

8 Skaodarba opuss nav noradits; Haidna kompoziciju saraksta ir éetri klavieru
trio C dur.
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Savukart, pccMlzikas Druvas anonima recenzenta vardiem, abi skao-
darbi publikai ta iepatikudies, ka katra numura beigas vidoas sajismiba negri-
bcja ne rimties (Il kamermazikas vakaru [..] 1906: 62).

1906. gada 19. marta trio debitg Riga, kur Pilsgtas iimnazijas zalg ta
snieguma dzirdami jau iepriekd spclctie B¢thovena un Napravoika opusi.
Bet jo Tpadi nozimiga ir ansambia uzstadanas ar 6o padu programmu RLB
nama zalg 1907. gada 11. decembri: dis ir viens no retajiem RLB pasparng
rikotajiem koncertiem, kura izskan tikai instrumentala kamermazika. Emila
Darzida atsauksme v¢sta, ka ansambia priekdnesums bijis krietns un arf pub-
lika uz 8o koncertu sapulcgjusies kupla skaita gan zalg, gan galerija (Darzido
1907); uz iepriekdgjo koncertu fona tas ir visai parsteidzods fakts.

Ansambia dalibnieku kopspclei, k& ari katra makslinieka solosniegumam
recenzijas veltitas izsmeiodas atsauksmes. P¢c koncerta RLB nama zélg Dar-
ziod trio mdziius raksturo oadi:

Bctiod (klavieres) rekomendcja sevi it padi k& Bgthovena interpretu;
Nedelas (vijole) temperamenta pilnais priekdnesums varcja vislabak paradities
iekd Napravoika trio, kamcr Fogelmanis (éello) ar savu nosvcrto, stila pilno
priekdnesumu turgjas viscaur vienada augstuma. Bet bija vietas, kuras parei-
zais samgrs stipruma zioa starp atsevidiiem instrumentiem — tika trauccgts.
T4, piem., Bctida klavieru partija bija dad un tad par stipru (Darziod 1907).

Liecibas par B¢tiou k& pirmam kartam spilgtu B¢thovena mazikas atska-
Ootaju sastopam ari citos avotos — jau krietni vglak, 1930. gada, atskatoties
uz pianista mapu, Janis Zalitis atzist, ka B¢thovens Bgtidoam bijigpadi dievi-
nats, tadci starp abiem Ludvigiem pat vilktas zindmas paralcles, jar arf vidu
mdziiu dziv¢ daudz kopgja (Zalits 1930). B¢thovena interpretacijam ioti
piemcrots bija B¢tida spcles kuplais un kradoais tonis, ko pianista simtgadei
veltitaja raksta, balstoties uz laikabiedru atmidoam, izcclis Longins Apkalns
(Apkalns 1956)°.

Vijolnieka Nedelas raksturojuma recenzenti atzimg vida slavisko tempe-
ramentu, kas ari visspilgtak izpaudies slavu mizikas atskadojumos — gan
Napravoika Trio interpretacija (Darziod 1907), gan ari vglak, jau cita sastava
(Bctioa vieta pianiste Alma Dzcrve) spclgjot Antona Arenska Triod moll

9 B¢tiod nodarbojies arf ar kompoziciju, ko Pgterburga studgjis pie Nikolaja Rimska-
Korsakova. Interesanti, ka daja darbibas joma viod atklajis glupi citu, n@¢thoveniska
veriena atdiirigu savas radodas batibas diautni. Vitols raksturo to dadiSkaidrs lirifis ,
apdavinats ar tikai dauru izteiksmju skalu, Bgtiod runa uz mums, turklat it k& pusbalsi-
con sordino; visas vida klavieru miniatQras lidzinas stastioiem krgsliod, pie kamina,
stastidiem par gandriz jau aizmirstiem laikiem un cilvgkiem(Vitols 1964: 222).
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op. 32, kur makslinieks pat bijis gandriz par daudzsava elementa (Zilit$°
1908). Pcdcja replika iauj noprast, ka, lidzigi B¢tidam, Nedelas kvcla emoci-
onalitate un toda pilnskaniba reizgcm varcja aiz¢not trio parcjo dalibnieku
sniegumu. Tomgr citas atsauksmgcs vijolnieks tiek raksturots arf ka smalkjdtigs
maziiis ar skaistu toni (Mj 1907). Tas rosina domat, ka vida temperamenta
parpilniba, visdrizék, nav paradijusies tik neapvalditi, lai apdraudctu an-
sambia dalibnieku spcles harmoniju.

Fogelmanis, k& noprotams, daja trio pildijisatsvaralomu, mciinot rast
ekspresijas balansu ansambli, kad abu kolciu emociju bangojums jau sasnie-
dzis kritisko limeni. Darzidd atzist, ka RLB nama koncertaFogelmanis savu
partiju [..] izpildija parak atturigi, lai gan citadi vidd paradija acim redzamu
sapradanu kamermQzikas stil§Darziod 1907). Taéu citu recenzentu skatljuma
a1 atturiba atstajusi visnotai pozitivu iespaidu — Bindu Atis (Atis Kauliod)
slavgjis éellista spcjunoturct lidzsvaru starp abiem saviem domubiedriem,
demonstrgjot patikamu toni, labo gardu un daiio sajitu(B. A. 1906). Maziia
portretu savdabigi izgaismo Leontinas Blektes rakstitais — sékotngji tuvu
draugu loka, bet vc¢lak jau ari pladaka sabiedriba Fogelmanis ticis d¢vcts par
mazo Vviru ar lielo vijoli un vidu visur sagaidija un pavadija jGsmiga piekridana
(Blekte 1926).

Acimredzot Bgtida trio izdevas tas, kas savulaik nebija pa spckam Ozola
ansambia dalibniekiem — ieinteresct par instrumentalo kamermuzic¢cdanu
pladas klausitaju aprindas. To apliecina ne vien jau aplikotais 1907. gada
11. decembra koncerts, bet arf pcc paris mgnediem, 1908. gada 26. februarf,
notikudais koncerts nedaudz mainita sastava — abiem stidziniekiem bija pie-
vienojusies pianiste Alma Dzc¢rve, un ansamblis atskadoja Arenska Trial
moll op. 32. Tas bijis pirmais jaundibinatas Latviedu Mdzikas biedribas
koncerts, un atsauksmes v¢sta, ka zéle bijusi teju izpardotapublika priekd-
nesumu sad¢ma ar siltu piekridanyZilits 1908). Bis apstaklis jo vairak ieveri-
bas cienigs tapcc, ka instrumentala kamermuzicgdana talaika latviedu klausi-
taju apzidé gandriz nekad neguva kormQzikai lidzigu rezonansi, lidz ar to
jasecina — diez vai dada atsauciba bdtu bijusi, ja ansambilis jau iepriekdcjos
koncertos nebltu pamazam iekarojis auditorijas uzticibu. Tas atblazma nebija

0 Interesanti atzimgt, ka &is recenzijas autors Persijs Ziliti&{lits) bijis amatier-
vijolnieks, kurd, iespgjams, ari pats koncertgjis klavieru trio sastava. Uz dadu piedg-
mumu rosina Baltijas V¢stnedasniegta informacija 1904. gada 14. februar? Rigas
Latviedu Labdaribas biedriba1904); ta vgsta par kadu 27. februara pasakumu,
kura uzstajudies Erna Frgmane (klavieres), Persijs Zilitis (vijole) un A. Zile (eells);
tiesa, nav viennozimigi pateikts, vai vioi visi tris muzicgjudi kopa.
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zudusi pat tad, kad pats Bc¢tiod (doméajams, pedagoiiskas aizoemtibas d¢i —
1908 viod pcc ilgaka partraukuma atgriezas Maskavas konservatorija) mu-
ziccdana vairs nevargja piedalities.

Kopuméa redzam, ka ansambia loma viet¢ja koncertdziv¢ Tslaicigas dar-
bibas perioda piedzivojusi kredendoveida izaugsmi un — diempcl apravusies
tiedi kulminacijas bridi. Kupli apmekictie koncerti 1907. gada 11. decembri
un (mainita sastava, ar Almu Dzcrvi) 1908. gada 26. februar? bija pcdcjie;
1910. gada Rigu atstija arf Vaclavs Nedela.

Bctida trio spcles tradicijas atbalsojas Latvijas mizikas dzive ari
turpméakajas desmitgadcs. lespgjams, ka vismaz netiedi tas parmantoja vida
privatskolniece Lilija Kalnida-Ozolida, kura 20. gados un 30. gadu sdkuma
(1923-1934) kiuva par talaika ievcrojaméaka Latvijas klavieru trio daltbnieci.
Toties pavisam tiedi B¢tioa trio aizsakto ceiu turpinaja Oto Fogelmanis. Laika
[idz Pirmajam pasaules karam un ari td sakumposma viod presc daudzkart
mincts k& dapadu klavieru trio dalibnieks.

Pirma pasaules kara priekdvakars un kara laiks.
Jaunas tendences mzikas dziv¢ un to ietekme uz trio muzic¢danu

Trio ar latviedu makslinieku lidzdalibu, kas mizikas dzivg iekiavudies
jau pc¢c Betioa trio izjukdanas, tikai retumis piedalijudies speciali latviedu
publikai rikotos koncertos!. Te izpaupas viena no fpatnibam, kas raksturo
Rigas koncertdzivi jau kopd 20. gadsimta sakuma: latviedu kamermaziii
arvien intensivak tiecas iekarot atzinibu galvaspilsctas auditorija kopuma,
nevis tikai savu tautiedu vidg. Badu pavcrsienu stimulg arf kriethd konserva-
torijas izglitibas baze; tiedi no tas izriet parlieciba par savu konkurctspgju,
kas iepriekdcgjo paaudpu latviedu atskaootajmaksliniekiem v¢l nebija tik
izteikta. Interesanta daja konteksta ir laikrakstaBalss(1907) lasama polemika
starp rakstnieku un mazikas kritiii Pavilu Gruznu un Oto Fogelmani. Atbil-
dot uz Gruznas pausto nopglu, ka viod leizariskas Mizikas biedribas kamer-
mazikas koncerta nav ievcrojis klausitaju vida latviedu miziius, Fogelmanis
norada: latviedu interpreti biepi piedaloties cittautiedu sabiedribas koncertos,
savukart latviedu koncertos gan reti nakoties redzct cittautu klausitajus, ka
ari sademt pagodinajumu no padu tautibas kritiliem; tas rosina retorisku

1 Par izogmumiem var uzskatit atturibas biedribasZiemeiblazma pasakumus,
kuri noritcja galvenokart latviedu vidg. Piemgram, 1909. gada 26. janija kamerkon-
certa trio sastava uzstajudies pianiste Ludmila Gomane-Dombrovska, vioas dzives-
biedrs, vijolnieks Augusts Dombrovskis un éellists Oto Fogelmanis.
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jautdjumu, vai tiedam latviedu atskaootaji nav lidzvegrtigas uzmanibas verti

(Fogelmanis 1907). BT polemika trapigi atspoguio latviedu makslinieku cen-
tienus iekiauties Rigas daudznacionalaja mazikas vid¢ un ari — grQtibas, kas
ar to saistitas; daudzcjada zioa tas ietekmcjudi seni aizspriedumi.

Ansambii, kuros apvienojas dapadu tautibu maziii, tomg¢r daja laika
veidojas, un galvenais rosinodais faktors bija kopigs pedagoiiskais darbs
Rigas mazikas skolas — Pirmaja mizikas instit(ta, Skaou makslas skola, t. s.
Gipicka mQzikas skola un ieizariskaja mdzikas skola2. Kamermuzicgdanai
dajas macibu iestadcs tika ieradita liela vieta. Zimigas daja zioa ir Jada Me-
dida — 20. gadsimta sdkuma Pirma mdzikas institta audzckoa — atmioas:

lestdjies Instit(ta, macijos viena laika tris instrumentus — vijoli, klavieres
un eellu, jo tadi bija noteikumi. Mana klavieru skolotija bija Anna Hide.
Vijoles sp¢li macija Ambrozius [..] Eella spcles skolotajs man bija brélis
JazepgMediod 1992: 44).

K& redzam, apg(ti tiedi tie instrumenti, kas veido klavieru trio kodolu.
Janim Medidoam no bgrnibas prata palicis vioa braia Jazepa — savulaik insti-
tOta pastaviga nodu parrakstitaja — ioti skaista rokraksta parrakstitais Fcliksa
Mendelszona-Bartoldi Trio d moll op. 49 (Mediod 1992: 43), tatad, vistica-
mak, trio spcle apgdta ari macibu procesa. lepazitas koncertprogrammas
liecina, ka klavieru trio bijis kodols teju vai ikvienam kamermizikas kon-
certam, ko 20. gadsimta s@kuma rikoja dapadéas Rigas mdzikas skolas. Intere-
santi, ka dados vakaros trio skancgja pat krietni biepék neka stigu kvartets;
to varctu skaidrot ta, ka klavieres, vijole un éells bija arf apméacibu procesa
vispopularakie instrumenti.

Klavieru trio panra pirmskara perioda darbojas daudzi mQziii 3, tomgr
vairuma gadijumu viou kopdarbiba bija epizodiska, lidz ar to preses atsauk-
smes nav visai izsmeiodas. Taéu izceiams ari kdds pastavigaks sastavs, kas
1912. gada izkristalizcjies Rigas Skadu makslas skolas paspéarng un koncer-
tgjis vismaz lidz 1915. gada februarim: pianistévina Berlina, vijolnieks Jckabs
(Jakobs) Gurviés un éellists Oto Fogelmanis. Ansambia debija notikusi
7. maija (atkartots koncerts 9. maija) Skaou makslas skolas macibu gada

12 Diriienta Emila Zigerta dibinatais Rigas Pirmais mizikas institlts sacis darbu
1864. gada; 1877. gada atklata Rigas Skaou makslas skola un 1885. gada — Rigas
mizikas skola jeb (kopd 1910) t. s. Gipicka skola. Nedaudz v¢lak, 1904. gada, darbu
sakusi ari Rigas leizariskd mizikas skola (pladak sk., piem., bune 2011: 426).

13 Koncertsludinajumos piemingti tadi sastavi ka Lilja Gomane, Augusts
Dombrovskis, Viktors Hercogs; Teodors Lemba, Jakobs Magaziners un Nikolajs
lijies; Berta Ozola-Gijo, Kuno Bankvics un Josifs (Jazeps) Hirdovics; u. c.
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noslgguma koncerta Jaoa (resp., Mazaja) lildg; programma bijis Eaikovska
Trio a moll op. 50. Savukart 11. decembri ansamblis atskaoojis Bramsa
Trio ¢ moll op. 101 un divas pc¢dgjas daiasAdagio un Allegro) no Trio H
dur op. 8. Marija Gubene p¢c 81 koncerta atzinigi izsakas par programmas
izvcli, jo Bramsa nopietni apcercjoda, dziidomiga mazika ioti saderas ar
kamerm0(zikas ccli stingro, inteliiento stilu (Gubene 1912).

Kopuma dis trio orientgjies galvenokart uz 19. gadsimta otras puses un
20. gadsimta sédkuma muziku, turklat lidzas jau péarbauditdm vgrtitbam
(iepriekdmingctais Eaikovska Trio, RahmadinovaElgiiskais trio g moll nr. 1)
ansambia snieguma Riga izskancjudi divu laikmetigo komponistu darbi:
Daugavpilt dzimuda un v¢lak pasaulslavena diriienta Gpegopa Fitelberga
Trio op. 10 (1901) un Paula JuonaTrio kaprieo pcc Gestas Berlinga sagas
op. 39 (1908). Saskaoa ar Marijas Gubenes vardiem, publika uzogmusi tos
ar interesi un piekridanu (Gubene 1913b). Japiebilst, ka gan Fitelberga, gan
Juonatrio, pcc preses zioam, Riga skangjudi jau iepriekdJuona darbs (1908)
turklat jaatzimc neparastas panriskas ievirzes dc¢i — tas ir viens no nedaudza-
jiem trio pasaules mdzika, kura pamaté ir programmatisks sipets. lepazistot
nodu materialu, parliecinamies, ka o7 melodiski pievilcigd kompozicija ap-
veltita ar fpadu harmonisko koloritu — subdominantes grupas septakordu,
to vidO Griga septakorda (liela mapora septakorda) — biepu izmantojumu;
acimredzot autors vclgjies dadi piediirt mdzikai ziemeiniecisku niansi, kas
vidam arf izdevies. Senatnigas diatonikas salidas mijas ar maporminora sistc-
mas krasainibu, taéu viscaur saglabata tonala skaidriba. Kopuméa Juona
darbs, lai gan tapis 20. gadsimta sdkuma, iekiaujas romantisma gultng, kas
Rigas mlzikas dziv¢ tolaik domingja.

Raksturojot Berlinas trio, recenzents Janis Zalitis Tpadi izcei pianisti:
vioas sniegums Rahmaoinovélciiskaja trio nr. 1 liecina par muzikalu inteli-
ienci, dzivu temperamentu un nepieciedamo tehnisko izveicib{zalits 1914c).
Arf gadu v¢lak recenzents savu viedokli nav mainijis un, aplikojot 8i pada
skaodarba interpretaciju 1915. gada 18. februara koncerta, secina: [..ho
ansambia sastava pirma karta jamin Vina Berlin. Vidas priekdnesums arvien

4 Fitelberga Trio Rigas pirmatskadojuma laiku nav izdevies noskaidrot. Savukart
Juona darbs pirmoreiz izskangjis leizariskas Krievu Mizikas biedribas Il kamerm(-
zikas koncerta 1913. gada 5. marta. To spglgjusi pianiste Berta Ozola-Gijo (Jgkaba
Ozola atraitne), vijolnieks, Rigas Véacu teatra koncertmeistars Kuno BankvicsBank-
witz, 1860—-1932) un eellists Josifs (Jazeps) Hirdovics (1883-1941) (Gubene 1913a).
Citas liecibas par 6ada ansambia darbibu neatrodam, acimredzot tas izveidojies vien
epizodiski.
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mops, bet it sevidii pievilcigs pirgta tempgZalits 1915b). Par trio kopskadu
atsauksmes ir dapadas: Gubene atzimgaiii pilnskanigu, ripigi apsvcrtu
ansambli (Gubene 1912), turpretl Zalitis aizrada, ka stiprakas partitras
lappuscsBerlina reizgm noméac parcjos ansambia daltbniekus (Zalits 1914c).
Acimredzot tas skaidrojams ari ar abu stidzinieku muzic¢géanas manieri. Ka
jau iepriekd atzimgts, B¢tida ansambli Fogelmanis bija visatturigakais, un ar
80 atzidu netiedi sasaucas Zalida vardi par éellista toni — tas esot maigi
dziedods, bet neliels, tapcc biepi tiekot noslapcts (Zalits 1914c). Pilnskanibas,
pladuma, pcc kritiilu domam, pietrQcis Gurviéa vijoispglei, kura bitu vglams
viscaur vairak ekspresijas. Tagad ta gan smalkjdtiga, bet sik@alits 1915a),
ari — Vidoam pasiks un patievs tonis(K. 1915).

Kopuma varam secinét: dis ansamblis, lai gan visuma atzinigi vertcts,
nav raisijis mdzikas kritika un drodi vien ari publika tadas sajlsmas izpausmes
ké savulaik B¢tioda trio. lespgjams, aktiva pedagoiiska darbiba, kas stimulcgja
padu Berlinas trio radanos, vienlaikus bija ari dicrslis kopspgles filigranam
slipcjumam — tam vienkardi pietrika laika.

*k%k

Pirmé& pasaules kara sakumposma Riga kadu laiku vg¢l turpinas visai
intensiva koncertdzive. Tomgr bltiskas izmaioas taja ienes kara uzjunditais
patriotisma vilnis. Tas izpaupas daudzajos koncertos, kuru iendkumi tiek
ziedoti kara iesaukto un viou piederigo atbalstam. Jau viens no pirmajiem
dadiem pasakumiem, nepilnus divus mgnedus pgc kara sdkuma izskangjudais
RLB Mizikas komisijas koncerts 23. septembri, p¢cc Jaoa Zalida vardiem,
bija versis jo pladu latviedu sabiedribas ieverib@zalits 1914a). Zalida at-
sauksmg paradas ari k&da nianse, kas kara gadu konteksta ir jo raksturiga —
maksliniekam (pianistam Arvidam Daugulim) parmestanepareizarepertuara
izvcle:

Visu lielo pusi no vioa izpilditiem gabaliem ied¢gma taisni vacu un ungaru
komponistu darbi (Lista, Baberta, Dimaoa)[..] Daugulla kungs labi daritu,
ja ari savu citadi pieklajigo klavieru repertuaru kaut cik batu piemcrojis
laika gara prasibam. Ir taéu Bopcns, Grigs, Rahmaoinovs, Skrjabins, Glazu-
novs, ladovs u. c. Acumirkli tie mums bitu tuvaki, it k& vajadzigaki neka
naidigo vacu-ungaru-pridu ieneraciju priekdstavji. Protams, tikai pagaidam
(zalits 1914a).

Patiesi — spg¢ciga reakcija pret ierméanismu kiQist par vienu no &i perioda
kultOras dzives raksturiezim¢m. Ta nav tikai Latvijas ipatniba: Krievijas gal-
vaspils¢ta & tendence rod vgl krasékas izpausmes. Zimigi, ka Zalitis, kurd
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Daugulim iepriekd parmetanepatriotisko repertuaru, driz vien saprot, ka
patiesiba batu jabridina no otras galcjibas:

Rigas Muzikas skolas koncerts ceturtdien, 9. oktobri, Interimteatri
shiedza vienigi vai slavu maziku. Dai zida viod ir simptomatisks, jo reakcija
pretiermanismu tagad iesakusies visa Krievija. Ekstrcmi, lidz k&diem noiets,
par piemcru, Petrograda, kur no repertuara nodemtas visas Vagnera operas,
gan var katru Tstas makslas draugu tikai apbcdinat. B¢thovens, Mocarts,
Bahs un Vagners, liekas, nepieder pie tiem vardiem, kuri batu aizmirstami
(Zalits 1914b).

Pctot, k& aplikota tendence iespaidoja klavieru trio muzic¢danu, jase-
cina— kara gadu koncertprogrammas krievu mizikas dominante ir izteikta
vl spceigak neka iepriekd. Jauni darbi gan neparadas: atskaooti jau pirms
kara ridzinieku iepazitie un iemfiotie Antona Arenska (28.01.1915., pirmais
kamermazikas vakars Melngalvju namé; 13.02.1915., Rigas Skaou Méakslas
skolas VI kamermizikas vakars) un Sergeja Rahmadinova trio (17.12.1914.,
kamerm(zikas vakars Melngalvju nam4; 18.02.1915., Rahmadinova mlzikas
koncerts, turpat). Raksturigi, ka kareivjiem par labu rikotos koncertus, to
vid ari Rahmadinova daiiradei veltito kamerm(zikas koncertu 1915. gada
18. februari Melngalvju nama zalg¢, apmekic jo plada publika. No vienas
puses, kritika verte to atzinigi: T4, ka dadi stila ieturcti viena komponista
vakari, prasidami no klausitajiem zindmu muzikalu attistibu un inteliienci,
pie mums biepi vien norit pie pustukdas zéles, tad par 6a koncerta diezgan
kuplo apmekictaju skaitu atliek tikai priecaties (Sineps 1915). No otras puses,
daudzi patriotisma iejisma pirmoreiz uz koncertu atnakudie klausitaji nav
radudi pie kamermuzicgdanas gaisotnes, un tas raisa neveiklu situacijuis
stundas gara programma daiu no publikas bija jau nogurdinajusi, ta ka beigu
nenogaidijusita séka iet prom, kas tiklab maksliniekus ka ari parcjos traucg
un batu janovcrd (Sineps 1915). Trio panru daja koncerta parstavgja jau
pieminctais RahmaoinovaElgiiskais trio nr. 1 Vinas Berlinas, nenoskaidrota
vijolnieka (visdrizék, Berlinas pastaviga ansambia partnera Gurviéa) un
eellista Libermada snieguma.

Tikai 1915. gada 12. februari Gurviés un Fogelmanis kopa ar zviedru
izcelsmes pianistu Brlru Mellerstenu f6llersten, 1863—7?) ietver programma
Vines klasiia opusu — monumentalo B¢thovena TrioB dur op. 97. Trio panra
tas ir vienigais piemcrs, kas apliecina: kara raisita repertuara vienpusibas
tendence Rigas koncertdzivi ietekmg, taéu pilntba nepakiauj.

1915. gada pavasari informécija par kamerkoncertiem pres¢c pamazam
apsikst. Tam ir objektivi iemesli: karadarbiba kiQst arvien intensivéka, un,
baidoties no frontes linijas tuvodanas, liela daia iedzivotaju dodas bcgiu
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gaitas®. Evakuctas tiek ari daudzas macibu iestades, tai skaita Rigas mizikas
skolas — v¢l nesena pagatng nozimigi koncertdzives centri. Viena no p¢dcgjam
zioam, ko atrodam klavieru trio sakard — 1915. gada 23. marta Janis Mediod
(klavieres), Augusts Dombrovskis (vijole) un Hanss Kapels (€ells) koncerta
Melngalvju nama atskadojudi ari Medida jaundarbu —Deux préludeskla-
vier¢m, vijolei un éellam (Straumes Janis 1925: 56-57). Latviedu mdzikas
vgsturg tas acimredzot ir otrais skaddarbs klavieru trio sastavam, par kuru
pieejamas jelkadas zidas; diempg¢l pagaidam nav informacijas par o1 opusa
nodu materialu. lespcgjams, tas géjis boja, jo Medidd to nepiemin arf gramatéa
Tooi un pustooi publicctaja skadodarbu raditaja (Mediod 1992).

Taéu arl visskarbakaja kara laika, kad regularas koncertdzives vairs
nav, kamermuzic¢cdana Riga turpina pastavct — vien tagad galvenokéart majas
muzicgdanas ietvaros. Ta iesakdojusies pietiekami pladi un ir viena no sadar-
bibas formam, kas spcj vienot visdapadakos inteliiences aprindu parstavjus
no profesionaliem maziiiem lidz pat armijas virsniekiem. Interesantas dai
Zioa ir topoda komponista un toreizgja kareivja Jada Medidoa atmidas par
vioa dienesta laiku:

“[..] nezinu, kadda veida, Peinam bija izdevies organizct privatu trio pie
12. armijas arsta, kas dzivoja vclakaja Meierovica bulvari, pretim Bastej-
kalnam. Tur m¢s gajam spelct katru treddienu: Peins — éellu, es — klavieres,
profesors Luéini — vijoli*®. Bija jaspc¢lc no desmitiem vakara lidz kadiem
divpadsmitiem. Tadas reizcs pie arsta pascdct ieradas art 12. armijas dtaba
priekdnieks ienerélis Beiajevs. Viod drusku dziedaja, un man nacas viou pa-
vadit. Bet nu tas interesantakais. Ta ka es pcc devidiem vakara sava karavira
tcrpa uz ielas nedrikstcju radities, tad ieneralis Beiajevs norikoja savu auto-
mobili ar doferi, lai atbrauktu man pakai uz Matisa ielu. Piebraucis pie dzi-
vokia, doferis deva taures signalu, es steidzos lauk, lai k& kungs tiktu aizvests
uz pilsctas centru. Kad ap pusnakti trio spcle beidzés, tada pada veida mani
nogadaja atpakai. leneralis pats gaja kajam uz savu mitekli Rigas Pill.
Diezgan kurioza aégarniba!(Mediod 1992: 76)

5 Savu kulminaciju 67 kustiba sasniedz 1915. gada vasara, taeu ta aizsakusies jau
iepriekd — piemgram, Petrogradd, pcc petijumu datiem (Bartele, Balda 2002: 83),
pirmas zidas par latviedu bg¢giiem presg paradijudas 1915. gada apriia beigas.

16 Gustavs PeinsPein, 1870-1939) bijis ilggadgjs Rigas 1. mizikas institita (1911—
1933) direktors; lai gan Medida aprakstitaja ansambli viod iekiavies ka eellists, pcc
izglitibas Peins bijis flautists, spc¢lcjis do instrumentu art Rigas Radiofona simfoniskaja
oriestri (1933-1935). Savukart Edmondo Luéini (Luccini, 1886—1922) bhijis Riga
pazistams vijolnieks virtuozs, v¢lak (1919-1922) ari Latvijas Konservatorijas peda-
gogs (Breie 2001: 148, 112).

160



L. Pctersone. Latviedu klavieru trio pirmsakumi kamermuzicgdanas tradiciju attistibas..

Var atgadinat, ka tiedi Janis Mediod velak, jau 1931. gada, sacergjis

pirmo latviedu klavieru trio, kas saglabgjies lidz masdienam. Un, visticamak,
impulsus radodai darbibai daja panra viod guvis arf jauniba, trauksmainajas
kara dienés, spclcjot iepriekdminctaja ansambili.

Secingjumi

Rezumcjot izpcti, kas veltita 19. gadsimta nogalei un 20. gadsimta s&-

kumam — periodam, kad radas pirmie klavieru trio ar latviedu makslinieku
lidzdalibu, varam secinat:

salidzinot ar Theaterzettel kolekcija fiks¢to 18. gadsimta beigu un 19.
gadsimta Rigas vacu koncertdzivi (pladak par to sk.: P¢tersone 2012),
tagad priekdplané izvirzas citas prioritates, kas atspoguio cita laikmeta
un daigji arf citas kultdrvides garu. Interesanti, ka koncertprogrammas
tikai retumis atrodam Haidna trio (Mocarta vards pagaidam apzinatajas
programmas vispar neparadas); maz atskaooti ari Mendelszona-Bartoldi
trio, kas 19. gadsimta Rigas vacu auditorijai, spriepot p¢cc koncertu
statistikas, bijudi sevidii mfii. Faktiski Vacijas/Austrijas miziku, kas
Theaterzettel kolekcija bija parstavcta visdaudzveidigak, tagad repre-
zentg lielakoties Bgthovens (vida mizika skan ioti biepi) un reizgm arf
Bramss. Acimredzot ansambiu dalibniekus saistijusi abu 8o komponistu
tiece uz verienigdm, dzitdm un biepi daudznozimigam koncepcijam (atce-
r¢simies, cik atzinigi tika novertcts Bethovena dekadentisms — vioa Garu
trio D dur op. 70 nr. 1). Domingjodo vietu repertuara tomger parliecinodi
iedoem ne vairs Vacijas/Austrijas, bet Krievijas skaorapu mizika — to
vid( gan v¢l masdienas daudz spelgti (Eaikovska, Rahmaoinova, daigji
Arenska, Antona Rubindteina) opusi, gan nu jau gandriz aizmirsti (Na-
pravoika, Juona) darbi. Taéu vismaz pa kddam autoram parstav arf
citas nacionalas kultdras — franéu (Sensanss), poiu (Fitelbergs), éehu
(daicji Napravoiks), zviedru (daicji Juons, izraugoties Lagerigvas Gestas
Berlinga séagas sipetu k& programmatisko pamatu) u. tml.; tadcjadi Rigas
kamermdziii apliecina meklctprieku un dzivu interesi gan par svaigu,
mazspclctu, gan ieografiski daudzveidigu trio repertuaru;

sakot jau ar Ozola trio, redzam, ka daja muzicgdanas joma ioti organiski
raisas latviedu un cittautu interpretu sadarbiba. Lidz ar to trio panrs
latviedu profesionalas mizikas attistiba jau no pirmsakumiem iedem
principiali citu vietu neka, piemcram, kora méksla — gan domingjoda
repertuara, gan atskaootajsastava zioa tas aicinats ne tik daudz paust
nacionalas padapzioas idejas, cik rosinat izpratni par mazikas multi-
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kulturalo bdtibu. Taéu vienlaikus spilgtékie sasniegumi daja sfcra —
pirmam kartam Bgtioa trio darbiba — neapdaubami varcja stimulct arf
nacionala lepnuma jitas latviedu mizikas miiotaju vidg.

The Origins of Latvian Piano Trio
(the End of the 19" Century / the Beginning of the 20" Century)

Liga Pctersone

Summary

The second half of the 19" century in Latvia is noticeable with the
National Awakening movement. It initiated the rise of different spheres of
culture, also chamber musicianship, which had previously been dominant
mostly among Latvia’s Germans. The article aims to explore the circum-
stances under which the first piano trio ensembles with artists of Latvian
nationality participating entered Riga’s concert life. For this purpose, the
study includes a review of three periods:

— 60's—90's of the 19" century. The beginnings of chamber musicianship
in Latvian culture: bases for the development of piano trio musicianship
traditions,

— the beginning of the 20" century. The activity of Ludvigs B¢tiod ensemble
as the first culmination in the history of the genre in Latvia,

— the threshold of the First World War and the war time. New tendencies
in the concert life and their effect on the piano trio musicianship.

The chamber music activities in Latvian cultural life started at the end
of 1860'’s, but became patrticularly visible when Riga Latvian Society was
founded on the 10" of November, 1868. It was the most longstanding Latvian
social organisation which assembled together intelligentsia and was the main
centre for the support of the national culture. However, the first piano trio
ensemble entered Latvian concert life just in 1894 when the ensemble of
such musicians as the violinistickabs Ozols(1863—-1902), his wife, French
pianist Berta Ozola-Guyot (1870-7?) and the Baltic German cellisK. Koch
were introduced to the public. In spite of the short existence of this ensemble
(their names appeared on posters just in 1894), this trio diversified the reper-
toire of the local concert life. They performed also quite contemporary pieces,
such as Peter Tchaikovsky’s Piano Tridn Memory of a Great Artist in A
minor, Op. 50, which was composed just in 1882.
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During the first decade of 20" century Riga musicianship environment
changed, if compared to the period when it originated. The musical life was
enriched by the first generation of graduates of Russian conservatoires with
much higher professional skills if compared to the local mostly amateur
musicians of 1860's—1890’s. Under such circumstances, according to reviews,
the first piano trio of European top level standards arose. It united the first
famous Latvian pianist, former professor of Moscow State Conservatory —
Ludvigs Bctiod(1856—1930), cellistOtto Fogelmanis (1876-1926) and former
concertmaster of the famous opera theatres of Belgrade and Prague, the
Riga residing Czech violinistVaclav Nedela (1878-7?). Concert halls were
crowded when this ensemble was performing, which was very rare in other
Latvian chamber music concerts at that time. Unfortunately, cooperation of
this trio ensemble did not last very long, either — just two years (1906-1907)
stopping when the ensemble had reached the top of their popularity.

Traditions of B¢tiod trio were partly carried on by cellist Otto Fogelmanis
who continued to take part in various piano trio ensembles, including the
teacher’s trio of Riga's School of Sound Art which was founded in 1912
(together with the pianist Wina Berlin and the violinist Jakob Gurvich).
Although generally this ensemble was well-received, reviews on their concerts
were far not as enthusiastic as those of B¢tiod trio. The teacher’s trio stayed
together until February, 1915. Hereafter the general concert life, as well as
the piano trio genre in Latvia gradually ceased. Due to the First World War
Latvian citizens massively fled to Russia, and the former pillars of chamber
musicianship traditions — music schools of Riga — were also evacuated.

As a result of the study the following conclusions can be drawn:

— if compared with concert life of Baltic Germans in 19" century, other
priorities had come to the forefront in the period of the end of the 19"
and beginning of 20" century. This partly reflects a different epoch and
a different cultural spirit. From the former wide repertoire of Austrian/
German music, just compositions of Ludwig van Beethoven and some-
times Johannes Brahms can be found in concert programs of this period.
Instead, the music of Russian composers became dominant during this
period (especially when the First World War started). Both — pieces
which still are very popular nowadays (by Peter Tchaikovsky, Sergei
Rachmaninoff, Anton Arenski, Anton Rubinstein) and almost forgotten
compositions were performed by trio musicians. However, also works
of authors representing other national cultures can be found in the con-
cert programs: French (Camille Saint-Séns), Polish (Grzegorz Fitelberg),
Czech (Eduard Napravrik), etc. Thus, the choices of Riga chamber
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musicians testify to their interest in fresh contemporary music and also
geographically diverse trio repertoire;

an organic cooperation of Latvians and musicians of other nationalities
can be seen very clearly in the piano trio genre already starting from the
ensemble of Jckabs Ozols. That is why right from the very beginning
this genre takes a fundamentally different place in the development of
Latvian professional music if compared to, for example, the choral music.
Choral singing movement historically has been very important for
Latvians in terms of repertoire, as well as regarding the social role of
choir singing, as it has often been calling for and promoting the national
self-esteem ideas, whereas the trio genre has always primarily aimed at
raising awareness of the multicultural nature of music. At the same
time, the most outstanding achievements in this field — above all the
activity of the B¢tidod ensemble — no doubt could have been stimulating

the national pride feelings in the Latvian audience.
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Alfrcda Kalnioa vokala kamermazika
20. gadsimta sakuma vacu un krievu mazikas
kritiiu skatljuma

Dr. art. Baiba Jaunslaviete

docente un pg¢tniece

Jazepa Vitola Latvijas Mizikas akad¢cmija,
Daugavpils Universitate

20. gadsimta pirmajas desmitgadcs Alfrcda Kalniog1879—-1951) vards
regulari paradijas ne tikai latviedu, bet ari vacu un krievu presc. Lidzas
Jazepam Vitolam &is komponists bija viens no misu mdzikas klasiiiem, kas
piesaistija vislielako cittautu kritiilu uzmanibu. Viedokiu spektrs bija visai
plads. Vieni kritizgja vioa jaunradi, otri pgtija to no etnografiskampozicijam:
proti, interedu objekts bija ne tik daudz Kalnida mdzika pati par sevi, cik ar
tas starpniecibu gltais priekdstats par Eiropa mazpazistamas latviedu tautas
identitati. Visbeidzot, bija arf atsevidii jism1igi verictaji, jo Tpadi vacu recen-
zentu vidQ, kas neskopojas ar cildinajumiem un mingja Kalniou k& piemcru
saviem tautasbraiiem.

Ar ko tas skaidrojams? lespgjams, zindma nozime bijusi pada komponista
izcelsmei un audzinadanai. Dzimis jaukta latviedu/vacu iimeng, viod berniba
uzturgjas vaciska vidg, un vacu valoda domingja arf sazioa ar vecakiem. Jau-
nib4, jo Tpadi skolas gados, tika iepazita cita pasaule; ta veicinaja pavcrsienu
topoda miziia uzskatos, ko simboliski atainoja principiala atteikdanas no
uzvarda vacu versijasKalning (vairék par to sk.: Klotidod 1979: 29). Taéu
vacu kultGru un mentalitati viod bija iepazinis no iekdpusesnevis argji, un
varb(t tapcc, jau apzinddamies sevi ka latvieti, spgja skart sava mazika art
vacu klausitajam tuvas stigas. Krievu auditorijas un kritikas uzmanibas centra
Kalnioa mizika turpreti nonaca retak neka vioa laikabiedra Jazepa Vitola
jaunrade, tomgr atsevidias ievcribas cienigas atsauksmes rodamas arf krievu
preses slejas.

Raksta mcriis ir atklat, k& vacu un krievu mazikas kritika uztvgrusi
vienu no Alfrgcda Kalnida daiirades pamatpanriem — vidoa vokalo kamer-
maziku. Tai veltitie raksti atspoguio ne vien cittautu recenzentu priekdstatus
par komponista radodo personibu, bet arf laikmeta — 20. gadsimta s@kuma —
mainigo un pretrunigo gaisotni, ta visparestctiskas un politiskas nostadnes.
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Pirmas jauna autora kompozicijas, kas piesaistijudas Vacijas mizikas
kritiilu uzmanibu, parstav solodziesmas panru. 1904. gada ietekmigéa Leip-
cigas avizeSignale fiur die musikalische Weltpublicgjusi recenzenta Karla
Tisena (Thiessen 1867—7?) atsauksmi par pavisansvaigiemizdevumiem —
Kalnioa V und VI dziesmu burtnicu, ko Riga 1904. gada septembri laidis
klaja Pauls Neldners un Leipciga tirap¢jis apgadBreitkopf & Hartel. Tisena
atsauksme, lai arf ne jismiga, liecina, ka visvairak recenzenta uzmanibu
Kalnioa darbos saistijudas vioam lidz 6im nepazistamas latviskas savdabibas
izpausmesipatngju, masu uztverei sdkotngji mazliet svedadu iespaidu rada
A. Kalnida Latviedu dziesmas Turpindjumé recenzents skaidro
sikak, ka o1 ipatniba paradas:

Melodisk& un harmoniska izveide neparprotami liecina, ka komponista
daiirade sakoojas vioa dzimtajas tautasdziesmas un ari garigajas dziesmas.
Veselus posmus viod biepi atvcl dziedataja balsij bez pavadijuma, kas, iespc-
jams, bijis raksturigi ari viduslaiku rapsodijam un v¢l senékai mizikai; tikai
atsevidios gadijumogdziedajumam] pa vidu klavieru partija iesprausta kada
isa, ar péris raksturigiem akordiem izcelta melodiska fraze vai ari p¢ccspglc
pievienota v¢l kada instrumentéla noslgcguma doma. K. labprat lieto ari senéas
baznicas skaokartas, un dziedatajam, lidzigi k& priesterim baznica, dapkart
nakas psalmodct uzvienas vienigasskaoas; citkart atkal komponists
psalmodisko elementu islaicigi parvieto klavieru partija(Thiessen 1904).

Jaatzist, ka kritiiis visai trapigi uztvcris bltiskas Kalnida agrino solo-
dziesmu stila iezimes. Viens no piemcriem, kas labi ilustr¢ vida verojumu
pamatotibu, ir Imanta dziesma(vacu versijaimantas Sterbelied resp.,Imanta
pirmsnaves dziesmpar Ata lenioa tekstu (1904). Ta ieturcta askctiski skarba
mazikas izteiksmg, un vacu recenzenta pieminc¢t@salmodcdanauz vienas
skaoas (sk., piem., 10. t.) patiesi kilst par spilgtu 6f skaddarba izteiksmes
Tpatnibu.
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Alfrcds Kalniod, Imanta dziesma: sakums. Pirmiespiedums
(A. Kalnioo. Dziesmas. Komponista apgadiba Riga, Elizab. iela 37.
komisija pie P. Neldnera Riga.VI burtnica) / A. Kalniod. Lieder.
Selbstverlag des Komponisten. Riga, Elisabethstr. 37.
In Kommision bei P. Neldner. Riga. VI Heft
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Senlatviedu varoda Imanta(s) t¢ls, k& jau zindms, vairakkart iedvesmojis
nacionalas atmodas maksliniekus — pada Kalnida darbu klasta ir ari kora
kompozicija Imanta ar Andreja Pumpura tekstu (1903). Interesanti atzimgt,
ka gan skarbi episkds pamatnoskaodas, gan psalmodijas elementu zioa ta
sasaucas ar komponista solodziesmu.

Nedaudz v¢lak, 1905. gada novembri, latviedu dziesmu vakaru Berling
rikoja pirmé ievgrojama latviedu koncertdziedataja Malvine Vignere-Grin-
berga (1871-1949). Programma bija eetru komponistu — Jazepa Vitola, Al-
frcda Kalnida, Emila Darzida un Jurjanu Andreja — solodziesmas. Laikraksta
Staatsblrger Zeitungrecenzents izcei do koncertu k& neparastu mazikas dzives
notikumu:

Malvines Vigneresrikotais Latviedu dziesmu vakars (Romas scta 9)
beidzot iezim¢ja mazu parmaidou moderno dziesmu koncertu vienveidigaja
virkng. Nav noliedzams, ka mdsu “modernie” sava mazika ir zindméa mcra
vienpusigi. Vioi mil disonanses, pelckas un briinas krasas, un katrs vglas bat
dziidomigs pratnieks. Pavisam citadi, diiet, ir komponisti, kuri parstav to
savdabigo cilti, kas veido Vidzemes iedzivotaju pamatdaiu. Tur gaiss ir tiraks,
tapcc ari priekdroka tiek dota tiriem trijskadiem, laipnakéam, gaidakam un
dzivakam krasam(Uber das Liederkonzert von Malwine Wiegner Griinberg
1905).

Jaatgadina, ka recenzijas tapdanas laikd — 20. gadsimta sakuma — pazis-
tamakie vacu solodziesmas parstaviji bija Gustavs Malers, Rihards btrauss,
Hugo Volfs un ari Hanss Pficners. Viou v¢lini romantiska harmoniska valoda
ar tas tumao koloritu, bagatigajam alteracijam un eliptiskajiem disonandu
uzsladojumiem patiesi iezimgja spilgtu pretstatu talaika latviedu vokalajai
mazikai. Isi raksturojot katru programma parstavcto komponistu, recenzents
fpadu uzmanibu velti Alfrcdam Kalnioam — salidzinot ar Jazepu Vitolu, viod
atzimcts k& ipatngjaks un stingrék latviska stila ieturcts. [..] izmantojot
kadencg mediantes[Kalniod] rada burvigu iespaidu(Uber das Liederkonzert
von Malwine Wiegner Grinberg 1905).

Komponista daiiradi koncerta parstavgja vioa solodziesma<Ceiinieks
un Sapou taluma Taéu kritila mingtas iezimes rodamas art daudzos citos
Oaja perioda tapudajos Kalnidoa vokalas lirikas paraugos. Var atzimgt, pie-
mc¢ram, solodziesmuMamioai, kas sacercta 1903. gada rudeni un ari veltita
Malvinei Vignerei-Grinbergai. Latvisko stilu taja apliecina askctiskais pava-
dijums, bagéatigais diatonisko mediantu lietojums un aridzan piedzied&juma
jauktais metrs. Zimiga ir teksta izvcle — ta autors Atis ieniod savu dzejoli
apzinati veidojis latviedu dainu ritcjuma. To apliecina balsts uz horejiskas
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eetrrindes struktdru, k& ari tautasdziesmam raksturigais biepais deminutivu
lietojums un veselu frapu Ko tu raudi, kas tev kaite..) aizguvums no tautas
dzejas. Tas ari likumsakarigi, jolatviska stila meki¢jumi 19./20. gadsimta
mij& intensivi noritcja ne tikai mazik4, bet arf literatara.

Savukart paris gadus vclak cits Vacijas recenzents Makss Cank&gnk)
laikraksta Die Wacht sniedz lldzigu komponista stila raksturojumu — art
viod Kalnioa daiiradi pretstata vacu v¢lina romantisma tradicijai ka pozitivu
piemcru:

lepriecinodi darbi ar savu krasi izteiktu seju, neparastiem intervaliem
un iezimigiem akcentiem. Biepi vien tajos paradas seno baznicas skaokartu
veseltoou gajieni. Vagnera un Btrausa ziedu laikos tas tomer ir ievgribas
cienigi. Rosina asociacijas ar lietuviedu piavu melanholijy..] un tumai
pelckajiem Gdediem Ka sevidii spilgtas solodziesmas daja recenzija izceltas
Sapou talumaun Vakara miers (Zank 1908).

Vardkopa lietuviedu piavasZanka raksta acimredzot uztverama ka ieogra-
fisks parpratumst; tomgr kopuma visas cit¢tas recenzijas rada, ka daudzus
vacu kritiius Alfrcda Kalnida mazika pirmam kartam saistijusi tas nacionala
nokrasa. Tiesa, ne vienmgr ta guvusi tik labvc¢ligus vertcjumus. Nacionalais
romantisms, kas jau kopd 19. gadsimta vidus triumfcja dapados Eiropas re-
iionos (Polija, Eehija, Baltija, Skandinavija u. c.), mdzikas lietpratcju vidg
raisija pretrunigus viedokius. Lidzas apjismotajiem un entuziastiem bija ari
ne mazums skeptiiu. Viou vid( Tpadi jaizcei laikrakstaRigasche Rundschau
ilggadcjais mazikas recenzents Hanss BmitS¢hmidt 1854—-1923), kurd guvis
pladu ieveribu art ka komponists, pianists kamermUziiis, dzejnieks un Johan-
nesa Bramsa draugs — vio&apfo odasdzejas autors. P¢c Jazepa Vitola atmi-
o0am, bmits bijis viens no retajiem latviedu mdzikai labvcligajiem Rigas vacu
kritifiem — vienigais, kurd kopd 1889. gada apmeklgjis visus Rigas latviedu
koncertus (Vitols 1923: 3). Tomgr vairakus Pmita rakstus k& sarkans pave-
diens caurvij doma, ka latviedu komponisti savas nacionalas identitates aplie-
cindjumam velta nepamatoti daudz uzmanibas:

t Jaatzist, kaieografiski parpratumi Vacijas autoru rakstos par latviedu miziku
20. gadsimta sdkuma sastopami vairékkart. Piemc¢ram, Kristidns Knaiers Vacijas
laikrakstd Neue Musikzeitung izklasta Alfrgda Kalnioa darbu raisitas asociacijas:
Vioa mazika skan talu stepju melanholija un gurdenums, ciema macitaja un Daugavas
zvejnieka dziesma(Knayer 1907). Bads Kalnida mazikas tclainibas skaidrojums,
kur stepes (méksla tradicionali viens no Krievijas pladumu simboliem) mingtas lidzas
Latvijas lielakajai upei — Daugavai, protams, ir savveida kuriozs.
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Daiirades pirmavots vidiem visiem ir kopigs — sakoojums latviedu tautas
mazikas motivos, faudanas to ierosmei un ietekmei. Lai gan o1 Tpatniba pati
par sevi diiet nenoliedzami simpatiska un interesanta, ta ietver arf zinamas
briesmas. Parmcrigi kultivgjot nacionalo, individualitates attistibai, ké tas
viegli pamanams, tiek vienigi kaitcts. Tiedi jaunako laiku mQzikas vgsture
dai zioa rada ne vienu vien bridinodu piemcrfSchmidt 1906).

b1 pati doma atbalsojas arf Bmita paustaja viedokli par Kalnida voka-
lajiem duetiem:

[..] aprobepodanas galvenokart ar latviedu nacionalajiem motiviem un
sevidia piecdaiu taktsmcru milestiba sava ilgstoda lietojuma dci, iespgjams,
var atstat nevclamu iespaidu. Tadcjadi neviius tiek iegropota fantazija un
izdoma, ko labi redzam dapu norvciu un somu skaorapu darbogSchmidt
1913). Tepat gan kritiiis piebilst: Bet vienlaikus dadai intimai miniatQr-
glezniecibai ir ari savs ipads valdzindjum&chmidt 1913).

Téatad komponistam tiek adresgts aizradijums, lai ari ioti smalk@, taktiska
forma, un, dapados vardos formulcts, tas atkartojas citos o1 kritiia rakstos.
Komentcjot Bmita viedokli, jaatzist: no vienas puses, vida bapas un bridi-
najums nav radies glupi tukda vieta, jo 19. gadsimta beidzamajas desmitgadcs
un 20. gadsimta sakuma aizraudanas ar nacionalajiem motiviem vargja bat
ne vien pilsoniskas drosmes apliecindjums (k& pirmajiem jaunlatviediem),
bet sava zida arimodes lieta par ko padi latviedu kultlras parstavji dad tad
atiavas pazoboties — var atgadinat kaut vai Pietuka Krustioa tclu braiu
Kaudzidu romanaMgrnieku laiki (1879). No otras puses, Alfrgcda Kalnioa
vokalo kamermUziku nekada zio& nevaram reducct tikai uz tautisko ietekmju
atspulgu. It ipadi laikd p¢c Pirma pasaules kara impresionisma un citu 20.
gadsimta modernisma stravojumu atbalsis vida daiiradc ieskanas arvien
spccigak. Latviska intonécija, lai gan saglabéjas, nav vairs tik tiedi tverama
un formulgjama k& agrinajos darbos, jo ciedak savijas ar komponista indivi-
dualitates izpausme¢m. Tadcjadi varam secinat: vai nu citctas kritikas iespaida,
vai, drizék, neatkarigi no tas, Alfrcda Kalnida daiirade kopuma attistijusies
Dmita ieteiktajé virziena — tiecoties pirmam kartdm uz personiskas, indivi-
duélas, nevis tiri nacionalas savdabibas apliecingjumu.

No vietcjiem krievu recenzentiem Alfrcda Kalnida solodziesmam lielaku
vcribu veltijis laikraksta Dézeféay I0féu pastavigais mizikas kritiiis Vsevo-
lods Eedihins &&@édeéi, 1865-1934). Vida pozicija atdiiras no iepriekd rakstu-
rotajam tendenccm, kas iezimgjas vacu recenzentu vidg; proti, dis kritiiis
necentas akcentct Kalnida maksla ne personisko, ne nacionéalo savdabibu,
toties ieinterescti mekicja paralcles ar citiem pasaules skaorapiem. Raksturiga
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ir vida atsauksme par komponista autorkoncertu 1910. gada 6. decembri
Rigas Latviedu teatri. Taja atrodam dadu Kalnida mdzikas kopraksturojumu:

A. Kalniod raksta diezgan populara stila, kam trividlisms tomgr ir sveds;
viod iecienijis dabisko minoru, tadgjadi apliecinot zindmu radniecibu ar Grigu,
lai gan A. Kalnidam nepiemit izsmalcinata, sievidiiga nervozitate, kas rak-
sturiga 8im “ziemeiu Dopgnam” — atdiiribd no Griga viod ir vienkaroaks,
viridiigaks, bet ari bezkrasainaks(xagedei 1910).

Eedihins apliko ari atsevidius Kalnida darbus, kas skancjudi daja kon-
certa. Vokalo kamermdziku taja parstavgja Emila Mauridoa dziedata dziesma
Krivu krivs, Malvines Vigneres-Grinbergas atskadota tautasdziesmas apdare
Tumesioai dienu gaiduun duetsTurp ta vien gribas, ko dziedaja tenors Pauls
Sakss un baritons Pavuls Jurjans 8is itaiu stila veidotais, tercas ritodais
darbs ir ioti labskanigs (xa@édei 1910).

Bripam diiet, ka iespcjamo paralciu meklcjumi ir parspilcti, jo tie noliedz
Kalnida spcju blt vibam padam, neviziemeiu Bopg¢namitaiu stila parstavim
vai tml. Tagu katra zioa Eedihina paustas idejas, lai arl subjektivas, latviedu
muzikologiem varctu vismaz daicji noderct k& viens no impulsiem, pctot
Kalnida mdzikas stilistisko spektru un ta uztveri.

*k%

Alfrcds Kalnidod nekad nav bijis starp miziiiem, kuriem kritiiu viedokii
bdtu vienaldzigi. Gan Latvijas Nacionalaja bibliotck&a, gan Rakstniecibas
un mazikas muzejé glabajas vairaki albumi ar laikrakstu izgriezumiem — tos
veidojis pats komponists, visd dzives gaitd apkopojot savu darbu atska-
oojumiem veltitas atsauksmes. Vioa meita Biruta Kalnida-Tripodi 1973. gada
2. janija vestule muzikologam Arnoldam Klotidam atzinusi, ka tgvs vclgjies
ieg(t vardu, kas ir tikpat pazistams ka Leodam Janaéekam, banam Sibgliusam
vai citiem mazo naciju parstavjiem. Tepat nosaukti ari galvenie di¢roii, kas
liegudi sasniegt iecercto merii — pirmam kartam finansialas un sabiedriskas
aizmugures trikums (Klotiod 1979: 291).

Neraugoties uz nepiepildito sapni, raksta gaité iztirzatas mizikas kritiiu
atsauksmes apliecina — Alfrcda Kalnidoa vokalas kamermazikas klasta ir daudz
kompoziciju, kas spgj raisit dziiu interesi ne vien latviedu, bet arf cittautiedu
auditorija. MUsdienas die darbi noteikti batu pelnijudi biepaku atskadojumu
pasaules koncertzalgs. Lidzas latviskam koloritam tiem piemit ari stipras,
neordinéras personibas zimogs.

173



Mdazikas zinatne dodien: pastavigais un mainigais — V

The Evaluation of Alfr¢cds Kalniod' Vocal Chamber Music
by German and Russian Music Critics in the Early 20" Century

Baiba Jaunslaviete

Summary

The creative activities of the Latvian composer Alfrcds Kalniod (1879—
1951) attracted a significant attention of German and Russian music critics
in the early 20" century. Itis evident from the publications in the newspapers
of Riga (newspapersRigasche Rundschaybeésefiéay itnéu, et al.), and also
in various foreign magazines (for example, the respectabl8ignale fir die
musikalische Weltin Leipzig, et al.). The articles by Russian and German
music critics on this composer are helpful for the understanding of his style.
They discuss not only the pecularities of the music by Alfrcds Kalniod, but
also theZeitgeist, the most important aesthetic and politic guidelines of the
first half of the 20™ century. The focus of this article is on the following
themes:

1) the evaluation of the quantitatively most significant genre by Alfr¢cds
Kalnidd — the vocal chamber music — by German and Russian music
critics. There are different points of view on the expression of Latvian
identity in the songs by Kalniod, both positive and negative. Reviewers,
such as Hans Schmidt, et al., particularly discuss the possibility or
impossibility to combine the national identity with the composer’'s
individuality;

2) knowledge about the influence of foreign music stylistics on vocal com-
positions of Alfrcds Kalniod; positive and negative evaluation of various
aspects of this influence.

Introduction to the broad reviews’ spectrum of German and Russian
periodicals about Kalniod raises interest in the context of the music history.
At the same time, this introduction also could have a certain practical effect:
the references by German and Russian music critics, although they belong
to the past, at least partially give the opportunity to predict, which pages of
Latvian classical music could be interesting for contemporary non-Latvian
audience, too.

Key words: Alfrcds Kalniod; his vocal chamber music; the early 20
century; German and Russian music critics; the national music style; the
influences of foreign music stylistics.
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Jaunu izteiksmes veidu mekigjumi Rigas kinostudijas
spclfilmu mazika 20. gadsimta 60. gados

Mag. art. Zane Saulite
Jazepa Vitola Latvijas Mlzikas akad¢cmijas doktorante

60. gadi Latvijas kino vg¢sturg iegajudi ka radoda paccluma laiks doku-
mentalo filmu joma. Spclfilmu makslinieciskais [imenis gan nesasniedza dadus
augstumus, tomgr arf daja joma vgrojamas jaunas, interesantas tendences.
50. gados iezimgjas labu oriiinalscenariju trikums, tap¢c 1962. gada Rigas
kinostudija tika dibinata scenariju redakcijas kolgiija. Tas darbiba pozitivi
ietekmcja scenériju kopgjo limeni un sekmgja ari spclfilmu tematikas dapa-
dodanos. Blakus literatiras klasikai Purva bridgjs, 1966; Mcrnieku laiki ,
1968; Pie bagatas kundzesl969), vesturiski revolucionariem motiviem (Stou
sazvcrestibal965; Noktirne , 1966; Ciruii atlaipas pirmie, 1967; ligas dienas
rits, 1968) un Otra pasaules kara notikumiem noteikta ideoloiiska interpre-
tacija (Akmens un diembas 1966; Kad lietus un vgji sitas logg 1967) dzima
jauni atzari latviedu kinomaksla — piedzivojumu filmas (Tobago maina kursu,
1965; Ciklons séksies nakt] 1966; 24-25 neatgriepas1968; Triskartcja par-
baude, 1969) un bgrnu filmas (Cielavidas armija, 1964; Kapteioa Enriko
pulkstenis, 1967; Cielavioas armija atkal cinas 1968; Livsalas z¢nj 1969).
Biepak neké iepriekd spclfilmu veidotdji tiecas atainot laikmetiga cilvcka
iekdgjo pasauli, vida centienus atrast savu vietu dzivg. Tas tika darits ioti
atturigd manierg, jo politiska cenz(ra saskatija zemtekstus pat tur, kur to
nebija. Tika aizliegtas Rolanda Kalnida spglfiimasAkmens un diembas(pir-
ma pievgrdanas Latvijas lelionaru gaitam, 1963) unElpojiet dziii jeb Eetri
balti krekli (par cenzlru un dubultmorali, 1967), kas skara padomju varai
politiski nevglamas tgmas.

60. gados Rigas kinostudija turpingja stradat repisori Pavels Armands,
Leonids Leimanis, Varis Krimiod, Ada Neretniece un Rolands Kalniod. Ar-
manda paragra nave (1964) un Leimaoa ilgstoda un riipiga gatavodanas katrai
filmai® 60. gadu vid( radija situaciju, kura pargjie repisori fiziski nespgja
nodrodinat planoto filmu skaitu. Tapcc kinostudija galveno repisoru statusa
séka darboties viesrepisori, tai skaita ari teatra repisori (Aleksandrs Leimanis),

! Salna pavasarji 1955; Nauris, 1957; Bigps un roze 1959; Kapteinis Nulle,
1964; Purva bridgjs, 1966; Pie bagatas kundzes1969.
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kinooperatori (Maris Rudzitis), dokumentalisti (Aloizs Brenes). 60. gadu
otraja pusc viou pulkam pievienojas Imants Krenbergs, Criks Lacis, Janis
Streiés un Oiierts Dunkers. Rigas kinostudija ienaca jauna operatoru pa-
audze— Miks Zvirbulis, Gvido Skulte, Rihards Piks un Martiod Kleins.

Paaudpu maioa bija vgrojama ari komponistu vidQ. Lidzas Marierim
Zarioam, kurd spclfilmu mdzikas joma darbojas jau kopd 50. gadiem, para-
dijas jauni vardi — debit¢ja Romualds Grinblats Pieviltie, 1961), Imants
Kalniod (Velna ducis 1961), iudgards Gedraviés (Akmens un diembas 1963),
Raimonds Pauls Nekur vairs nav jaiet, 1963), Ringolds Ore (Hipokrata
zvcrests 1965), lederts Ramans (Tobago maina kursu, 1965), Romualds
Kalsons Diena bez datumg 1966) un Pauls Dambis Kad lietus un vgji sitas
loga, 1967). Viou veikums tomgr biepi palika bez pladakas ievgribas. Pai zioa
interesanti citct Vijas Mudkes rakstito par 60. gadu teatra maziku:[..] ta
gan apzinigi un nereti arf talantigi veic savus tiedos, dapkéart visai svarigos
pienakumus izrades kopgja veidola radidana, bet arpus uzveduma ietvariem
teatra mizika it k& vairs neizraisa nekadu interesi. Teatru kritiii, izrades
presc vertcjot, labakaja gadijuma piemin miziku ar dapam standarta frazgm
(Mudke 1968: 30). Akmens tiek mests arf mQzikas zinatnieku darzioa, kura
nekada interese par do panru t& k& neb(tu manamadai gan taja darbojas
virkne spilgtu komponistu — Romualds Grinblats, lederts Ramans, Imants
Kalniod u. c. Tadgjadi kopuma teatra mizika [fdzinasaizmirstai Pelnrudiitei
(Mudke 1968: 30). bos Mudkes vardus var attiecinat ari uz 60. gadu film-
maziku un tas kritiku. Te iezimgjas atdiiriba no nesenas pagatnes: 20.-40.
gadu presc¢ filmmazika tika iztirzata visai siki, sdkot ar instrumentéaciju un
beidzot ar tautasdziesmu harmonizgjumu, taéu katra nakamaja kinovgstures
perioda filmas skaniskajam veidolam veltitd uzmaniba saruka. Dapkart
rakstos par jaunajam filmam nebija atrodamas ne tikai atsauces uz miziku,
bet arf komponista vards un uzvards. lespgjams, &1 situacija daigji saistita ar
mazikas kritikas attistibu kopuma. Pretstata Latvijas brivvalsts periodam,
ta pcckara gados bija krietni apsikusi — daudzi koncerti presc netika atspo-
guioti vispar, un pat nozimigakie notikumi parasti guva, augstakais, vienu
recenzenta atsauksmi, nevis veselu virkni vgrtcjumu, k& tas bija pirmskara
gados.

Lai gan kritikas nepietiekami ievcrota, tomgr 60. gadu filmmazika iezi-
miga ar interesantam jaunam tendenc¢m. Viena no tam: daja laikposma inten-
sivak neka iepriekd latviedu kino ienac&strades un dpezéanri. Tie
Kiuva par savveida manifestu brivai izteiksmei. Muzikologs Arnolds Klotidd,
raksturojot 60. gadu teatra mQziku, rakstija: [..] un tomcr pcdgjos piecos,
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desmit gados esam bijudi liecinieki mQzikas izteiksmes lomas pakapeniskam
pieaugumam — it sevidii gan dokumentalaja filma, gan ari teatri. Biepi
praktiz¢ta dziesmu un songu iekiaudana ir vairojusi mzikas daudzumu izra-
dgs.[..] MUsu laikmeta progresivas dramaturiijas vairidanas no vienkardoti
viennozimigiem dzives problemaétikas izrisindjumiem, ta vieta tiecoties pc¢c
sazarota, patstavigam ierosmc¢m un atziddm bagéata tcmu traktcjuma, ietekme
ari teatra mizikas formu — tas atsevidio komponentu izteiksmiba indivi-
dualizgjas, kopskangjums kiQist diautoains jeb, mdzikas terminoloiija izsa-
koties, polifonisks (Klotiod 1972: 29-31). Do muzikologa vgrojumu ir pamats
attiecinat ar uz filmmuazikas jomu.

Savukart otra bdtiska tendence lidzas estrades un dpeza klatbGtnei ir
0ada: 60. gados k& pretreakcija 50. gadu simfonismam filmm0Qzikas sfcra
iendcasonorikas izpausmes, jo ipadit. s. konkrcta mizika, kas saistita ar
dapadiem trokdou efektiem. Ari dis tendences iedigius viens no pirmajiem
jau 60./70. gadu mija fikscjis Arnolds Klotiod: Mciindjumi ar skaodas lidzek-
fiem sniegt film& skopus, bet konkrcti priekdmetiskus raksturojumus un
savdabigus poctiski simboliskus méjienus radéas ka reakcija pret 40. un 50.
gados valdodo kinomdzikas praksi, kura dokumentalajas filmas izmantoja
gandriz nepartrauktu pilna simfoniska oriestra skangjumu un tiecas gal-
venokart uz pladiem tematiskajiem un emocionalajiem vispéarinajumiem
(Klotiod 1970: 71).

Viens no aktivakajiem jauno sonoro krasu mekictajiem, komponists
Pauls Dambig, apzimg¢ 6o periodu ka eksperimentala kino laiku. Viod atzist,
ka iedvesmas avots bijudas franeu un poiu filmas, kas socialpolitisko apstakiu
dci talaika Rigéa bija vispieejamakas, un viod pats eksperimentcjis kopa ar
domubiedriem — repisoriem Hercu Frankd un Ansi Epneru* (Dambis 2011).

2 Lagts raksturot 60. gadu filmmaziku kopuma, Pauls Dambis atzist, ka daja laika
latviedu kinematogréafs attistijas divos virzienosviena gadijuma filmmazika pladi
tika izmantotas dziesmagqpiem., Raimonda Paula, Imanta Kalnioa spglfilmu mazika),
otra gadijuma notika eksperimentgdana ar izteiksmes lidzekiieifdis virziens ir kompo-
nistam tuvaks: Dambis 2011). Bads divu virzienu nodalijums daicji sasaucas ar ten-
dencgm, ko teatra mizikas joma iezimgjis Arnolds Klotiod (Klotiod 1972: 29-31).

8 Hercs Franks (Hercels Franks, 1926—-2013) — viens no latviedu pogtiska doku-
mentala kino tradicijas raditajiem, dzimis 1926. gada Ludza ebreju iimeng. Beidzis
Vissavienibas neklatienes juridisko institOtu Sverdlovska (1947), bijis purnalists, lek-
tors, reklamas mékslinieks Krievija (1952—-1954). 1955. gada atgriezies Latvija, dar-
bojies purnélistikd (Padomju Jaunatne Rigas Bals$. 1959. gada séacis stradat Rigas
kinostudijas fotoceh&, 1961. gada Franka scenériju savardiplomdarbam Vissavie-
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Visi kopa centudies lauzt pastavodas klidejas, skatitaju uztveres inerci un
mainit mdzikas attiecibas ar kadru. Pauls Dambis atzist, ka aizravies ar mik-
s¢danu, tadci vioa spclfilmu mazika Toti griti noteikt precizu skadas avotu.
Tiedi tolaik, pcc komponista domam, izteiksmes lidzekiu skala kiuva neiedo-
majami plada, romantisko pasaules uztveri nomainija racionalgDambis
2011). Simfoniska vcriena vieta komponisti biepék tiecas uz ioti lakoniskam
tecmam, sevidii svarigu lomu guva ritms. K& savu tiedo priekdteci Dambis
min Tudgardu Gedraviéu, uzsverot: viod viens no pirmajiem latviedu kino
eksperimentcja ar skadu celidiem, apvienojot trokdous un muzikéalas skadas
sinkrctiskas vienibas, ka ari montapa izmantoja no elektroniskas un konkrctas
mazikas aizgltus pao¢cmienus (Dambis 2011).

Daja raksta pladak tiks analizcti divi latviedu kinovgsturg pirmie sonoro
mekligjumu augii — mazika filmam Akmens un diembas(iudgards Gedraviés,
1966) un Kad lietus un v¢ji sitas loga(Pauls Dambis, 1967).

* % %

ludgards Gedraviés® sacercjis mdziku galvenokart dokumentalajam
filmam®, ka ari divam repisora Rolanda Kalnioa spclfilmam —Akmens un

nibas Valstskinematogréfijas instit0ta izvclgjies repisors Ivars Kraulitis, un sadarbiba
ar operatoru Uldi Braunu tapusi leiendara filma Baltie zvani, kuru 90. gados Kler-
monferanas festivala (Francija) kinokritiii iekiavudi pasaules visu laiku labako 100
isfilmu saraksta.

4 Ansis Epners (1937—-2003) — repisors, scenérists, producents. 1962. gada absol-
v¢jis Latvijas Valsts universitates V¢stures un filozofijas fakultati, 1971. gada beidzis
Augstékos repisoru kursus Maskava. 1962.—1968. gada stradjis par redaktoru Lat-
vijas televizija. P¢c tam, lidz 1991. gadam, bijis Rigas kinostudijas repisors991. gada
Kiuvis par kino un video studijas AVE vaditaju. Laikd no 1993. lidz 1997. gadam
bijis Latvijas Kinoproducentu asociacijas prezidents. Repisgjis 67 dokumentélas fil-
mas, piemcram,lrbe: cilvcks un maska(1996). Epnera repiscta makslas filmaaris
(1993) saocmusi Liela Kristapa balvu. 2002. gada apbalvots ar ceturtas diiras Triju
Zvaigpou ordeni.

5 Judgards Gedraviés (Gedravigius, 1933 Viidoa — 2003 Minska) — skaou repisors
un komponists. No 1950. lidz 1952. gadam macijies kordiriigdanu Panevgpas mizikas
skol&. 1955.-1959. gada (ar partraukumiem) studgjis kompoziciju Latvijas Valsts
konservatorija pie Adolfa Skultes, turpat stradajis arf par fonotckas laborantu. 1959.—
1965. gada bijis skaou repisors Latvijas televizija. Pcc aizbraukdanas no Latvijas
sadarbojies ar Krievijas, Baltkrievijas u. c. kinostudijam.

6 Spriedums(1965, repisori Hercs Franks, Imants Brils),Gada reportapa(1965,
repisors Aivars Freimanis),Saules kvadrati(1965, repisore Doloresa Hmeiodicka),
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Odiembas (1966, scenarija autors Viktors Lorencs) unKaralienes brudinieks
(1970, scenérija autori Bruno Saulitis un Maris Rudzitis).

Filmas Akmens un diembasideja kinoscenaristam Viktoram Lorencam
(1927-1992) radas v¢l studiju gados Vissavienibas Valsts kinematografijas
institdta. Zindma mcra to rosindja pada pardzivotais — kara beigu posma
(1944) vido, vel pilngadibu nesasniedzis, tika iesaukts leiiona, bet p¢c kara
nacéas pab0t arf filtracijas nometng Krievija, Komsomoiska pie Amdras. 1957.
gada tapa filmas scenéarija pirmvariants ar nosaukumuDzimtene, piedod!
Tas noraidits, jo vedindjis piedot leiionariem, un art ndkamais piedavatais
nosaukumsAkmens un diembasideologiem nav paticis. Tadci sakotngji filma
laista klaja ar nosaukumu Es visu atceros, Rieéard!1967. gada ta bez lielas
publicitates tika izradita vien nepilnu m¢nesi (no 3. lidz 26. aprilim) un p¢c
tam aizmirstiba nogulcja gandriz divdesmit gadus, jo padomjwneoficialajiem
cenzoriem nebija piedemams Otra pasaules kara leiionaru atainojums.
Ccloous dai nepatikai atklaj repisora Rolanda Kalnioa teiktais:Mums bija
ioti svarigi patiesi pastastit par leiionu, nevis atmaskot un kompromitgt to,
k& prasija ta laika ideoloiija. M¢s gribcjam bt un bijam godigi (Matisa
2005: 58).

Spclfilmas demonstr¢dana atsakas tikai t. perestroikaspriekdvakara—
1986. gada maija sakuma ta tika radita Rigas Kino namé, bet decembri —
kinoteatri Riga. 1991. gada studijaTris atjaunoja filmu tas sakotngja varianta
ar nosaukumu Akmens un diembas

Komponistam Tudgardam Gedraviéam, k& atzimg purnaliste Kristine
Matisa, o1 bija pirm& aktierfilma pcc rapiga darba dokumentéalaja panra
Matisas ieskat4, [..]Jvarb(t no turienes nék vioa jaunievedums filmas mdzi-
kas veidodana, izmantojot trokdou partitGru un mizikas ciedu saisttbu ar
attclu. Ar 6adu jauno stilu Gedravies Kiuva populars visd Padomju Savie-
niba un viou v¢lak biepi aicinaja stradat pie citu studiju filmam (Matisa
2005: 52).

Filmas skanisko veidolu kopgjas struktlras konteksta var atainot
oadi:

Zemes atmioa(1965, repisors Gunars PiesisKuldigas freskas(1966, repisors Aivars
Freimanis), Janis Rozentals(1966, repisors Varis Krimiod),Lomi (1969, repisors
Aivars Freimanis), Ta dejo Latvija (1969, repisors Rolands Kalniod)Dienas ritdienai
(1970, repisore Biruta Veldre) Fricis Bergs(1978, repisors Leonids Brudteins)/alsts—
bcrniem (1978, repisors Varis Krimiod),Vecaks par desmit min(tgcm(1978, repisors
Hercs Franks),Flashback (2002, repisors Hercs Franks).
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20. gs. . . 2.pasaules kard —  Saruna  Atmiou ainas —
60. gadu  Braiukapi "y 4 dzivokli  20. gs. 30. gadi
pilsctvide purvs Zivokli . gs. 30. gadi
Stacijas, Scru mards  Strelnieku un leii- Saviesiga
tirgus, ielu onaru dziesmas, mazika
trokdoi olageri, piemgram,

Zilais lakatiod,
K& var aizmirst,
Paliec sveiks, mans
mazais draugs
Netiek Netiek
izmantota izmantota
fona fona
mazika mazika
Darbibas Emocionéla Kontrastu Bezr(pigas
vietas un pardzivo- radidana atmosfcras
vides juma radidana

raksturojums izpausme

1. shgma.Filma Akmens un diembas
skaniskais veidols un ta konteksts

50. gadu filmé&m bija tipiski, ka gan dabas ainavas, gan pilsctas skatus
pavadija fona mdzika, turpreti filma Akmens un diembaspiedavats jauns,
agrak latviedu kino neraksturigs risinajums — klusums tiek izmantots kéa efekts.
Tiesa, tas nav absollts klusums. Komponists veido filmaskaoas ainavu
(t. s.soundscapg, priekdplana izvirzot pilsctvides, dabas skadas un sadzives
trokdous, kas saasina skatitaja uzmanibu. Efekta palielinadanai visas skadas
ir pastiprinatas; tas panakts, piemc¢ram, ieraksta bridi novietojot mikrofonu
Toti tuvu skadas avotam. Ari runatu dialogu izteiksmiba uztverama jo asék,
ja tos nepavada fona mizika (dai ziod iezimgjas sasauce ar citam talaika
latviedu filmam).

Filma sakas ar spilgtu ievadu — monotoni uzstéajigs bungu ritms apvie-
nojuma ar klavieru un metéla pldaminstrumentu tembriem smagncja dpeza
manier¢g izskan ka aicinajums uz ciou. Bis filmas posms koncentrgti paup
visa darba dramatisko zemtekstu. Interesanti, ka ievada mdzika it ka apraujas
pusvarda un tiek pabeigta tikai filmas noslcguma traiiskaja atrisinajuma.
Tadgjadi visa filméa kopuma izpaupas reprizitate oriiinala traktcjuma — ka
atgriedanas pie sdkuma paustas domas, to neatkartojot, bet pabeidzot.
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loti izteiksmiga ir epizode Braiu kapos, kad galvenais varonis Riéards
(bijudais leiionars, tikko atgriezies no izsOtijuma Sibirija) pastaigajas gar
monumentu, lasot kritudo karaviru uzvardus. leskanasHammond crieles
un bungu ritms gajiena soli; pats gajiens nav redzams, taeu skatitajs nojaud
td esamibu. Mlzika apklust — valda pardomu gaisotne. leskanas fagota solo,
un beidzot skatam paveras gajiena dalibnieki. Fagotam atkal pievienojas
bungu ritms, un KiGst skaidrs, ka tiek atskaoots s¢ru mards. Galvenajam
varonim derdzas lidz ar ziediem nestie sarkanie karogi — m(zik& 8o padomju
varas atrib(tu paradidanos pavada metala pldaminstrumentu ieskangdanas.
Uz iepriekd vientuias, scrigas fagota spcles fona tie atstaj agresivu iespaidu,
ko jo vairak paspilgtina mapigas uguns spops uzplaiksnijums kadra. Scru
mardu nosl¢dz klavieru kadence, it k& noapaiojot muzikélo domu.

Kopuma spclfilmas mazika ir ioti lakoniska un reizg izteiksmiga. Oriii-
nalmaterials mijas ar tauta pazistamu dziesmu citatiem (sk. 1. sh¢cmu), tadc-
jadi raksturota darbibas vieta un aridzan izcelts kontrasts starp trimparalg-
lajam vidgm, kuras risinds notikumi: padomju laiku, karu un — ka ideélu —
bezripigdm senakas pagatnes ainam. Lidzas sékuma/beigu arkai (reprizitatei)
par vienotajfaktoru — refrgnu — kiGst klavieru kadences materials, kas into-
nativi ieskandinats jau ievada, bet pilniba paradéas Braiu kapu aind un viena
no purva (ciou) ainam. Tie ir dapi klavieru akordi, kas parasti izskan nosverti,
v¢stodi, koréliska faktira un dabiskaja minora — ka kontrasts iepriekd ekspre-
sivajai, dramatiskajai izteiksmei; tienodemsapcm asumu, it k& pavcerd cieda-
nas filozofiska rakursa. Artikulacijas d¢iiespgjamas asociacijas ari ar zvaniem.
Reiz¢ klaviergcm ir vgl kada cita funkcija — tiedi ar tam saistitas Pirmas Latvijas
Republikas (bezrlpigas pagatnes) ainas, kuras savukart konkrctas mazikas
elementi (trokdou efekti) nav izmantoti.

* % %

Pauls Dambissacercjis 36 kinomdzikas partitQras spclfilmu, dokumen-
tala kino” un animacijas filmu panros. Spclfiimu panra tapudas partitiras

7 DZzivais mals (1965, repisors Ansis Bcrziod)Sena saulg(1965, repisors Ansis
B¢rziod),Melnbalta varaviksne (1966, repisors Vilberts Opalais),Bez leiendam (1967,
repisors Aloizs Brenes)Pie seneg1967, repisors Ansis Bgrziod)Pusstunda Latvija
(1967, repisors Zigurds Zariod), Koki aug (1968, repisors Ansis Epners)Latvijas
vitrapas (1968, repisors Ansis B¢rziod)Reiz paaudzgm stasti$1968, repisore Biruta
Veldre), Ziedi tev (1968, repisors Ansis Epners)Gadskartas (1971, repisors Arnis
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diviem repisora Aloiza Brenéa detektiviem Kad lietus un v¢ji sitas logg

1967, un Dahs briljanta karalienej 1973), k& art mizika spclfimam Zobena
¢na (1976, repisors Imants Krenbergs)Gaidiet Dponu Graftonu (1979, re-
pisors Andris Rozenbergs)Vilkatis Toms (1983, repisors Gunars Cilinskis),
Fronte tcva pagalmé(1984, repisors Criks Lacis) umApbraucamais ceiq1986,

repisors Criks Lacis).

RepisoraAloiza Brenéa spclfilmaKad lietus un v¢ji sitas loga (scenéarija
autori Emils Braginskis un Osvalds Kublanovs) Rigas kinostudija uzoemta
pcc tdda pada nosaukuma Arvida Griguia dokumentala roméana motiviem.
Filmas darbiba risinds 20. gadsimta 40. gadu beigas. Dzimten¢ atgriepas
Leinasars, kurd no Rietumusaimniekiemsaog¢mis uzdevumu nodibinat saka-
rus ar mepabréaiiem, kuri joprojam pretojas padomju varai.

Pauls Dambis spclfiimuKad lietus un vgji sitas logauzskata par savu
pirmo nozimigo filmu, jo piedalijies gan skaodieraksta veikdana, gan montapa
un sinhroniz¢danas procesa. Kopa ar repisoru Aloizu Brenéu abi mekigjudi
vienotu skaoas ainavagsoundscapg koncepciju, kas atbilstu filmas materi-
alam. Brivi eksperimentcjot ar dapadu instrumentu tembriem, Dambis centies
atrast neparastasskaoas baisa tcla radidanai, jo dabiska skada diitusi parak
neizteiksmiga(Dambis 2011). Daudz izmantoti jauktie tembri. Piemg¢ram,
lietus sidanos loga ilustr¢ tamboradatas piesitieni uz timpana membréanas,
savukart mistisku nakts vctru ataino mepraga signali apvienojuma ar zvanu
skaoam.

Film& valda saspringta un konspirativa atmosfcra. Ari deit nesastapsim
fona maziku — klusums kiQst par efektu. Savukart mdzikas izmantojums ir
Toti konkrcts un lietidis, lakonisks.

Filmas skanisko veidolu kopcjas struktlras konteksta var attclot
oadi:

Licis), Riga akmeni un bronza(1971, repisors Ansis B¢rziod)Dziesma Rigai(1972,
repisors Ansis B¢rziod)y¢stules no tgva majam(1972, repisors Ansis B¢rziod)Jario’
prasa smalku tiklu (1975, repisore Skilla Rikarde),Lasts (1976, repisore Maruta Jur-
jane), Sirméa gvarde(1977, repisors Hercs Franks)Noaust varaviksni (1977, repisore
Vija Bunka), Kanta kaps (1991, repisors Viktors Jansons)Ebreju iela (1992, repisors
Hercs Franks),Karlis Ulmanis (1996, repisors Criks Lacis)Madonna ar bgrnu. XX
gadsimts (2001, repisors Hercs Franks).

8 Lietaina diena (1966, repisorsJanis Dzenitis),Jautrie draugi (1966, repisors
Janis Dzenitis),Dullais Dauka (1968, repisors Arnolds Burovs),Dilli Dalli Saules
darza (1978, repisore Roze Stiebra).
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Konspiracija Pal<a'|'d_zT- _So_da Dabas Dialogi Romfintiskas
danés ainas  izpilde ainavas jatas
Bungas, ko- Bungas, ko- Trompedu Flautas Klavieres:
cioi unciti  cioi un citi sirgcnas imit¢ putnu Frideriks
dapada aug- dapada aug- balsis, ka Popens,
stuma sitam- stuma sitam- arl sasau- Prel(dija h moll
instrumenti  instrumenti cas ar put- op.28nr. 6
nu balsim
Tiek Netiek Vientuliba, v¢l-
lietotas izmantota me k&ddam uz-
dabas fona ma- ticcties, roman-
skaoas zikaun  tisku jOtu at-
fona klasme
trokdoi
Darbibas Darbibas Konflikta Kontrastu Emocionélas
atmosfcras  atmosfcras saasina- radidana noskaoas
radidana radidana dana izteikdana

2. shegma.Filma Kad lietus un vgji sitas logéa: skaniskais veidols un ta konteksts

Viens no galvenajiem filmmdzikas uzdevumiem ir vienota vgstijuma
radidana — to atzist daudzi autori, viou vidi amerik&ou kinozinatniece Klau-
dija Gorbmena (Gorbman 1987: 73). Klasiska varianta (piem., Mariera Za-
rioa partitdras) do vienotibu iemieso melodija, turpreti Dambim priekdplana
izvirzas ritma elementi, jo darbibas intensitati nosaka komplicgtas ritma
grupas. Proti, notikumu interpretécija un ilustracija norit, varigjot ritma
elementus un eksperimentcjot ar instrumentu tembriem, kas v¢l jo vairak
saasina skatitaja uztveri tiedi skadas avota nenosakamibas dci. Ritma Iiniju
savijums raksturo ari lietus motivu (lietus sidanos logé), kas caurvij visu
filmu. Fin&l& komponists izmantojis Friderika BopgnaPrelldiju h moll op. 28
nr. 6 (jau iepriekd filmas gaita saistita ar galvena varooa Leinasara milas
jatam), kas tagad no melanholiska klavierdarba paraug pladi izdziedata,
smeldziga vokaliz¢ ar simfoniska oriestra pavadijumu — taéu negaiditi ap-
raujas pirms Leinasara aresta. Gramatas autors Arvids Grigulis esot bijis
sadutis par tik emocionalu noslggumu, tomg¢r komponistam izdevies viou
parliecinat par dada findla nepieciedamibuMizika cilvgcisko visu filmu.
Tas ir redls cilvcks[Leinasars]ar savam izjatam, par spiti tam, ka ir noziedz-
nieks. Tikai mQzika varcja pateikt, ka turpinas kaut kas cits, ko nevargja
pateikt kadrs, atzist Pauls Dambis (Dambis 2011)

Raksta noslcguma akcent¢cdu dapas paralgles, ko rosina sonoro krasu
meklgjumi 60. gadu latviedu filmas. Vispirms, daudzcjada zioa tie sasaucas
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ar franéu kino Jauna viida(La nouvelle vagué) tendencecm. Vienlaikus jitama
radnieciba jaunajiem procesiem pada latviedu mizika: k& jau zinams, 6Qa-
dos taja ienaca laikmetigas kompozicijas tehnikas (sonorika, aleatorika) un
viens no dfs jomagionieriem bija tiedi Pauls Dambis — jo Tpadi vokalajos
darbos (Kurzemes burtnicajauktajam korim un klaviercm, 1967; Italijas
dienasgramatabalsij un klaviercm, 1970; u. c.). Tadgjadi varam secinat:
kaut ari Dambja un Gedraviéa filmmuzikas rakstibas stils ir tikai atsevidis
virziens, bet ne visparcja 60. gadu latviedu kino iezime, tomgr viou izraudzitais
ceid visspilgtak atspoguio centienus sekot lidzi laikmeta garam — jaunakajam
tendencem un meklgjumiem gan Latvija, gan pasaulc.

Searching for New Approaches in Riga Film Studio Music
in the 60sof the 20" Century

Zane Saulite
Summary

The period of the 60s in Latvian film history began with a search of
new expressions and musical approaches, for the first time in Latvian film
music appeared thenoise music.

In film music of the 60s emerged a number of new trends. Unlike inten-
sively dominant symphonic music of the 50s film music, in the 60s more
than ever, for describing the contemporary urban environment, composers
used jazz and pop genres. Composers more inclined to film music’s internal
unity and more commonly used leitmotif principle.

Composer Pauls Dambis (1936) described this period as a time aftvian
experimental cinema One of the first film music scores in this field belonged
to composer of Lithuanian origin Liudgardas Gedraviéius and it was created
for director Rolands Kalniod’ movie Akmens un diembas(Stone and Ruble

® Termins kinematografija, kas raksturo vairaku Francijas filmu veidotaju radito
kino 20. gadsimta 50. gadu beigas un 60. gadu sédkuma. Lai arf franéjauna viida
parstavji padi nekad teorctiski nav formulgjudi kopigu estctisko platformu, viou
raditajam filmam raksturiga visai lidziga stilistika. Zindméa mgra to ietekmgja italiedu
neoreélisms un Holivudas klasiskais kino, bdtisks iedvesmas avots bija ari talaika
sociali politiska situacija (jauniedu nemieri u. tml.). Jauna viidafilmu veidotaji no-
liedza, viou skatljuma, konservativo Francijas klasisko kino, pladi eksperimentgjot
ar savu filmu vizuélo stilu, montapu, sipetu izv¢li un ari skanisko veidolu — dapadiem
trokdou efektiem. Spilgtakie parstavji bija Fransua Trifo (Truffaut, 1932-1984) un
bans Liks Godars (Godard, 1930).
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1966). Gedravieius was one of the first in Latvian film music, who experi-
mented with soundtracks, combining noise and sound in syncretic units, as
well as combining the specific techniques borrowed from electronic and
concrete music. Composers Pauls Dambis and Liudgardas Gedravieius were
inspired by French and Polish cinema, which, considering sociopolitical
circumstances, were most accessible (Dambis 2011).

Using different instruments and tools, they experimented with sound,
so very often, itis impossible to say, if it is natural or artificial sound. Instead
of traditional background symphonic music, in their film scores composers
Pauls Dambis and Liudgardas Gedravieius used complex rhythm patterns,
which not only accompanied action scenes and unified different scenes, but
also described intensity of the action. Along with increasing the role of
rhythm, composers increased the role of silence in their film scores, thus
silence became an important element of the expression.

For creating a historical background, composers used more traditional
method — citing popular songs from the specific historical era. For example,
Liudgardas Gedraviéius in his film score for director Rolands Kalniéd’ movie
Akmens un diembas (Stone and Ruble 1966), incorporated well known
songs from the beginning of the 2@ century, which were sung by the Latvian
solders in the First World War and later also in the Second World War.

But, it should be noted, that experiments with film soundscape were
just one of the new trends, but not something very characteristic for Latvian
film music in general.
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Erik Fordell's Music and Its Place in the History of Finnish Symphony
Irina Koposova

Summary

Erik Fritiof Fordell wrote about three hundred opuses, from which 44
are symphonies. Despite the active reference to a symphony, he is not a
popular figure in the Finnish cultural environment. His works aren’t published
and investigated. Fordell's music is performed in concerts very seldom. Thus,
my goal here is to analyse the true state of the symphonic heritage of the
composer in Finnish musical culture.

Erik Fordell has spent the most part of his life in the city of Kokkola in
the west of Finland. For some decades he became one of the main personsin
musical life of the city and all region. He played in restaurants, was the
reporter and the editor of the city newspaper, taught conducting and the
piano, at last, supervised over chorus. This activity was conducted in parallel;
thus he regularly composed.

The musical way of the composer was not easy. Fordell was strongly
drawn to music early, but he hasn’t got systematic education. He constantly
gravitated to perfection of his skills. His library shows the wideness of his
interests and mind: pedagogics, conducting, management of the choir, but
the most of books are connected with composition.

What are the Fordell like to look at? The available materials allow to
draw the following conclusions. The style of the composer has the obvious
constants: a penchant for sharp, discordant statements, to the repetition of
different levels. At the same time his style changed over time, responding to
the turns that mark the development of Finnish music in the second half of
the 20" century. First, it has the features of Neo-ClassicalRrelude), dode-
caphony (Eigth, Tenth Symphony), and, finally, a new simplicity (later
opuses).

As far as | can judge, the displays of these currents are moderate enough
at Fordell. The composer’s sight at a symphony isn’t radical either. He doesn't
aspire to reconsideration of symphony and alters it thanks to original modes
of work with the material.

The moderation of his creative views explains peripheral position of
Fordell in Finnish culture. He looks not especially advantageously against
an intensive musical history in Finland of the second half of the 20 century,
but Fordell is noteworthy. The picture of Finnish symphonic school will not
be high-grade without study of music of the composer.
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Intercultural and National Contexts in Finnish
Vocal Chamber Music of the 20" Century

Irina Gornaya

Summary

The 20" century became the gold age in the history of Finnish vocal
music. In the 20" century Finnish composers wrote a vast number of songs.

Styles of many Finnish composers of the first half of the 20 century
were rooted in the National Romantic period. Folk music was an important
source of inspiration for many in the 20" century. Images of Finnish nature
and the peasant life were reflected both in poetic texts and music of songs.
Toivo Kuula and Leevi Madetoja used the folk tunes of their native Ostro-
bothnia, for example, shepherd tunes. Finnish folk poetryKanteletar served
as the textual source in the last huge cycle by Kilpinen. Although Jan Sibelius,
Yrj6 Henrik Kilpinen did not use a direct quotation from folk music in their
own songs but runes influence can be seen in such elements as the frequent
repetition of motifs spanning a narrow range, modal melody, rhythmic
ostinato and static harmony in archaic vein.

The musical language and stylistic orientations of Finnish composers of
the second half of the 20" century were not separated from other European
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composers. Finnish songs are based on poetry from different languages.
Usually there were Finnish, Swedish and German. In the late 1970s Finnish
composers also produced a series of songs in English, French, Spanish and
even Lappish (Sami).

The development of Finnish songs since World War Il can be divided
into several periods. Seppo Nummi studied under Kilpinen and many of his
works had stylistic links with the German Lied. Although some of Nummi’s
songs show modern influences, his style is firmly grounded in National Ro-
manticism.

For many composers of the next generation after Kilpinen, the serialism
and dodecaphony can be defined as a weapon to challenge the hegemony of
National Romantics. Erik Bergman is one of the pioneers of musical avant-
garde in Finland.

Erkki Salmenhaara was a precocious composer in the early 1960s and
soon gained a reputation for being a radical experimenter and modernist
applying many of the latest compositional devices in his works. Since the
early 1980s, in musical structure of the songs by Einojuhani Rautavaara
there are some sound constructions with their characteristic linearity and
uniformity of the segments. Repeated notes, recurring linear seconds and
characteristic rhythmic motifs occupy a central position in his songs. His
vocal chamber music is the result of the complex development of an artist
who absorbed influences from various streams and directions of musical
culture during the first half of the 20 " century. In seeking inspiration, Finnish
composers appeal to non-European cultures. Pehr Henrik Nordgren includes
Japanese musical instruments into his vocal work. In the mid 1990s composers
began to take an interest in tonality and stylistic pluralism. Finnish vocal
music synthesized different stylistic systems and genres.

Key words: National Romanticism, musical avantgarde in Finland,
stylistic pluralism.
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Aho, Kalevi (1998). Einojuhani Rautavaara: Avant-gardist, mystic and upholder of
values.Highlights 5: 2—6

Aho, Kalevi, Pekka Jalkanen, Erkki Salmenhaara & KejoVirtamo (1996). Finnish
Music. Helsinki: Otava

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

Odidéa, O aiel (2004). Tefiuil Edeid A 18i1é 10 7 Adioyady 2004. Odaieony a
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Choral Academic Music in Belarus:
Specificity of Author’s Creative Concepts

Galina Tsmyg

Summary

Choral academic music in Belarus is presented by the compositions of
high artistic value. It holds a special place among instrumental, theatrical
and other genres of contemporary music. Author’s creative concepts in the
sphere of choral organics, choral timbre-acoustics and the
choral writing are the center of our attention. They are based on the
implementation of centuries-old traditions of choral art (folk, sacral, secular)
through the prism of creative individuality and in connection with genre-
stylistic trends of the present.

A number of compositions various in their musical contents and style
were created for different types ofchorus-instrumentby Anatolij Bogatyrjov
(Aiaoieeé Aiaaonoda ), Andrej Bondarenko (Aiadaé Aliaadaién ), Alexander
Litvinowskij ( Aéaénaiad Eeoaeiianiéeg, Viktor Kopytsko ( Aeéoid ENitouél ),
Leonid Zakhlevnyj (E&iiéa Cadeadaitd, Wjacheslav Kusnetsov Ay+anéaa
Eociania), Andrej Mdivani ( Aiad&é 1aéaaie ), Evgenij Poplavskij Aazéieé
ifiéaanéeé ), Larisa Simakovitch (Eadefa Neiaéiaes), Olieg Chodosko
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choral chapel symphonic chorus chamber chorus-instrument vocal-
instrumental chapel female or malechorus-instrument, etc. Quite peculiar
are the choral works for choruses-instrumentswith the manner of folk singing.
They also belong to the sphere of the academic choral genre: after all this
kind of choral performance in the 20" century was the starting point for the
process of giving of the academic status to it.

Choral organicsand choral timbre-acousticswith its real sounding of
chorus-instrumentare very closely connected. Belorussian choral composers
are following the Eastern Slavonic traditions of choral a-cappella sounding.
At the same time each author uses specific methods of musical ideas fixation
and creates the text of the choral score, assuming co-authorship of the
performing musician. The choir conductor should penetrate deep into the
author’s plan and using the choral singing techniques in a masterly fashion
realize a phonic implementation of the score on the basis of its highly artistic
performing interpretation. Timbre-acoustic specificity includes different
variants of the academic sound modification, which are connected with a
certain break from traditional technologies of vocal sound making and voice
production (choral sonority, new choral concertivity).

The skill of using choral writing techniques is the creative basis for the
choral composers. Belorussian authors demonstrate their masterful use of
various modern choral writing methods employed for choral performance
and resort to the historical choral textures. The individual choral style of
writing of the composer is defined by the specificity of creative realization
both traditional and new methods of choral writing.

Eeo&a06da

Bimberg, Siegfrid (1981). Gehorbildung.Handbuch der Chorleitung. Herausgegeben
von Siegfried Bimberg u. a. Leipzig: VEB Deutscher Verlag fur Musik,144—-155

Grimmer, Helmut (1981). Chorgattungen und BesetzungenHandbuch der Chor-
leitung. Herausgegeben von Siegfried Bimberg u. a. Leipzig: VEB Deutscher Verlag
fur Musik,175-182

Koch, Klaus-Peter (2002). Mitteldeutsche protestantische Kirchenmusik des 17.
Jahrhunderts und ihre Rezeption in éstlichen EuropaMusikgeschichte zwischen
Ost- und Westeuropa: Kirchenmusik, geistliche Musik, religidse Musik.Sinzig:
Studio, 217-255

Oehlmann,Werner, & Alexander Wagner (1999). Reclams Chormusik- und Orato-
rienflhrer. Stuttgart: Philipp Reclam

Wersin, Michael (2006). Reclams Fihrer zur lateinischen KirchenmusikStuttgart:
Philipp Reclam
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Composer’'s Reflection in His Music
Ljudmila Kazantseva

Summary

The idea that an author is embodied in its work of art has formed in the
minds of writers, composers and artists long time ago. Following the
philologists (Aéiiadaaia 1980; et al.) art experts are coming to understanding
that a work of art encloses the self of its creator. The study of this question
in musicology shows that the author-man and the author-creator reflect in
the author of Art — the subject, aesthetically organizing an artistic whole.

The author of Art incorporates all the major personal property of its
creator: biological (natural: psychological type, temperament, age, gender),
psychological (giving by nature, but adjustable by human emotions and feelings
thinking, memory, sensation, perception, volition), social (accumulated in
the social life knowledge, skills, habits), world outlook (impulses, desires,
interests, aptitudes, ideals, individualworld view, beliefs), and also individual
abilities (including music), kind, physical characteristics (appearance), etc.

Musical art has developed ways of capturinghe author of Art : musical-
themed (monogram, autoquotation, borrowing, lyric utterance, monologue
and dialogue), style (individual compositional style and polystylistics),
compositions (localization and dispersion).

The author of Art can lead us around the opus, is free to appear for a
while, has a right just at the end of soundget out off-stage and assignhis
main thought of his creation. If we consider that in one and the same work
not one but several besides different-scale directions on the author are
allowed, there is no exaggeration to say that he has mastered the different
layers, spheresfloors of a musical work.

The historical evolution of musical art shows the dynamics of the state
of the author of Art as a component of a musical work. Originating in the
work of British virginalists as a character, author of Art eventually trans-
formed into a narrator, commentator, participant in the events outsider,
persong speaker director. Methods of artist’s self-expression are closely
related to the nature of his self-awareness. He asserts himself in artistic
creativity with all available means to the extent that makes his personality
and his biography to the subject of artworks (self-portraits by Richard Strauss,
Dmitri Shostakovich, Rodion Shchedrin, et al.).

Key words: author of Art, author-man, author-creator, self-portrait,
personal property, methods of artist’s self-expression.
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About The Unity of Time, Place and Action in Music
Nina Berger

Summary

Feeling of musical form is undoubtedly significant for a performer. One
of its most important basic components is relying on the law of space, time
and action triunity, well-known in art criticism (space is usually interpreted
as place in narrower meaning). When we deal with aesthetics and science of
artistic creation, this law is commonly illustrated by examples from dramatic
art or painting, including their comparison. Consideration of this unity in
respect to music has rather relative character. It may well be so that one of
its reasons is connected with using the notion of a space to musical pheno-
mena. Space is a category which has become a musicological term rather
recently as compared with formulating the law itself by Nicolas Boileau-
Despréaux and moreover its prerequisites in Aristotle’s statements.

Music has been traditionally interpreted as purely temporal art and
according to arts classification was included in the same class with literature
as having similar features; that's why applying the category of space to music
was metaphorical. This article will shortly consider only some displays of
the unity which, in the author’s opinion, are the kind of problematic.

Display of place-time-action unity law in music at various levels (this is
depicted in Boris Asafiev’s formulai—-m-t) as a symbol of stability and estab-
lishment creates a forecast — forehearing — of a musical form flow, to some
extent inertial. Its disturbance, by this or that way giving stimulus to trans-
formations in decoration of sound torrent, is straightly related with oppor-
tunity to draw and keep listener’s attention. The notionsintruding section
(a sudden new beginning) andntruding cadence (unexpected completion)
form a dialectic couple, depicting breach of place-time-action unity at one
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level and establishing it at another one. In respect of musical form they
mean phenomena of opposite direction. Adequately characterizing eventful
sense of sounding, this couple of notions finds itself closer to substantive
side of music, in a straight way favoring education of feeling form. Every

moment of it present is often stipulated by past and projects future. Feeling
of form is in the course of such musician’s abilities and skills, as rhythmical

and tonality feelings; it controls his behavior in the process of performing

composition and programs proper actions for giving every moment of

sounding necessary expressiveness.
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Dpima Samsona ieguldijums panra teorija

Mag. art. llona Bldeniece
Jazepa Vitola Latvijas Mlzikas akad¢cmijas doktorante

panra teorijas pirmie iedigii Rietumu muzikoloiija veidojudies jau pirms
vairakiem gadsimtiem. Starp pirmajiem autoriem, kuri savos traktatos
mingjudi mdzikas panra jcdzienu, atzimgjams vacu komponists, rakstnieks,
ka ari ievgrojams 18. gadsimta mizikas teorctiiis Johans Matezons (1681—
1764). Vidoa nozimigaja darbaDer vollkommene Capellmeister(Perfektais
kapelmeistars, 1739) iekiauta nodaia, kas veltita melodijas panru raksturo-
jumam —Von den Gattungen der Melodien und ihren besondern Abzeichen
(Par melodiju panriem un to ipadajam pazimg¢m(citgts pce: Matheson 1995:
210-234). Faktiski ar panra jcdzienute apzimcti dapadi melodiju tipi. Ma-
tezona pctijums ir viens no pirmajiem mgciinajumiem lietot 6o jcdzienu
teorctiska rakursa, skaidrot to saikng ar attiecigaja laikmeta domingjodo
izpratni. Autors piedava talaika mazika eksistgjodo panru sistematisku par-
skatu, Tsuma raksturojot katru no tiem, t. i., izceiot katra panra individualas
iezimes.

Bdtiska loma mdzikas panra skaidrodana ir ari vacu muzikologam
Fridriham BlGmem (1893-1975), kurd parstav jau 20. gadsimta muzikoloiiju.
Viod uzskata, ka panra jcdziens nav vgsturiska kategorija un mizikas zinat-
nieku darbos ienécis samcra nesen. bada jcdziena paradidanos pgtnieks skaidro
ar nepieciedamibu atrast vienotu apzimgjumu dapadiem mazikas veidiem,
kas formas un stila zioa bitiski neatdiiras. Parp anrie m parasti dgvg tadus
skaodarbu veidus, kas izkristalizgjudies, balstoties uz kadda noteikta skaodarba
tipa biepu atkartojumu; tas, attiecigi, saistits vai nu ar noteiktu teksta veidu,
vai noteiktu atskaootajsastavu un atskadodanas praksi, vai ari vienkaroi
noteiktiem funkciongdanas apstakiiem (Blume 1963: 497).

Blime piedava ari visparcju vesturisku parskatu par panriem, secigi ejot
cauri visiem laikmetiem un stiliem no Eiropas mizikas pirmsakumiem lidz
pat 19. gadsimtam.

Ipads uzplaukums panra teorijas attistiba Rietumeiropa un ASV verojams
pagajuda gadsimta beigu posma, precizak, 80. gadu otraja pusc un 90. gadu

! Der vollkommene Capellmeister(1739) — enciklopgdisks izdevums; Matezons
taja izklastijis teorctiskas, praktiskas un estctiskas nostadnes, kuras nepieciedamas
labi apmécitam talaika kapelmeistaram.
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sédkuma. Nozimigu ieguldijumu daja joma devudi vairéki dapadu valstu
mdzikas pctnieki, tostarp ievgrojamais vacu muzikologs Karls Dalhauzs
(Dahlhaus 1987), itdiu muzikologs Franko Fabri (Fabbri 1982), angiu ma-
zikas pctnieki Roberts Paskals (Pascall989) un Roberts Semjuelss (Samuels
1995), mQzikas teorctiiis no ASV Dpefrijs Kalbergs (Kallberg 1988), ka art
angiu mazikas zinatnieks, profesors un muzikas kritilis Dpims Samsons
(Samson 1989, 1992, 2001), kura piedavata panra izpratne ari bas &f raksta
uzmanibas centra.

Dpims Samsons starptautiski ipazistams ka viens no ievgrojamakajiem
Friderika Bop¢na mizikas pctniekiem. Viod ierindojams starp nedaudzajiem
autoriem Rietumu muzikoloiija, kuri savos darbos pieversudies mazikas panra
problgcmikas analizei. Samsona publikéaciju vidi minams rakst€hopin and
Genre (BPopcns un panrs1989. gada oktobri izdotaja periodikas krajuma
Music Analysis (M0zikas analizée), k& arT gramata Chopin: The Four Ballades
(Popgns: éetras baladed.992), kura atsevidia nodaia veltita tiedi panram.
Kaut arf abas publikacijas uzmanibas centra ir konkrcta komponista daiirade,
Samsons dapadus panra aspektus izgaismo pladaka konteksta, skaidrojot ne
tikai panra izpausmes Bopcna mdzika, bet sniedzot ari visparcju ieskatu panra
teorijas attistiba. Pc¢tnieks veidojis ari diirkli par panrurespektablajai mazikas
enciklopcdijai The New Grove Dictionary of Music and Musicians, kon-
spektivi atspoguiojot galvenas tendences panra teorijas izpratn¢g Rietumu
muzikoloiija (Samson 2001).

lepazistoties ar trim iepriekdming¢tajam Samsona publikacijam, jasecina,
ka autora piedavata panra jcdziena izpratne, vioa viedoklis par mazikas
panra koncepcijas attistibas galvenajam tendenc¢m un nozimigakajiem pct-
niekiem — dis jomas parzinatajiem — laika gaita nav mainijies: tas ir stabils,
parliecinods un konsekvents. Raksta turpindjuma iztirzatas, autores ieskata,
visbltiskdkas Samsona atzioas.

Jau pirmaja publikacija, 1989. gada, Samsons salidzina panru ar stila
normam un formas modeiiem, paupot parliecibu, ka visas tris paradibas ir
abstrakcijas —idealie tipi. K& skaidro pctnieks, tas ir abstrakcijas, kuru pa-
matprincipi izriet no konkrgtiem skaddarbiem (Samson 1989: 213). Visas
tris balstitas uz atkartodanas principaapkopojot pagatnes atkartojumus un
rosinot, stimulgjot ndkotnes atkartojumus (Samson 1989: 213). Lidz ar to
autors ir parliecinats, ka visas tris paradibas — panrs, forma un stils — ir
nozimigas ka komunikacijas lidzekii.

Tomer lidz panra ka jcdziena definicijai autors nonak tikai pcdcja raksta,
kurd publiccts enciklopcdija The New Grove Dictionary of Music and Musi-

cians(2001). Vioa piedavata definicija ir ioti lakoniska, proti, panrsirklase,
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tips vai kategorija, kuru apstiprina visparpiedemtas tradicijas (Samson
2001: 657).

Autors nodala divus panra izpratnes modeius. Plada izpratn¢ panra
koncepts, salidzinot ar stilu un formu, ir vairak pakiauts dapadam ietekmgm,
ne tik stingrs un stabils, joto iespaido arisocialais faktors. badatermina
izpratnc atkartojamie elementi — t. s. panra pazimes, kas nosaka panru, —
attistas arpus mdzikas materiala, respektivi, socialaja sfcra. Lidz ar to panra
definicija ir atkariga no konteksta, funkcijas un sabiedribas akcepta, attiek-
smes un vertcjuma, nevis tikai no formaliem un tehniskiem normativiem.
Samsons uzskata, ka tiedi agrina 19. gadsimta klaviermdzika ir v¢rtigs un
piemcrots materials, uz kura bazes skaidrot ar panra izpratni saistitos jauta-
jumus. Tas ietvaros jauni izteiksmes veidi un padcmieni centas atbrivoties
no veca, jo komponisti aktivi reaigja uz straujajam izmaioam mazikas dzives
attistiba. Impulsi, kas veidoja 19. gadsimta klavierm(zikas repertuéaru, bija
oti dapadi — sakot no specifiskam publikas gaumes prasibam un beidzot ar
vokalas mdzikas un laikmetigas literatQras ietekmi. Ja jcdzienpanrssaprot
plada nozimg, tad iespgjams uztvert 8o repertuaru ka vienibu, kura skaidri
pretstatita klasicisma pamatam. K& citu piemcru autors min laikmetigo
rokmdziku (Samson 2001: 657).

panra dauraka izpratne, p¢cc Samsona domam, ir daudz ierastaka un
nosaka panru kd pada mdzikas materidla sakartodanas, stabilizcéanas un
apstiprinddanas veidu (liriskam klavierdarbam ir savi panri, tapat k& rok-
mazikai) (Samson 2001: 657). Tas nozimg, ka skaodarbi tiek nodaliti no to
radidanas un uztveres nosacijumiem. Daja gadijuma panraizpratne un defing-
Oana saistita tikai arpada mzikas materidla Tpatnibam ta vei-
dodanu, organiz¢danu, strukturcdanu (gan mdzikas valodas, gan skaddarba
formas [imeni). Samsons atzimg, ka dads skaidrojums daudzcjada zioa atbilst
Gvido Adlera (Adler) paustajai panra izpratnei, lai gan arf deit atkartojamas
vienibas varctu atrasties arpupadam notim,ietverot ari instrumentariju un
atskaoojuma vietu. Formas arhetipi un stilistiskie modeii ir batiski panra
aspekti un var bit t& komponenti, bet nekada zidoa nav ekvivalenti tam,
respektivi, tikai forma un stils nevar prezentct panru. Samsons, raksturojot
panra bittbu, secina, kgpanrs, kurd eksist¢c nozimes stabilitatei, kontrolei un
pabeigtibai, var teikt, ir pretruna savdabigajai daudzveidibai un evollcijas
tendenccm, kas raksturigas gan formai, gan stilaniSamson 2001: 657-658).

Angiu muzikologs miizikas panra teorijas izveidi un attistibu skata cieda
sazobc ar panra teoriju literatQra; respektivi, mQzikas panra izpratne un teorija
tiek balstita uz literara panra koncepciju. Samsons atsaucas, piem¢ram, uz
angiu literatQrzinatnieces, profesores Heteres Dubrova$ubrow ) paustajam
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idejam par panru ka literaru paradibu. Tpadi autors izcei Dubrovas atziou,
ka panrs drizak uztveramska ligums, vienodanas starp autoru un lasitaju,
ka ligums, ko var arf tiduprat lauzt. Baja zidd Samsons saskata ioti tiedas
paralcles ar panru mizika: proti, arf mdzika panrs ir savveida ligums starp
komponistu un klausitaju (Samson 1992: 70).

Tapat Samsons atsaucas uz krievu formalas skolas parstavju — kritiiu
Viktora Dklovska (@é&ianéeé/Shklovsky), Jurija Tidanova (Qeiyita /Ti-
panra koncepciju literatOrteorija. Vioaprat, tiedi do autoru skatijums ir vispar-
liecinodakais, jo sniedz atbildi uz fundamentélu jautdjumu: k& panri ir radudies
un kapcc? Galvenais formalistu koncepcijas princips, ka deklargjis Bklovskis,
ir cioa un peetecibgSamson 1992: 69), respektivi, dialektisks process makslas
ietvaros, kur domingjoda sistcma nonak konflikta ar koeksistgjodam, sakotngiji
mazak nozimigam tendenccm. Konflikta rezultata s savulaik otrdiirigas
paradibas gdst virsroku par vadodo sistcmu. bPanra evoldcija ir ciedi saistita
ar ming¢to procesu — jauni panri rodas, akumulgjot sékotngji otrdiirigus
makslas darbu modeius; pamazam tie, attiecigi, ieglst domingjodo lomu un
izkonkurc¢ galveno sistcmu.

Visos panram veltitajos pctijumos autors Tpadi akcentc skaddarba nosau-
kuma nozimigo lomu. No vienas puses, tas ietekm¢ un sava zioa pat veido
masu reakciju, athildi uz skaddarba formas un stila saturu; no otras puses,
autors ir parliecinats, ka nosaukums viens pats nenosaka panru. Tomgr Sam-
sons uzsver, ka bez nosaukuma b0tu griti noteikt panrisko piederibu pat
atsevioiam Bopcna noktirngm (Samson 1989: 217), un autoram var tikai
piekrist, jo vienada nosaukuma skaddarbu mizikas materiala ipatnibas var
bt ioti atdiirigas un atbilst dapadiem panriem.

Analiz¢jot 19. gadsimta pirmas puses klaviermQziku, autors izcei pan-
risku apzimc¢jumu Tpado parpilnitbu un daudzveidibu. Samsons secina, ka tie
biepi lietoti nejaudi, pavirdi un pat nevieta, turklat dapkart tos inicigjis nevis
pats komponists, bet gan izdevgjs. Tiedi tapat ari noteiktu formas un stila
elementu sistcma pati par sevi v¢l neveido atbilstodu pamatu panru noteikdanai
undiferenccdanai. Tairmijiedarbe starp nosaukumu un saturu,
kas rada un nosaka panra nozimi(Samson 1992: 70). Baja mij-
iedarbg¢ saturs nenoliedzami var arf sagraut nosaukuma rosinatas asociacijas
un gaidas, lai gan tas iespcjams tikai tad, ja klausitaju uztverg izveidojusies
pietiekama saikne starp nosaukumu un saturu. Turklat japiebilst, ka dis
princips darbojas dapados panra limedos. Tadu klasisku un fundamentalu
panru nosaukumi k& simfonija, sonate, koncerts vai stigu kvartets saistiti ar
noteiktdm satura un mdzikas iezim¢m; respektivi, pastav nosaukuma un
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satura/formas atbilstiba, kas savukéart iauj bez gratibam spriest par attiecigo
panru atbilstibu saturam konkrcta situécija vai ari kadam daicjam atkapem,
nobidem, novirzgm. Tapat dis princips lieliski darbojas vienkardo panru liment
(deja, mards, ari prelQdija, noktirne, skerco u. tml.).

Piemcram, Bopcns, Samsona ieskata, nav izraudzijies panru nosaukumus
patvaiigi (uz labu laimi) un nav arf lietojis tos brivi sava brieduma perioda
mazika. Tiem bija specifiska (lai gan ne obligati visparpiedbemta) nozime,
kas balstijas uz atbilstibu tai vai citai izmantojuma sfcrai. Cendoties skaidrot
Popcna pieeju nosaukumu panriskajam aspektam, Samsons piedava piecas
kategorijas:

1) tradicionali nosaukumi, kas izmantoti tradicionala veida — sonate;

2) tradicionali nosaukumi, kas izmantoti tradicionala veida, bet jauna
statusa — etide;

3) tradicionali nosaukumi, kas izmantoti jauna veida — skerco, prelldija

un tris galvenie deju panri (valsis, mazurka, poloncze + B.);

4) tradicionali nosaukumi, kas skaidri (neparprotami) izmantoti pirmo-
reiz — noktirne2 un ekspromts’;
5) jauni nosaukumi — balade (Samson 1989: 216).

Nosaukumu blakusnozimes (respektivi, neviennozimiba), kas sastopa-
mas daudzveidigaja 19. gadsimta pirméas puses klavierm(zikas repertuara,
biepi vien atbalso pazistamas tgcmas, ietver saikni ar citdm muzikalam vai
pat arpusmuzikalam paradibam. Te jamin, piemc¢ram, improvizacija pre-
|0dija, ekspromta vai fantazija, vokalas mdzikas transkripcija un imitacijas
noktirng, k& arf literatOras ietekme baladc.

Bopcna iecere bija piediirt panriskwautoritati klavieru repertuara negai-
diti ienakudajam jaunajam paradibam; vioa daiiradg izkristaliz¢jas jau eksis-
t¢jodu nosaukumu nozime, transformgjas citu nosaukumu nozime un tika
izgudroti jauni nosaukumi. Katra no diem modeiiem ir noteikta atbilstibas
pakape starp skadodarba nosaukumu un ta formas un stila iezimg¢m.

Analiz¢jot Bopcna ekspromtusklaviercm, Samsons atzist, ka kompo-
nists vertcja panru k& saskaoas, stabilitates un noslcgtibas spcku, ka tunel,

2Te gan jaatgadina, ka par romantiskas noktirnespanra pamatlicgju tiek uzskatits
ru pianists un komponists Dpons Filds Field, 1782—-1837). Lidz ar to dis aspekts
Samsona piedavataja nosaukumu koncepcija ir diskutabls un neskaidrs.

8 Ari ekspromta panru klavierm@zika tomgr aizsacis cits komponists. Ka zinams,
pirmo ievgrojamo klavieru ekspromtu autors ir austriedu skaoradis Francis Blberts
viod pievcrsies dim panram jau 1827. gada, savukart Bopgns pirmo ekspromtu kom-
pong tikai 1837. gada.
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caur kuru skaddarbs var tiekties pcc galigas jcgas. banrs daja zioa ir viens
no spc¢cigékajiem kodiem, kas vieno autoru un vida publiku (Samson
1989: 223).

Tadcjadi jasecina, ka Samsons savos p¢tijumos atspoguio panra teorijas
pamatus, k& ari ripigi un detalizcti raksturo panra savdabigu lietojumu viena
komponista — Bopg¢ha — daiirades ietvaros.

Jim Samson’s Conception of the Genre
llona Badeniece

Summary

The first germs of the genre theory in the Western musicology were
formed a few centuries ago. One of the first authors, who mentioned the
term musical genrein his tractates, devoted to different kinds of theoretical
aspects relating to music, is a German composer, writer as well as distin-
guished music theorist of the 18 century Johann Mattheson (1681-1764}.
Similarly, a significant contribution to the explanation of the musical genre
was made by the German musicologist Friedrich Blume (1893-1975), who
represents already 20 century musicology. In his work Syntagma Musico-
logicum (1963) Blume offered an overall survey of musical genres, starting
from the first examples of European academic music and moving through
all the periods of musical history till the music culture of the 19" century.

A particular flourishing in the development of the theory of the musical
genre was observed in the second half of the previous century, in the 80s and
90s. A significant contribution to the development of the musical genre theory
was given by several music researchers of different countries, among them,
the remarkable German musicologist Carl Dahlhaus, the Italian musicologist
Franco Fabbri, the English music researchers Robert Pascall and Robert
Samuels, music theorist from USA Jeffrey Kallberg, as well as the English
musicologist Jim Samson.

Jim Samson is an English musicologist, professor and music critic, who
is known worldwide as one of the leading researchers of the music of the

4 There is a whole chapter {on den Gattungen der Melodien und ihren besondern
Abzeichen) in his famous tractateDer vollkommene Capellmeister(The Perfect Cha-
pelmaster, 1739) devoted to the characteristics of the genres of melodies (Matheson
1739: 210-234).
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Polish composer Fédéric Chopin. He is one of the few authors in the Western
musicology who have focused their attention to the study of the musical
genre. There are three publications by Samson devoted to the problem of
musical genre — the articleChopin and Genre, published in the periodical
Music Analysis in 1989, as well as the book Chopin: the Four Ballades
published in 1992 in which a whole chapter is devoted to the issue of musical
genre. Despite the fact that the both mentioned publications are focused on
the creative contribution of a particular composer, different aspects of the
issue of musical genre are reflected in a broader context, giving general insight
into the development of the theory of the musical genre. Researcher has also
written material about genre for influential and respectable encyclopaedia
of music The New Grove Dictionary of Music and Musicians (2001) dis-
playing the main tendencies in the development of the musical genre theory
in Western musicology.

After detailed analyses of these publications by Samson it is possible to
come to the conclusion that the main position of the author has not changed
during the time he has been working on these researches. The main con-
clusions are following:

— Samson compares genre with the norms of style and models of forms.
All three are based on repetition,codifying past repetitions and inviting
future repetitions (Samson 1989: 213). According to Samson, all three
phenomena — genre, form and style — are important as tools of commu-
nication.

— The definition of the genre is very laconic —genre is a class, type or
category, sanctioned by conventionSamson 2001: 657).

— Samson speaks about two models of understanding the notion of the
genre. Firstly, it is the broad understanding of the term of genre. In this
case the genre is not so strong and stable phenomenon as style and
form. This is due to the fact that there is a presence of the social element
in the definition and determination of the genre. Secondly, a narrow
understanding of the genre in Samson’s opinion is more common and
typical. In this case the determination and definition of the genre is
related only to distinctions and qualities of the musical material itself.

— Author considers the development of the theory of musical genre in
close connection with theory of genre in literature referring to the ideas
of the English literature scholar and professor Heather Dubrow, as well
as to the conception of genre in literature proposed by Russian formalists.

— Samson particularly emphasizes the very significant role of the titles of
musical compositions. On the one hand, the title affects and even in
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some way conditions our response to the formal and stylistic content,
but, on the other hand, the author is convinced that the title alone does
not create a genre. Itis the interaction of title and content which creates
and determines the meaning of the genre.
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Dpordpa Rasela lidiska hromatisk& koncepcija:
tradicija vai novitate?

Dr. art. Cvalds Daugulis
Daugavpils Universitates profesors

20. gadsimta 50. gadu beigas dpeza evollcija bija v¢rsta uz arvien sarep-
iftaku harmoniju, melodiju un ritmu apguvi. No vienas puses, dpezs tuvojas
atonalitatei. No otras, daudzi izcili dpeza maziii gaja citu ceiu: galveno
uzmanibu improvizgjot vioi veltija intonacijai, melodiskajai attistibai, ritmam
un tembram. Dpeza madzikas teorija pakapeniski ienaca terminmodalais
dpezs modala tehnika, modala improvizacija, radas dapadas amerikaou
teorctiiu modalitates koncepcijas (Vincent 1951, Persichetti 1961, Piston
1962 u. c.), kas aptvcra gan akadgmisko, gan dpeza mdziku. Tpadi jauzsver,
ka jcdziena modalitate izpratne ASV un Eiropa atéiiras. Zinama mgra to
nosaka atsevidiu lielvalstu mizikas zinatnes tradicijas, savukart Baltijas
reiiona valdodos priekdstatus v¢l ietekmg arf krievu muzikoloiiska skola.
Téapcc jo lielaku interesi saista amerikaou dpeza miziia skats uz do problgmu.
No ta arf izriet mana raksta mgriis — iztirzat modalitates izpratni Dpordpa
Rasela (Russell 1953) lidiskaja hromatiskaja koncepcija, analizct tas pavcrtas
iespgjas, ka ari dpeza mizikas improvizacijas tonalo un modalo organizaciju.
Lai sasniegtu izvirzito merii, raksturodu 20. gadsimta ASV zinatnieku atzioas,
kas veltitas modalitates evolQcijai, aplikodu Rasela lidiskas hromatiskéas
koncepcijas tonalo organizaciju un meklgdu sakaribas starp tonalitates un
modalitates izpratni klasiskaja un dpeza mazika.

Modalitate ASV muzikologu skatijumé

20. gadsimta vidi ASV mdzikas zinatnieku aprindas visai aktuéla bija
tonalitates un modalitatesizpcte. Daudz jauna modalitates izpratng
savulaik devudi Dpons Vinsents(Vincent 1951), Volters Pistons (Piston

! Dpordps Rasels (1923-2009) bija amerikaou dpeza pianists, komponists un
teorgtiiis.

2 Dpons Vinsents (1902-1977) radijisdiatoniz¢tas hromatikas un modu savstar-
pcjas mijiedarbes teoriju.

8 Voltera Pistona (1894-1976) gramataHarmony (Harmonija, 1962) jau isi pgc
izdodanas kiuva par populéaradko harmonijas macibu gramatu ASV. No daja darba
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1962) u. c. autori. Dapé zida vidi balstijudies uz austrieda Heinriha Benkera
(Schenker 1925-1930) izstradato koncepciju.

Par unikalu ieguldijumu modalas teorijas attistibd uzskatams Dpona
Vinsenta darbs The Diatonic Modes in Modern Music (Diatoniskie modi
masdienu mazikd 1951). Savukéart Volters Pistons gramatddarmony (Har-
monija, 1962) interesanti skaidro akordu funkcionalas attiecibas. Viod uz-
skata, ka jebkura tonalitatc (tonality ) var ieblvct dapadus modus — dorisko,
frilisko, lidisko utt., art méaksligos modus . Gravitacijas centra vai tonikas
klatbGtne ir vienigais tonalitates rekvizits, turklat tas skaourindas sastavs
var bezgaligi varicties(Piston 1962: 242).

Tpatngji ir Pistona uzskati par funkcionalitati. Katrai pakapei, viod raksta,
ir sava loma tonalitates shcma jeb sava tonala funkcijgPiston 1962: 31).
Izejot no t4, visas pakapes tiek iedalitas divas kategorijastenalasun modalas
pakapes.Tonika, dominante un subdominante ir tonalas pakapes, jo tas ir
tonalitates balsts. Konkrcta tonalitatc dis pakapes abiem modiem ir vienadas.
Par modalam pakapcm savukart sauc medianti un submedianti. To ietekme
uz tonalitati ir neliela, toties tds nosaka modu, jo mapord un minoré ir
atoiirigas, un VIl pakapi attiecigi absorb¢ subdominantes un dominantes
harmonija (Piston 1962: 31). Tadcjadi terminsmodalitate Pistona izpratng
praktiski ir identisks pazistamajam jcdzienamskaodkartas skadurinda.

Interesanta ir ari Rodpera Sedn8gpiedavata tonalitates koncepcija,
precizak, tonalitates arcjas un iekdgjas struktlras traktcjums. Sednss, tapat
ka Pistons, neierobepo tonalitati ar tiriem modiem, bet piediir lielu nozimi
to jauktdm formam. Viod ievied jcdzienumodala alteracija, iekiaujot taja
gan mapora, gan minora mijiedarbi (Sessions 1952). bada pieeja ir pilniba
pamatota, jo seno modu lietodana 19.—20. gadsimta biepi vien attistas tonalas
sistcmas ietvaros.

aplOkotajam teorctiskajam problgmam pirmam kartdm uzmanibu saista tonalitates
un modalitates jcdzienu traktgjums, k& art akordu funkcionlo attiecibu skaidrojums.

4 Heinrihs Benkers (1868-1935) bija mizikas teorgtiiis, komponists, pianists,
mUzikas kritilis un mdzikas skolotajs. Izstradajis ipadu harmoniskas analizes metodi,
ko masdienés dg¢vc par Benkera analizSchenkerian analysis

5 Rodpers Sednss (1896-1985) bija amerikaou komponists, teorgtiiis, mazikas
kritifis un pedagogs. Vioa gramata Harmonic Practice (Praktiska harmonija, 1952)
akcentc, ka nesaskaoas starp teoriju un praksi nebt nav tikai 20. gadsimta fenomens,
bet pastavcjudas ari agrak. Pamatojot do viedokli, autors salidzina skatljumu uz
vienam un tam padam paradibam pagatng un tagadng (Sessions 1952). Sednsam ir
daudz oriiinalu ideju, bet ar pretrunu ar Pistonu (piem., praktiskds harmonijas
joma).
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Vairékos aspektos nozimiga ir amerikaou komponista un muzikologa
Riearda Franko Goldmen& koncepcija. Bis autors iztirza tonalitates problgmu
un akordu attiecibas. Viod raksta:Var konstatct, ka jebkurai [skaou]rindai
ir divi fikscti punkti — tonika un dominante, bet arpus tiem ir lietojamas
dapadas variablas pakéapefGoldman 1968: 245).

ASV izmantotajai terminoloiijai piemit sava specifika modalitates un
tonalitates diferenciacija. Tas bdtiba labi izteikta Vinsenta Persikefigramata
20" Century Harmony: Creative Aspects and Practicé€20. gadsimta harmo-
nija: radodie aspekti un prakse 1961): Centrala skaoa, uz kuru tiecas citas
skaoas, nosaka tonalitati, bet parcjo skadu kartojums ap centru rada moda-
litti; modalitatei savukart nav centra, bet tikai balsti — galvenais un vietgjie
(Persichetti 1961: 170).

Dadi uzskati liecina par ASV mizikas teorctiiu ipadu poziciju, kas prin-
cipiali atdiiras no Eiropas tradicijas. Mlsu m{zikas teorija, ka zinams, valda
uzskats, ka tonalitdtes un modalitates atdiiribu nosaka nevis skaourindas
pakapju skaits vai sastavs, bet pakapju balssvirze. ASV zinatniekiem rakstu-
rigo pieeju atspoguio ari Dpordpa Rasela koncepcija, kas, [1dzigi iepriekd-
mingto autoru izstradatajam teorijam, turpmakajos gados iesakoojusies citu
amerikaou muzikologu darbos un macibu praksg.

Dpordpa Rasela koncepcijas novitate

Raselalidiskds hromatiskas koncepcijas(Russell 1953) pa-
mata ir ipada skaou organizacijas sistcma, kura sniedz improvizatoram vai
teorctiiim zinddanas par viena mizikas materiala daudzveidigajam skanc-
juma nokrasam. Lidzigi k& makslinieks sajauc dapadas krasas, art impro-
vizators mdzika lieto tas vai citas skaokartas dapnedapadus variantus un
intervalu motivus. Koncepcija uzskatdma par Tpadu skaou izkartojumdilo-
zofiju, par sistcmu, ar kuras palidzibu improvizators attistis savu melodisko
domadanu, lidz ar to bagatinas improvizéacijas izteiksmi, iepazisies ar visu
iespcjamo akorda (vertikale) un tonala centra (horizontale) hromatikas pa-
sauli. Savukart mizikas teorctiiis veiksmigak spc¢s saprast dpeza skaodarba

6 Riearda Franko Goldmena (1910-1980) nozimigakais ieguldijums harmonijas
teorija ir gramata Harmony in Western Music (Harmonija Rietumu mQzika ; Goldman
1968).

"Vinsents Persiketi (1915-1987) bija amerikaou komponists, pianists, teorctiiis
un pedagogs. Vioa skolnieki Filips Glass Glass), Maikls Dpefrijs Bapiro (Shapiro),
Kenets Fukss Fuchg u. c. ir ir atziti mdziii visa pasaulc.
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tclaini dramaturiisko ieceri, strukturalo un harmonisko attistibu. Jaunas
atzioas atspoguiojas ari mdsu reiiond mazlietotos vai vispar nepazistamos
terminos, piemg¢ram,radniecigie akordi, akorda iimene, akorda radnieciga
skaokarta, vertikala un horizontala polimodalitate , lidiska un modala tonika

u. tml. Tadcjadi Dpordps Rasels ir pirmais mdzikas zinatnieks, kurd 20gad-
simta vid( integrgja dpeza harmonijas un klasiskas harmonijas teoriju. Vioa
pada ieskaté, koncepcija paredzcta jebkura mizikas stila laikmetigai impro-
viz&cijai — lidzigi, k& Benkera metode piemcrota jebkura stila harmonijas
likumibu analizei. Vai dadai nostadnei var piekrist?

Atbildot jaatzist, ka Rasela tonalas organizacijas lidiska hromatiska
koncepcija patiesi ir viena no labakajam ASV muzikologu raditajam harmo-
nijas teorijam. Rodas jautajums, kapcc Rasels izv¢lgjies lidisko skaokartu
ka kodolu? Pats autors skaidro to dadi: veidojot dabisko skaourindu augoup
pa kvintdm, nonakam lidz septitajai skaodaifis. Tatad ta ir IV * paképe —
lidiskas skaokartas pamats.

Vienlaikus diiet, ka Rasels smclies idejas arf Austrumu tautu, proti,
indiedu mizikas teorija. K& zindms, tas pamata lidzas citam skaokartam ir
ari septiopakapju lidiska. Vienigi, atdiiriba no Eiropas tradicijas, indiedu
mazika skaokartas iekiauj atvasinatas pakapes, nonéakot lidz oktavas da-
[fjumam 22 nevienadas daias -orutos. Dis faktors acimredzot ietekmgijis
Rasela koncepcijas batibu un rosindjis viou dapadot lidiskas skaokartas
izteiksmi, aptverot ari tas variantus ar paaugstinatam un pazeminatam pa-
k&dpcm.
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Skaodkartas noteikdana. Radniecigie akordi

MaQziiis biepi improviz¢ atbilstodi piedavatajiem akordu burtu apzimg-
jumiem. Turpindjuma izskatisim, k& burtu apzimc¢jums péartop par noradi
skaokartai, kurai vistrapigak jaatspoguio akorda skancjums. Badas parvcr-
tibas sauksim parvertikélo polimodalitati . Lidz ar to melodiskas linijas atva-
sindsim no izraudzita akorda skaokartas skadam. Atcergsimies, ka katram
akordam saskaoda ar Rasela koncepciju atbilst sava skaokarta.

Vispirms izskatisim vertikalas polimodalitates radanas batibu. Meklgsim
atbildi uz jautajumu: vai melodija var aptvert ari papildskadas arpus ta vai
cita akorda? Ka veidojasakorda skaokarta? Kuras skaokartas kolorits dada
gadijuma visprecizak atspoguio izraudzito akordu? Do skadkartu ari sauksim
par akorda radniecigo skaokartu.

Vairakus vienas funkcijas disongjodus akordus Rasels apvierakordu
limencs (piemc¢ram, dominantseptakorda iimeng ietilpst septakords, nona-
kords, undecimakords un tercdecimakords). Akorda iimenei ir kopgja skaokarta
Piemcram, akordamEs, (es-g-b—deg radnieciga ir Des lidiska skaokarta.
Lai atrastu attieciga akorda skaokartu, 87 akorda primas skaou pielidzinam
radniecigas skaokartas Il pakapei. Lidz ar to skaoaleskilst par jaunéas
skaokartas | pakapi (liela sekunda lejup no Il pakapes). Stingru likumu daja
koncepcija nav. Rasela pieogcmums, kas ietver ipadu skatijumu uz akorda
izklastu skaokarta, ir pareizs un atbilstods.

Savukart akordaCm, (c-es-g-b) primas skaou pielidzinam radniecigas
skadkartas VI pakapei. Par lidisko toniku kilist skadaes un kopuma veidojas
Eslidiska skaokarta (esf—g—a—b—c—d).

Turpindjuma autors vedina meklct lidisko toniku un atbilstodo skaokartu
minora septakordam ar pazeminatu kvintu Gm_®. baja gadijuma akorda
primas skaoag kist par lidiskas skaokartas IV pakapi. Rezultata ieglstam
Deslidisko skaokartu (des-esf—g—as-b—c).

Dis Tsais parskats iauj secinat, ka akorda radnieciga skaokarta ir tikai viena
no vairakam iespcjamajam skaokartam, kuru skadurindas veidojas no vienas
un tas padas lidiskas tonikas skadas. Do pirmo skaokartu uztveram ka pamatu,
izejas punktu. Taéu iespgjami vl sedi lidiskas skaokartas varianti, kas piediir
mazikai Tfpadu izteiksmi, nokrasu. Atdiiras ari pakapju skaits skaokarta —
sedas, septidas vai astooas. AplikosiPeslidiskas skadkartas visus variantus:

) ) 1. tabula.
Deslidiska radnieciga skaokarta
des es f g as b [
I Il Il A V \Yl VII
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o o 2. tabula.
Deslidiska palielinata skaokarta
des es f g a b c
| Il 1l v+ v+ VI VI
) ) 3. tabula.
Deslidisk& pamazinaté skaokarta
des es fes g as b c
| Il - IV~* \% VI VI
) ) ) 4. tabula.
Deslidiska papildus pamazinata skaokarta
des es fes ges g a b [
| 1] 11~ 1\ IV* \% VI VI
) ) o 5. tabula.
Deslidiska papildus palielinata skadkarta
des es f g a ces
| Il 1] A\ v+ VI~
o o 6. tabula.
Deslidiska septakorda skadkarta
des es f g as b c
| Il 1l (\ \% VI VI
) ) ) 7. tabula.
Deslidiska papildus pamazinata bliza skaokarta
des eses fes f g as b ces
| - 11~ 1l IV* \% \| \i

Visam melodijam, kuras veidojas uz 0o skaokartu pamata, pavadijuma
iederas akordsEs, (es—g—b—defs Savukart akorda Es, skaoas uzskatam par
balsta skadam, jo improvizgjot tas skan vislabak.

Integrgjot lidiskas skaokartas visu variantu skadas viena skaokarta,
iegisim 12 pakapju hromatisko skaokartu. Autors to dgvg par
[Tdisko hromatisko skaokartu, joto balsta lidiskas skadkartas tris
pamatveidi (lidiskd, lidiska palielinata un lidiska pamazinaté) kopé ar pa-
pildus palielinato, pamazinato un papildus pamazinato bliza skaokartu:
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8. tabula.
Deslidiska hromatiska skaokarta

des eses es fes f ges @ as a b ces ¢
| - Il - 1l AV AV \ V* VI VI~ VI

Skaodkartu apskats Tauj secinat, ka lidiskas hromatiskas skaokartas
skaourindu var veidot no jebkuras skaoas. P¢c autora domam, mingta skao-
karta sniedz improvizatoram neierobepotas izteiksmes iespgjas. Bim viedoklim
ari japiekrit.

Akorda radnieciga skaokarta ir tikai daia no kopgjas lidiskas hromatis-
kés sistcmas — viens no tas iespgjamajiem variantiem. Rasela ieskata, katram
akordam ir piederigas devidas dapadas skaokartas:

— Iidiska hromatiska skaokarta (visaptveroda),
— Iidiska radnieciga,

— Iidiska palielinata,

— Iidiska pamazinata,

— Iidiska papildus palielinata,

— Ilidiska papildus pamazinata,

— Iidiska papildus pamazinata bllza skadkarta,
— mapora skaokarta,

— bl0za skaokarta.

Jebkura 12 pakéapju lidiska hromatiska skadkarta, k& norada Rasels,
sastav no sedanvertikadlam (kas atspoguio akordu) un divam papildus
horizontalam (mapora un blGza) skaokartam. Bllza skaokartu (1, IIt, 111,
IV, IV* V, VII ) nejauksim ar papildus pamazinato bliza skaokartu (I, If,
- 1LV vV, VL VL),

Raselateorijas izstrades pamatmcriis acimredzot bijis iemacit mQziiim
iekiaut improvizacija visas lidiskas hromatiskas skaokartas pakapes.

Radniecigas skaokartas noteikdana dapadu kategoriju akordiem

Akordam Es, (es-g-b—deg ir radnieciga Des lidiska skaokarta. Tai ir
piederigi akordi, kuru pamata ir akorda Es, iimene — Es,, Es, un Es ,. Bet
ko lai dara, ja akorda iekiauta alteracija — piemgram, Es,*** (es-g-h-des-
feg)? Ka noteikt radniecigo skaokartu? Rasels paredz ipadu algoritmu. Proti,
vispirms nosakam kategoriju — septakords ar paaugstinatu kvinté. No skadas

8 Rasels iedala visus akordus septioas atdiirigas kategorijas; pladak par tam sk.
raksta pcdgja sadaidAkordu secibu izveide un akorda aizvietodana
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esuz leju 6emam palielinatu kvintu (pl5). Tatad skada g bas lidiskas hro-
matiskas skaokartas tonika un kopuméa veidosiesG lidiska palielinata
skaokarta (lidiska skaokarta ar V* pakapi):

9. tabula.
G lidiska palielinata skaokarta
g a h cis dis e fis
| Il 1] I\ V* Vi VIl

Dapkart, mekicjot radniecigo hromatisko skadkartu, ir jadoma ari en-
harmoniski. Baja gadijuma skadwcis aizstajam ardes savukart dis ar esun
fis ar ges(g—a—h-des-es-e-ge9.

Jaatzist, ka izverdot akordaEs, > skadas melodija, var lietot vairakas
skaokartas. K& pamatskaokartu izraugamiess lidisko palielinato skaokartu,
kurai pievienojasG lidiska, G lidiska pamazinata, G lidiska papildus pama-
zinata, G lidisk& papildus palielinata, G lidisk& papildus pamazinata bliza
skaokarta, G dur, G bliza skaokarta un G lidiska hromatiska skaokarta.

Bdtiska ir autora noréde — skaokartas, kuru struktQra ir tuvaka akordam,
skancgs daudz labak. Jo mazak skadu akorda, jo vairak melodisko iespgju
paveras improvizatoram un jo lielaka skaokartiska dapéadiba. Un otradi: jo
sarepiitaks akords (alteracijas), jo mazaks lietojamo radniecigo skaokartu
klasts.

Rasela teorijas ietvaros jebkurd septakords ar paaugstinatu kvintu
jauzliko ka palielinats. Bie akordi var veidoties lidiskaja palielinataja skao-
karta uz V* pakapes, vai ari lidiskaja pamazinataja — uX/1l pakapes, savukart
papildus palielinataja skaokarta uz Il pakapes. Turpreti jebkurd minora
akords veidojas uz VI vai IV* pakapes (sk. salidzinajumu 10. tabuld).

10. tabula.
Akordi un ieteicamas skaokartas
Akords Pakape leteicama skaokarta
C, Il pakape B lidiska
Cm, VI pakape Es lidiska
Cm» IV*vai VI pakape Fis lidiské& vai Es lidisk&
. A E Idisk&, Des lidisk& pamazinata vai
+5 + ’
¢ V", Vil vai Il pakape B papildus palielinata
C_+59 V* pakape E lidiska
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Lai pilnveidotu melodijas improvizacijas prasmi, Rasels piedavéa apguvei
eetrus melodiju tipus:
— tonélas vertikalas melodijas (diatoniskas vai hromatiski bagatinatas);
— netonélas (artonélas) vertikdlas melodijas (hromatiskas gammas inter-
valu melodijas);
— tonélas horizontalas melodijas (diatoniskas vai hromatiski bagatinatas);
— netonalas horizontalas melodijas (hromatiskas gammas intervalu melo-
dijas).
Tonalas vertikalas melodijas ietver diatoniskas vai hromatiski bagati-
natas melodijas. Hromatisko skaou atrisindjumi iespgjami arf attaluma.

Vertikala polimodalitate

Ko saprotam ar terminu polimodalitate ? Klasiska mizikas teorija skaidrq
ka polimodalitate (no gr. poly — daudz + it. modale modals) ir divu vai vai-
raku simetrisko modu [..] vienlaikus apvienojums skaodarb&Karkliod 2006:
159). Savukart Rasela izpratng termingnodals attiecas uz akorda radniecigas
skaokartas vairaku variantu vienlaicigu izmantojumu. Tatad pamatskaokarta
bagétinata ar tas variantiem un melodisko ITniju pamaté ir izraudzité akorda
skaokartas skaoas. Melodijas virzibu improvizacijas gaita nosaka tas nakodais
akords. Badi savulaik improvizg¢ja Koulmens Hokinss Hawkins).

Rasels izsmeiodi izskaidro vertikalas polimodalitates batibu. Akordam
Es, (es-g-b—deg atrodam radniecigas skaokartas toniku un pamatskaou
des Nakodais solis — aizpildam ar notim brivas vietas starp akorda skaoam.
Rezultata ieglstam septiopakapjuDeslidisko (des-esf—g-asb—).

Vienlaikus Rasels ievied mizikas praksg reti lietotus terminus Fdiska
un modala tonika. To padziiinatu skaidrojumu atradisim Voltera Pistona
harmonijas gramata (Piston 1962). Japiebilst, ka teorctiiis Pistons attista 6o
temu vel talak: viod nodiir tonalas un modalas pakapes un apliko tonalitati
kopuma. Savukart Rasels atdiiribu starp divam tonikas izpratngm nosaka
ar akorda palidzibu — proti, akorda pamatskaoda vienmgr ir modala tonika.
Piemc¢ram, akordamfis—a—cis—emodala tonika ir skadkartas VI pakapefis,
bet lidiska tonika — skaokartas | pakape jeb skadaa. Akordam fis—a—cis—e
piederiga ir A lidiska skaokarta.

Minora septakordiem ar pazeminatu kvintu, piemgram, akordamGm_®,
lidiska tonika ir akorda pazeminata kvinta (lidiskas skaokartas IV* paka-
pe g) —skaoades.Par modalo toniku kilist skadag — Deslidiskas skaokartas
IV+ pakéape. Kopuma veidojasDes lidiska skaokarta ar skaourindu des—es—
f-g—as—b—-c
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Lidz ar to akorda radnieciga skaokarta ir tikai viena no vairakam iespc-
jamam skaokartam, kuras skaodurinda veidojas no tas padas lidiskas tonikas
skaoas. Pirmo skaokartu uztveram k& pamatskaokartu, kurai iespcjami vcl
vairéki varianti. Paveras neierobepotas improvizacijas iespcjas. Rodas ver-
tikala polimodalitate, respektivi, dapadas skancjuma nokrasas.

M0Qsuprat, tonalo vertikalo melodiju pamats ir viena lidiskas hromatiskas
sistcmas skadkarta. Savukart padu skaokartu, tas toniku nosaka konkrgts
akords. Bi skaokarta ari veido pamatu diatoniskai vai hromatiski bagatinatai
melodijai, kas rodas no radniecigas lidiskas hromatiskas skaokartas pakapcm

Netonalas vertikdlas melodijas bdtiba ir 6ada — jebkura hromatiska
gamma ietver divpadsmit intervalus, proti, mazu sekundu, lielu sekundu,
mazu tercu, lielu tercu, tiru kvartu, palielinatu kvartu, tiru kvintu, palielinatu
kvintu, mazu sekstu, lielu sekstu, mazu un lielu septimu. Katru intervalu
hromatiskas skaokartas ietvara var veidot divpadsmit reizes (t. i., no katras
skaoas). Jebkura melodija ir dapadu intervalu horizontéla seciba, un visas
izveidotas melodijas vai harmonijas pieder vienigajai hromatiskajai skao-
kartai — vienai no divpadsmit eksistcjodam. Lidz ar to lidisk& hromatiska
skadkarta ietver astoous dapadus lidiskas skadkartasariantus ar attiecigam
intervalu grupam. Savukart katra melodija iekiauti skadkartai atbilstodi inter-
vali. Ir svarigi noskaidrot, vai katru lidiskas hromatiskas skaokartas izpausmi
nosaka ikreiz jauns akords (vertikalas polimodalitates izpausme) vai ari citi
faktori.

Horizontéala polimodalitate

Tonalas horizontalas melodijas — gan diatoniskas, gan hromatiski baga-
tinatas —veidojas, uzslaoojot akordu secibai vienu noteiktu lidiskas hroma-
tiskas skaokartas variantu. bDada veida uzslaoodana ir iespgjama triju faktoru
ietekmg: pirmkart, to nosaka divu vai vairdku akordu tieksme atrisinaties
tonika, otrkart, izraudzita tonalitate un, tredkart, estctiska nepieciedamiba.

Divu vai vairdku akordu tieksme atrisinaties iezimg vaira-
kus tonikas punktus. Dapkart katrai frazei rodama sava tonika. Piemc¢ram,
akordu secibaAsmaj~G,—C, Raselska tonikas punktu saskata skaouc un
piedava improvizacijai C dur vai C bl(iza skaokartu. Bim skaokartam precizi
janodrodina akordu skancjums. Paja gadijuma vispiemgrotaka iC bllza
skaokarta ar dabisko 1V pakéapi. Skaokartas izv¢li nosaka ari estctiska nepie-
ciedamiba un muzikala gaume (parasti atrisinajums ietver augdupverstu kvartas
gajienu). Ka Tpadi piemgcrotas improvizacijai autors izcei mapora, bliza un
lidisko papildus pamazinato skaokartu. Ja akordu grupa tieksies atrisinaties
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minora akorda (tonikas punkta), tad noderigas bs skaokartas ar Itipakapi,
piemcram, bliza skadkartavai lidiska papildus pamazinata skaodkarta

Patstonikas punkta jcdziens iezim¢ saskari ar Rodpera Sednsa jau agrak
izvirzito tonikaliz&cijas koncepciju: t radas centienos papladinat tonalitates
robepas un tas pamaté ir uzskats, ka vietcjas tonikas nozimi var ieg(t jebkurd
ta vai citadi izcelts akords. Tonikalizaciju Sednss iekiauj pladaka harmonijas
lidzekiu virkng, kuru kopuma nosauc par harmonijas detalizaciju un paildzi-
nadany pgdgjo viod raksturo k& vienu no galvenajiem lidzekiiem izvgrstu
skaodarbu kompozicija. Visparinot izklastito, Sednss secina, ka tonikalizct
var jebkuru harmoniju, ja vien harmonijas reljefs ir pietiekami skaidrs un ja
tas nenoved mizikas valodu lidz tadai parslodzei, ka sagrist tonélais balanss
(Sessions 1952: 415-416). lepriekd ari Heinrihs Benkers izvirzija terminu
netonikas akordu tonikalizacija un noradija uz katras pakéapes tieksmi
parvcrsties par toniku (Schenker 1925-1930).

Lidziga veida iespcjama ari garéka akordu seciba ar tieksmi atrisinaties
viena vai vairakostonikas punktos. Aplakosim, piemgram, secibuG ,—C, |
F-B,| Es—~As, | Des~Ges ||. Tas 1. takti iezimgjasF blGza skaokarta tonikas
punkts F). Savukart 2. taktl paradasEsbliiza skaokarta, 3. takti — Desbllza
skaokarta un 4. takti — Cesbllza skaokarta. Rasels piedava izmgiinat uzsla-
oot dai secibai arf citus lidiskas hromatiskas skaokartas variantus. Piemgram,
1. taktl uzsladosim melodiju F blOza, 2. takti — Esbliza skaokarta, 3. —Des
bllzaun 4. takti — Cesbliza skaokarta. Turpinajuma Rasels piedava apvienot
1. un 2. takts tonikas punktus. Izradas, deriga irEs bliiza skaokarta, kuras
skangjums melodijé labi saderas ar izraudzito akordu secibu.oties, integrgjot
3. un 4. takts tonikas punktus, ieglstamCesbl(za skadkartu. Rezultats ir
skaidrs — dai akordu secibai var horizontéli uzslaoot praktiski jebkuru lidiskas
hromatiskas sistcmas skaokartu. Jaonikas punktus apvienojam, pakiaujot
vienai horizontalajai skaokartai vairakus akordus, melodija veidojas hroma-
tiski bagatinata vai netonala. Jatonikas punktu ir vairak, improvizcta me-
lodija skancs diatoniskak.

Harmoniski skopos skaodarbostonikas punktu ir maz, turpreti harmo-
niski bagata melodija — vairak. BT atzidoa labi noder improvizacijas praksg.
Ja atra tempa biepi mainas akordi un improvizators, domajot par vertikali,
nespgj izsekot lidzi, proti, izplanot attiecigo melodisko Iiniju piederibu jaunajai

9 Krievija lidzigu problgmu risindja Jurijs Tjuiins, izstradajot maiou funkciju teoriju
(Cpéei 1937), velak arf Igors Sposobins, nodalot harmonijacentralasun vietgjas
funkcijas (Niififaeéi  1969).
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skaokartai, viod veido horizontalu polimodalitati. Tiedi dada situacija horizon-
talo skaokartu uzsladodanas ir ipadi ieteicama.

Tadcjadi tonala horizontala melodija — gan diatoniska, gan hromatiski
bagatinata — improvizgjot veidojas no vienas lidiskas hromatiskéas iimenes
skaokartam, kuru izvclamies atbilstodi vairaku akordu atrisindjuma tieksmei,
tas vai citas tonalitates klatb(tnei un personiskajai muzikéalajai gaumei.

Savukéart netonalas horizontélas melodijas improvizacijas veidojas, bal-
stoties uz lidiskds hromatiskas skaokartas intervaliem. Likumsakariga ir
horizontalas polimodalitates btiba — jebkurai akordu secibai var uzslaoot
jebkuru skadkartu no lidiskas hromatiskas skaokartas iimenes. Tadcjadi
rodas netonala horizontala melodija. Spilgts horizontalas polimodalas impro-
vizécijas piemcrs bija izcila dpeza improvizatora, tenorsaksofonista Lestera
Janga {roung) daiirade.

Akordu secibu izveide un akorda aizvietodana

Katrs lidiskas hromatiskas skaokartas variants ietver septidas akordu
kategorijas: mapora un altercta mapora akordi (I paképes akordi), septakordi
un altercti septakordi (Il pakapes akordi), minora un alter¢ta minora akordi
(VI paképes akordi), minora septakordi ar pazeminatu kvintu (IV* pakapes
akordi), septakordi ar paaugstinatu kvintu (V* pakapes akordi), tercdeci-
makordi ar pazeminatu nonu (VII pakdpes akordi) un minora akordi ar
paaugstinatu kvintu (11l pakapes akordi). Visus dos akordus savstarpgji saista
kvintas intervals. Blakusesodie akordi parasti atdiiras ar vienu zimi. Visrad-
niecigakie ir vienai skaokartai piederigi akordi, piemgram,Cmaj, un Dm_.
Cmaj, ir C lidiskas hromatiskas skaokartas | pakapes akords, savukaibm —
F lidiskas hromatiskas skaokartas VI pakapes akords (kvintas atstatuma).
Abi akordi ir tuvi p¢c skangjuma, jo viou skaokartas (C un F) ir radniecigas.
Lidz ar to akorda Dm , vieta var izmantot jebkuru F lidiskas hromatiskas
skaokartas akordu, piemgram,Ges® (Il pakapes akords),Des™ (V* pakapes
akords), Bm_® (IV* pakapes akords),E,,® (VI pakapes akords), Am* (llI
pakapes akords),Fmaj (I pakapes akords). Nosauktie akordi radniecibas
pakapi nemazina, mainas tikai skancjums. Bis ir uzskatams paraugs, ka visas
divpadsmit lidiskas hromatiskas skaokartas savstarpgji mijiedarbojas.

Apltkosim vgl vienu piemgru — eetrtaktu akordu secibuFm, | Bm, |
Es, | Asmaj, ||. Akords Fm, parstav As lidiskas hromatiskas skaokartas VI
pakapi. Bm, ir Deslidiskas hromatiskas skaokartas VI pakéapes akords. Tatad
akordu seciba parvietojas noAs lidiskas hromatiskéas skaokartas uzDes
lidisko hromatisko skaokartu bemolu virziena kvintu lejup. Es,ir Deslidiskas
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hromatiskas skaokartas Il paképes akords. Daja gadijuméa akordi ir visradnie-
cigakie, jo veidojas vienas un tas padas skaokartas ietvaros. SavukAsmaj,
ir kvintu augstak izvietotas As lidiskas hromatiskas skaokartas | paképes
akords. Piemcrs apliecina lidisko hromatisko skadkartu mobilitati. Seciba
lietoti éetri akordi, kas parstav divas skadkéartas.

Lai dziiak izprastu iepriekdminctas akordu secibas bdtibu, iepazisim
tuvak Rasela izveidoto kvintu apli.

Tatad jarikojas saskaoa ar dadu algoritmu: vispirms nosakam lidisko
hromatisko pamatskaokartu jeb skaddarba tonalitati (daja gadijuméa skao-
kéarta uztverama ka tonalitate mdsu tradicionalaja izpratng). Apzimgjam to
ar ciparu |. Lidiskas hromatiskas skaokartas parcjas vienpadsmit pakéapes
izkartojam secigi pa kvintam pcc radniecibas pakéapes attieciba pret toniku.

Radniecibas kvintu apli nosakam pcdcjo lidisko hromatisko skaokartu
un raugamies, vai sekojodais akords parstavcs tuvaku vai talaku radniecibas
paképi. Vclams izraudzities akordus no pc¢dgijas lidiskas hromatiskas skadkartas
pakapcm. Lidz ar to atrodam saikni starp akordiem, arf starp padu akordu
secibu un tonalitati. Attistot akordu secibu talak, varam virzit to gan tonala
(resp., tuvaka), gan netonala (talaka) gultn¢. R(pigi ieskatisimies 11. tabula.

11. tabula.
Skaodarba tonalitate un raksturigie akordi
lidisk&s hromatiskas sistcmas ietvaros

0@ Ges,* F,* Em,*® A Asmaj,
o N
% g . E lidiska A lidisk& B Iidiska Deslidiskd  As Iidiska
So% hromatiskd hromatiskd hromatisk&  hromatisk& hromatiska
© fﬁ ,c‘éu skaokarta  skaokarta skaokarta skaokarta skaokarta
% R (Il pakéape) (V' pakape) (IV*pakape) (V*pakape) (I pakape)
'foz 2 4 kvintas 1 kvinta 5 kvintas 3 kvintas 1 kvinta
» < uz leju uz leju uz leju uz leju uz augou
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Skaodarbs sékas ar akorduGes,*, kurd novirzits eetras kvintas lejup
bemolu virziena attieciba pret pamattonalitati —As lidisko hromatisko skao-
kartu. Dis akords parstavE lidiskds hromatiskas skadkartas Il pakapi un
atrisinas A lidiskas hromatiskas skaokartas V pakapes akordaF,*kvintu
lejup. Savukart sekojodais akordsm_*atbilst B lidiskas hromatiskas skao-
kartas IV* pak&pes akordam un atrodas piecas kvintas lejup bemolu virziena.
Akords A *attiecas uzDes lidiskas hromatiskas skaokartas V pakapi (tris
kvintas lejup bemolu virziend). A ** akords atrisinasAs lidiskas hromatiskas
skaokartas | pakapes akord@Asmaj, (kvintu augdup). Kopuma mingto akordu
secibu pierakstam oadi:

(VIS IS (s (IV)S ()S (As)

Tatad d1s secibas pamats s lidisk& hromatiska skadkarta (horizontals
izkartojums):

AV | A VA 1 R/ | R Y/ I v v v vy
E E E E E
A E Des As B
2 @ 4) (5) )

Rezumcjot iepriekd izklastito, jasecina:

— Dpordpa Rasela teorija izskaidro akordu un skaokartu mijiedarbi, ari
attiecibas starp dapadiem akordiem, tonalitati, izklastita akorda parveidu
melodiskajas Itnijas;

— pcc teorijas autora domam, o1 koncepcija noderiga jebkura mazikas
stila vai panra izpratnei un apguvei. Ta sniedz radodu ievirzi maziiim,
lai viod spctu, balstoties uz saviem estctiskajiem uzskatiem, organizct
noteikta sistcma visu mlzikas materialu;

— Raselaizveidotaisskaokartu—tonalitadu radniecibas kvintu aplis veicina
akorda aizvietodanu, lidz ar to jaunu harmonisko krasu mekigjumus;

— dpeza harmonijas analizei saistodas ir autora noteiktas septidas akordu
kategorijas;

— inovativs ir vertikalas un horizontalas polimodalitates skaidrojums;

— vertikalas polimodalitates prasmigs lietojums iauj maziiim ieg(t daudz-
veidigu spcles izteiksmi, vienlaikus integrcjot dapadu skadkartu pakapes;

— savukart horizontéalas polimodalitates izpratne sniedz improvizatoram
vai mlzikas teorctiiim zinddanas, prasmi un kompetenci, kas iauj skao-
darba analizes gaita iezimct tajdonikas punktus, tos sagrupgt, apvienot,
pacelt jauna liment, veidot tiltu, izpratni par funkcionalitati, tonélo planu;
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— Iidzas plusiem Rasela koncepcijai ir arT kads trikums, proti, parak vien-
pusiga orientéacija tiedi uz melodikas aspektu. Rasels nemaz neraksta
par citiem batiskiem mdzikas izteiksmes lidzekiiem — ritmu, faktdru,
formu utt., par to mijiedarbi ar harmoniju;

— neraugoties uz atsevidiam nepilnibadm, gan vertikalas, gan horizontalas
polimodalitates apguvc sakootas improvizacijas metodes misdienas pladi
tiek izmantotas dpeza mazika.

Raksta nobeiguma piedavaju uzmanibai Dpordpa Rasela apkopotas laika-
biedru — dpeza mdzikas komponistu un improvizatoru — atzidas par vida
teoriju (Russell 1953: 259):

— Ornets Koulmens (Coleman): Viena no dziiakajam dpeza teorijas kon-
cepcijam. Parspg;j visu iepriekdgjo, ar ko esmu saskaries.

— Gils Evans(Evans): Parspgj jebkuru citu dada veida gramatu.

— Criks Dolfijs (Dolphy): Dod jums vairak vielas darbam.

— Joahims Berents Berendth): Pirmais darbs, kas izriet nevis no Eiropas
klasiskas mazikas likumiem, bet no dpeza teorijai piemitodiem likumiem.
Dai koncepcijai sekoja Mailsa Deivisa un Dpona Koltreina modalitate.

— Deivids Beikers Baker): Visnozimigaka teorctiskd koncepcija dpeza
mazika. Dpeza filozofija nakotnc.

George Russell's Lydian Chromatic Concept: Tradition or Novelty?

Cvalds Daugulis
Summary

At the end of the 1950s the development of jazz directed towards a more
complicated harmony, melody, and rhythm. Jazz was approaching atonality.
But a number of outstanding jazz musicians turned aside from the path of
atonal music. When improvising, artists focused on intonation, melody deve-
lopment, rhythm, and timbre. The terms modal jazz, modal technique, modal
improvisation gradually entered the jazz music theory. American theoreticians
worked out various concepts of modality (Vincent 1951, Persichetti 1961,
Piston 1962, etc.). George Russell'd 2-tone Lydian chromatic con-
cept of tonal organisation (Russell 1953)is to be considered a unique
contribution to the development of jazz modal theory. Russell’s Lydian chro-
matic concept is a special organization of tones, which provides an improviser
or a theoretician with analytical knowledge of various tone nuances of one
musical material. The concept is to be viewed as a special philosophy of the
arrangement of tones, a system, using which an improviser develops his
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melodic thinking thus elaborating on his improvisation expression, and at
the same time he gets acquainted with the whole chromatic world of chords
(vertical) and tonal centre (horizontal). New findings are to be discovered in
explanations: related chords, family of chords, chords and related scales, the
essence of the development of vertical polymodality, Lydian and modal tonic.

Any 12-tone Lydian chromatic scaleconsists of 6verticals (reflecting a
chord) and two additional horizontal (major and blues)scales

A chord-related scale is only a part of1l2-tone Lydian chromatic system,
only one of possible variants. Therefore, every chord has nine possible scales:
Lydian chromatic scale (comprehensive),ydian related scale Lydian aug-
mented scale,Lydian diminished scale,Lydian auxiliary augmented scale
Lydian auxiliary diminished scale,Lydian diminished bluesscale major scale,
and bluesscale.

The author holds that 12-tone Lydian chromatic scaleprovides an im-
proviser with unlimited possibilities of expression.

In determining the scale, George Russell proposes seven different cate-
gories of chords. Thus, every chord has a corresponding Lydian scale with
variants.

An efficient application of the vertical polymodality makes it possible
for a musician to achieve manifold expression in his performance, at the
same time integrating tones of various scales. The concept of horizontal
polymodality in the analysis of a composition, in its turn, provides an im-
proviser or a music theoretician with knowledge, skills and proficiency in
marking the tonics, in grouping them, raising them to another level, in
developing the understanding of functionality and tonal organization.

Both methods of improvisation have their pluses and minuses. Both are
widely used in playing jazz. The circle of fifths of thescale-tonality relationship
developed by Russell facilitates chord substitution and thus encourages one
to search for new harmonic nuances.

All'in all this theory accounts for the interaction between chords and
scales, as well as for the relationship between various chords, between chords
and tonality; it expounds on the melodic lines of a chord progression. Ac-
cording to the author of the present article, George Russell’'s Lydian chromatic
concept is useful for better understanding and acquisition of any other style
or genre of music. It provides a musician with a creative line: basing on his
aesthetic necessity, he is able to organize the whole musical material in a
definite system.

Key words: family of chords, scale, mode, modality, Lydian and modal
tonic.
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Teatralitates aspekti mlzikas analiz¢

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

1. Mazikas analizes problgmas

Sava ikdienas darba praks¢ esmu novgrojis, ka mdzikas analize biepi
pozicion¢c unikalu, dauri profesionalu pieeju, kas ir interesanta mizikas
specialistiem un profesionéiiem, bet nav saprotama daudziem muizikas
miiotajiem, kuriem skaddarba k& mékslas darba atklasmei b(tu nepieciedama
cita, krietni universéaléakanestandarta pieeja. V¢sturiski teorctiskais ska-
tijums Tauj analizes procesa atklat profesionalam maziiim svarigus skadodarba
aspektus, taéu ne vienmcr sp¢j radit izpratni neprofesionalam klausitajam.

Dis jautdjums mané darbiba aktualizgjies pcdcja gada laika, jo vairakkart
esmu lasijis lekcijas neprofesionalas (nemdziiu) auditorijas, kuras gaida gan
akadc¢misku mazikas vertcjumu (Latvijas KultGras akadc¢mija), gan popular-
zinatnisku tas traktcjumu (Rigas Stradida universitate Satori kultdras telpa
Birojnica u. c.).

Manuprat, daja zioa var noderct teatralitates aspektu izgaismojums
mdzikas analizes proces4, jo literatQra un teatris, ari vizuala maksla pladakam
interesentu lokam ir daudz saprotamékas jomas neka mazika — ar tam iepa-
Zistas vidusskola, aptverot arf teorijas un vgstures aspektus, savukart mizikas
teorctiskas un vgsturiska bazes apguve biepi vien paliek dauri informativa
[fmeni. Lidz ar to m{zika diiet mazak saprotama, un norade uz teatraliem
aspektiem spc¢j demokratizct tas analizi. Turklat teatris vispar ir pladas ap-
rindas vispopularakais makslas veids, un sevidia vieta tam ir latviedu kult(ra
un mentalitatc.

2. Méakslas veida bdtiba un pazimes

Lai labak izprastu mdzikas un teatra specifiku, t. sk. teatralitates jcdzie-
nu, vispirms janoskaidro, ko saprotam ar makslas veidab (tTbu . Saskaoa
ar daudzu pctnieku, piemc¢ram, Raimonda Briepa atzidam (Briedis 2011),
tiedi batiba ir t& kategorija, kas atdiir vienu méakslas veidu no cita, identificg
to. Mzika o7 identifikacijas zime ir skada, vizualaja maksla — krasa, literatira
oper¢ un darbojas ar vardu, savukart par teatralu uzskatdms viss, kas saistits
ar organizctu skatamibu, reélo vai virtualo skatuvisko darbibu, kustibu un
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skatuves telpu. Mlzika un tas recepcija ir vistuvakas teatra makslai, jo, izsa-
koties Valdas Eakares vardiem, piedava norobepotibu starp divam cilvcku
grupam — aktieriem [maziiiem — A. V.], kas darbojas, un skatitajiem [klau-
sitajiem —A. V.], kas to jat un pardzivo (Eakare 2011). Protams, mdsdienu
sabiedriba daudzu jcdzienu un pamatkategoriju izpratne ir radikali transfor-
mgcjusies, un visai biepi vgrojama vienas makslas bitibas transformécija par
citas méakslas pazimi. Ja kdda makslas veida var saskatit citas méakslas batibu,
tad ir pamats runéat par attiecigas makslas ietekmi un abu makslu mijiedarbi.
Citiem vardiem: k&das mékslas bitibas elementu klatbltne citd maksla kilst
par jaunas mékslaspazimi (dziedoda valodakustiga gleznautt.). Batiba
k& unikala kategorija mijiedarbojas ar pazimi k& universélu paradibu un
rada makslas darbu atgriezenisko saiti, mijiedarbi un sint¢zi.

Mazika bGtiba ir skada (tapat ka literatra — vards, vizualaja maksla—
krasa un teatra maksla — spcle un performativitate). Tiedi skada uztverama
k& mdzikas autentiskuma nescja, savukart citu makslu bitibas paradidanas
vertcjama ka p azim e daja maksla. Lidzigi teatralitates jcdzienam, arl muzi-
kalitates jcdziens sniedzas arpus mazikas ka konkrgta un specifiska maksla
veida ietvariem. Emocionala Iimeni par muzikalu var dgvct tadu fpadibu un
pazimju kopumu, kas raksturo plQstodu literaro valodu, melodramu, acij
tikamu gleznu utt. Savukart zinatniska ITmeni muzikalitates pazimes citas
makslas var traktct k& saklausamibu, spcju sadzirdct mdzikas batibu,

t. i., skancjumu, kdda mékslas darba, turpreti teatralitates pazime irsare-
dzamiba. Baja sakara jamin ari jcdzienseatra muzikalitate — ta izpaupas,
piemcram, k& mizikas terminu iekiavums filmu nosaukumos Ezera sonate
Allegro ar uguni u. ¢.) un rosina 8o abu mékslas veidu paralclskatijuma
asociacijas, galvenokart saturiski emocionala un dramaturiiska plaksng. Ari
literatOras konteksta ir sastopams jcdziensnuzikéala valoda, bez tam nereti
tiek atzimcta kada konkrcta literard darba muzikalitate.

3. Teatralitates jcdziens

Izvertgjot teatri k& kultiras fenomenu, aktudls ir jautajums, ko tad sapro-
tam ar jcdzieniemteatris un teatralitate. Turklat daja gadijumé svarigs ir ari
visparsocialais konteksts — k& sabiedribas darbibas modeia atspoguiojums.
Salidzinot ar teatra jcdzienu, teatralitates jcdziens ir ietilpigéks un lidz ar to
ari neskaidraks, ta definicijas ir pretrunigas, jo tas dziii un daudzveidigi
iesakoojies masu ikdiend, talu parsniedzot teatra makslas ietvarus.

Laika gaita teatra pctnieki m¢iinajudi dapadi formulct ta saturu. T4,
piemc¢ram, Minhenes universitates profesors Kristofers Balme uzsver, karmo
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reizi teatralitates jcdzienu séka lietot 19. gadsimtd, lai gan adjektiva forma

tas ticis lietots jau krietni senak (Balme 2008: 89). Savukart Patriss Pavi
savaDictionnaire du th é&re (Teatra vardnicd norada, ka teatralitate ir kaut
kasmitisks, vispargjs, idedlistiskstapcc nav iespcjams to viennozimigi defingt.
Atsaucoties uz Anton¢gnu Arto (Artaud) un Rolanu Bartu (Barthes), Pavi
tomcr izcel priekdstatu parteatralitati k& kaut ko tadu, kas eksistc aiz vardiem,

tas ir sensudlas, nevis verbalas zimes, pests, tonis, distance, substance, gaisma,
viss, kas pavada tekstéi(Pavis 1998: 395-397).

Savu skatijumu paup latviedu teatra zinatniece Valda Eakar@eatris ir
nevis dzivodana, bet dzives model¢dana, spcicdana, aktierim izpildot ideélas,
iztclotéds darbibas realaja pasaulg- savveida teatrala priekdoa stadidanas.
Teatralitate ir saistita ar aktieru centieniem spclct kamerai (ja tada bitu) un
defingjama ka tdda mékslinieciska kvalitate, kas vcrotajam vai skatitdjam
liek apzinaties sevi ka vgrotaju vai skatitaju(Eakare 2011). Zinatniece rak-
sturo aktiera un skatitaja mijiedarbi, kas paredz distancctibu,nodiirttbu
starp “es” un “cits”, starp aktieri un skatitaju [NB! maziii un klausitaju —
A.V.] (Eakare 2011). Lidz ar to teatris ir teatris [izcclums mans -A. V.]
un nevis gabals no dzive¢Eakare 2011).

Elizabete B¢rnsa sava definicija min, ka teatralitatgrimari ir uztveres
veids (Burns 1972: 13), respektivi, saistita ar recepciju un psiholoiiju. Tas
nozimg, ka lietas, dapadas darbibas, vietas un sabiedribas tiek uztvertas ka te-
atralasnoteiktu estctisko piedcmumu un diskursivo prakdu konteksta Par to
raksta ari Kristofers Balme, uzsverot, ka 18. gadsimta teatralitati izprata k&
1) teétra priekdnesuma koncentrctibu, dramatismu un vizualo kradoumu,

ko attiecindja uz vietam un ainavam;

2) sabiedribas dzivi, tadgjadi uzsverot individa v¢lmi bt sociélajos procesos
neiesaistitam skatitajam;
3) atkartojumu, viltojumu, kaut ko neistu, tatad — otrdiirigu * (Balme 2008).

Taéu visspilgték un lakoniskak teatralitates jcdzienu skaidro Maikls
Frids, rezumcjot, ka teatralitate piemitmakslai, kas izrada seviFried 1998:
163). Maksla izradit sevi un lidz ar to teatralitate k& skatdmiba un perfor-
mance (kustibas, pesti, darbiba, darbodanas) izvirza ipadus noteikumus tadiem
sintctiskds méakslas veidiem ké& radioteéatris (t. sk. radiooperas), TV teétris
(arf TV operas), operfilmas utt., bet ta jau bltu cita raksta problgcmika.

! Valdas Eakares tulkojums.

2 Ingas Pc¢rkones-Redovieas tulkojums.

3 Peit, k& ari turpmak, lidz 3. nodaias beigam, arzemju pgtnieku citati sniegti
Valdas Eakares tulkojuma.
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Diskusijas par teatralitati parada ne tikai jcdziena izpratnes ietilpibu,
bet arf t& atkaribu no laikmeta konteksta. Sava ipatniba piemit postmoder-
nisma teatralitates izpratnei, kur teatris ir reala dzive(Eakare 2011), tApat
atdiiras &i jcdziena izpratne dapados makslas veidos. Treisija Deivisa un
Tomass Postlveits norada, kdeatralisma darbibas lauku nav iespgjams iekiaut
viena definicija, perioda vai praksg(Davis, Postlewait 2003: 3). Lidz ar to ir
pamats apgalvot, kateatralisms un teatralitate ir starpdisciplinéra, nevis
dauri estctiska perspektiva, ta attiecas uz pladu paradibu laukiDavis, Post-
lewait 2003: 3).

4. Mlzikas teatralie aspekti

Mazikas teatralitates pazimju izpgtes konteksta jamin paradokss, ka
teatralais mazikair pladéks jcdziens neka teatralitate citds méakslas. Ar teatra-
litdtes pazimem ma0zika (teatralu maziku) ir jasaprot vissarpusmuzi-
kalais, kas nav skaoda — tatad iezimes, kas piemit ne tikai teatra makslai,
bet saistitas arf ar citu makslu (piem., literatQras, vizualas méakslas) elementu
iekiavumu mazika. Gan vards, gan krasa, gan ari darbibas un skatamibas
klatbatne ir nepieciedami teatralitates aspekti mizikas analizc, tAs demokra-
tizacija un izpratnes lauka papladinadana. Lidz ar to mlzikas programma-
tiskums, t¢lainiba, ilustrativisms, panriskums u. c. kategorijas ir vgricjamas
ké teatralas. Turklat liela nozime ir arl interpretacijas veidam un
recepcijai, kas daudzgjada zioa funkciong ka teatralitates pazimes.

Jautdjumam par mazikas teatralajiem aspektiem ir starpdisciplinars
raksturs. Jau kopd pirmsékumiem mizika, tapat ka teatris, bijusi sinkrctiska
maksla, un tas makslinieciskas patstavibas problcma joprojam ir aktuéla —
tikai renesanses un jo Tpadi baroka laikmeta profesionala mazika kidst
salidzinodi mazak atkariga no citam makslam. 20.-21. gadsimta no jauna
aktualizgjas jautadjums par mizikaslietidio bdtibu, ta biepi kilist par multi-
medialu projektu sastavdaiu. Teatralitate ir mizikasasinis tas gcnos— gan
ké izradidanas makslagan ari ka specifiska recepcijas identitates izpausme.

Vienu no lielakajiem ieguldijumiem mazikas un teatralitates izpct¢ snie-
gusi muzikoloie Tatjana Kurideva monografija par Marieri Zariou (1980),
ka arf pctijuma Qaaodaguiinou é iochéa (Teatralitate un mizika, 1984).
Daja darba Kurideva defing teatra méakslu oadi:

1) teatrisir skatama maksla(¢cdaéeld, kas realizgjas parredzama un
readlad (nosakdma)telpé& ar redzamo vienibu — darbojodos personu,
personapu — starpniecibul¢mas, dzivas bildcs visu acu priekd;
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2) teatrisir darbTbas, kustibas maksla, kas realiz¢jaslaika (noti-
kumi, personu attiecibu attistiba, dzive;

3) tedtrisir nosacitadarbiba nosacitatelpa, spcle attclojums, prieko-
nesums, atveids, dzive, kas top daja pada bripi{E 6802842 1984: 46-47).
Lidz ar to akcentcti tris svarigakie mQzikas teatralitates aspekti jeb,

Kuridevas vardiem teatralisma trisvieniba tas konstruktiva baze:

1) skatamiba daéeuiifnou) — vizualizacija, inscengjums, uzvedums,

2) spcles stihija — tclodanas gars, atdarinadana, tas vai citagvedibas res-
tauracija, kas rada priekdstatu pardarbodanos tclos

3) muzikala repija, kas nosaka skaodarba viengabalainibu E680g&aa
1984: 63).

Tatad teatralitates izpausme mQzika ir savveidakaou tclu teatris. Sikak
neizvertgjot ta pazimes, noradiou uz tiem teatralitates aspektiem, kuri ir svarigi
un noderigi mQzikas analizc.

5. Arpusmuzikalais mazika

K& jau mingts, citu mékslu klatbatne var kiGt par raksturigu mizikas
pazimi. Tadcjadi varam konstatct mazikas un citu makslu paral¢lismu. Ta
izpratng ir svarigi dadi jcdzieni:

— programmatisms, ko veido mazikas un varda (literat(ras) mijiedarbe.
Programmatisms var b(t sipetisks vai asociativs. Turpmékaja izklasta
fpadu uzmanibu pievcrsidu tiedi asociativajam programmatismam, kas
saistits ar mizikas vizualizaciju;

— gleznieciskums, ilustrativisms, t¢lainiba, ko skaddarbam piediir mizikas
un krasas (vizualas mékslas) saikne;

— skatdmiba (skatdma darbiba, teétra elementi) un mazikas vizualizacija,
kas ir mOzikas un teatra makslas sazobe.

6. Mlzikas vizuala uztvere

Mlzikas vizualizacija paredz iespgju skaodarbu ne tikai sadzir-
dct, bet ari saredzct. Vizuali t¢lainas asociacijas, bez kuram skaodarbs nevar
notikt , liecina, ka mazikai iespgjams piediirt teatralu dimensiju.Bis skaddarbs
ir jaredz (nevis jadzird) — tas ir moto, kas vargctu liecinat par mizikas
teatralo aspektu. Ké lieliskus mizikas skatamibas piemcrus var izcelt Austrijas
TV kanéla Sat-3veidotos raidijumusMazika citada redz¢juméa (Musik anders

4 Peit un turpmak Tatjanas Kuridevas citati sniegti raksta autora tulkojuma.
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sehen). loti pazistama mizika tajos ietverta (interpretctal) neparasta vizu-
alaja risindjuma, biepi vien balanscjot uz redzaméa/dzirdama inversijas ro-
bepasacimdzirdama un ausimredzaméakonfrontacija kilist par interpretacijas
papildelementu un teatréla efekta raditaju. Jauzsver gan, ka CD (DVD)
ieraksta formata do ideju nav iespcjams pilniba realiz¢t. Lai salidzinatdzivo
koncertu un ierakstu, iespgjamas paralcles ar teatri un kino.Dzivais
koncerts drizék uztverams ké teatris, turpreti CD (DVD) ieraksts — ka
kino, iemQGpinata vcrtiba. Tam ir arf citi makslinieciskie uzdevumi —
ierakstam svarigéka ir savveidasterilitate, filigrani izstradata perfekcija, nevis
emocionali nepastarpinats tiedurs, kura dci cilvcki misdienu tehnoloiizgtaja
pasaulc vcinez kapccapmeklic koncertus. Un, visbeidzot — CD (DVD) ieraksta
teatralitates elementiem interpretéacija ir vien pakartota, sekundara loma;
izmantojot teatra terminoloiiju, mdzikas iedarbibu uz klausitaju/skatitaju
dzivaja koncerta varctu salidzinat ar t. s.radidanas teatrj bet ieraksta — ar
pardzivojuma teatri. Lidz ar to jasecina, ka par mdzikas teatralitati var runat,
ja mdziku redz, ja ta ir ilustr¢joda, tclaina, saistita ar programmu utt.

7. Teatralitates jcdzienaizmantojums mazikas analiz¢

K& jau iepriekd mincts, mdzikas analiz¢ iespgjama ne tikai dauri profe-
sionala pieeja, bet ari pladéaks skats uz skaodarbu, izmantojot paralcles ar
citdm makslam un reélas dzives kontekstu. Tas palidz uztvert mizikas batibu
un atklat jaunus analizes aspektus, lai parvertctu skadodarba saturu un teh-
nisko risindjumu. Tapcc par mizikas teatralajiem aspektiem var precizak
runat, ja mizikas skaidrojums un analize pieiauj arpusmuzikalu terminoloiiju
un metaforisku izteiksmes veidu.

Jaatzimg, ka ne vienmgr teétris iskatdmsun mazika klausama Ja teétri
klausdsun miziku skatés tad veidojas mQzikas teatralizacija un teatra muzi-
kalizacija; tapat muzikala var bt glezna vai vards, ja uzmaniba priméari tiek
pievcrsta ritmam vai skancjumam, nevis krasai un linijai vai nozimei (v¢sti-
jumam).

8. Metaforiska pieeja analizei. Metaforas un paralcles

Domadana metaforas un makslu paralglskatijums iauj savdabigak izvcrtct
un izskaidrot gan mazikas laikmetus un stilus, gan ari mdzikas tehnoloiiskas
struktlras aspektus. Tadci piedavadu dapus salidzinoda skatijuma piemgrus,
kurus esmu izmantojis savas lekcijas gan profesionala auditorija Jazepa Vitola
Latvijas Mlzikas akad¢cmija (JVLMA), gan arf arpus tas. Aplakojot maziku
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paralclcs ar citim makslam, iespcjami 6adi atsevidiu stilu vai laikmetu rakstu-

rojumi:

— romantisms — skaoa ir vards; mizika ka literatlira stasta stastu, raksta
ar skadam; daja zioa simfoniju var pielidzinat prozai, bet koncertu lugai
(Torgéns 1993: 39). No savas puses piedavaju salidzinat simfoniju ar
romanu, simfonisko pocmu ar garstastu, bet svitu — ar noveli vai noveiu
krjumu;

— impresionisms — skaoa ir krasa; mizika k& vizuala makslaylezno ar
skaddm. Mdzikas instrumenti funkcion¢ nevis k& universalu afektu
raksturotdji (baroks un klasicisms) vai individa emocionélas noskaodas
paudgji (romantisms), bet gan k& krdsu kombinacijas fembru mikstiras);

— savukart 20. un 21. gadsimta mdziké& instrumenti darbojas ka tcli, per-
sonapi, k& individualitates (solo) un masast(itti ) pretstatijums, kas rada
dramaturiisko konfliktu.

Ari no struktQras un izteiksmes lidzekiu viedokia maziku var salidzinat
ar literatOru. Klasicisma laikmeta mazikai raksturigd harmonija un tonali
skaokartiska funkcionalitate sabalsojas ar literatra valdodo teikumu kon-
strukciju un gramatisko likumu prioritati; romantisma galvenais izteiksmes
lidzeklis ir melodija, plada un izvgrsta ka papladinats teikums; impresionisms
piedava 6o melodijas apjomu reducct lidz frazei vai pat motivam — vienam
vardam, ar ko iekrasot acumirkia j0smu; savukart ekspresionisms vardu lako-
niz¢ lidz zilbei, kas lidzvcrtiga mizikas intonacijai, bet puantilisms mizikas
izteiksmi atomizg [idz vienai skaoai — burtam, tadcjadi var runat par skadas
fongtikas muzikalitati. Un tikai neoklasicisméa atkal atgriepas mizikas struk-
tiras pamatvcrtibas — vienkéards papladinats teikums k& mazikas konstrukcijas
pamats.

Daudzus mizikas terminus var salidzinat ari ar teatra méaksla lietotajiem.
Aktiera lomas tekstam ir tiedas paralcles ar miziia nodu tekstu (partiju),
[idz ar to aktuals kiGst jcdziensteksta lasijums Ari mQzikas fraz¢jumu, ak-
centu izkartojumu, mazikas runu var izskaidrot ar teatra runas makslas un
oratora méakslas kategorijam, savukart interpretacijas process mazika un
teatra maksla rosina paralclesaktieri/repisors= miziii /diriients . Bis paralcles
varctu turpinat arf citds jomas — sportisti/treneris; armija/lkomandieris utt.
Pauzes mizika var salidzinat ar kino stopkadriem, modulacijas — ar ceiu,
kustibu, procesiju, virzibu prom no majam (tonalitates). Tonalitddu un har-
monijas krasas un harmoniska varigdana rosina analoiiju ar grimu vai mas-
kam utt. Badu metaforu un salidzinajumu klasts ir neizsmeiams un augligi
izmantojams konkrcta skadodarba analizc.
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9. Hektora Berlioza Fantastiska simfonija
k& mazikas un teatralitates mijiedarbes piemcrs

Skaodarbus, kuru analiz¢ var izmantot teatralitates aspektus, katrs izrau-
dzisies ioti individuali. Spilgti piemcri varctu bt Roberta BimaoaKarnevals—
psiholoiisko viziju portretcjumu kvintesence, Sergeja ProkofjevaPcteritis
un vilks — instrumentali tverta t¢lu un personapu paradde, Modesta Musorgska
Izstades gleznas-triskards portretcjums (Viktora Hartmaoda fantazijas Mu-
sorgska klavierversija un Morisa Ravela simfoniskaja lasijuma), Igora Stravinska
muzikali dramatiskais kamerdarbsZaldata stasts Dmitrija Dostakoviéa ma-
zika ar tai raksturigo asociativa programmatisma zemtekstu un slepenrakstu
spcli. Taéu padi izceiama Hektora Berlioz&antastiska simfonija, kas turklat
ir viens no pirmajiem muzikali literara teatra piemcriem pasaules mizikas
vgsturg. Turpindjuma piedavaju savu skatijumu uz do skaodarbu.

Berlioza Fantastisko simfoniju op. 14 C dur (1830) var dc¢vct par
muzikali simfonisku izradi. Padu komponistu savukart ir pamats
uzskatit par programmatiska instrumentala teatrapanraaizsacgju.
To apliecina simfoniju nosaukumi —dramatiské (simfonijas Romeo un Dpul-
jeta papildapzimc¢jums), Fantastisk& —un arf izteiksmes lidzekiu lietojums:
— cilvgka balsi aizstdj instrumenti, kuri ir personificcti, parvcrsti par va-

rooiem;

— simfonijas panra tiek ievestsvards (Liela s¢ru un triumfa simfonija,

1840), atskaoojuma piedalas solodziedatdji un koris;

— simfoniju daias tiek dg¢vctas par skatiem, to skaits palielinas — citiem
vardiem, simfonija sak lidzinaties teatra izradei.

Berlioza autobiografiska teatra izradeFantastiska simfonijaik takti par-
steidz klausitaju ar savam laikam neparastiem, inovativiem mdzikas izteik-
smes lidzekiiem, saglabjot intrigu k& laba detektiva visa skancjuma gaita.
Klausoties 6o miziku, gribas iesauktiesTa taéu neviens nerakstaln nerak-
stija arf, tiedam... Jaunais simfonija daudzgjada zioa ir saistits ar tas program-
matisko saturu, kurd prasija nevis universalus romantisma mdzikas valodas
paocmienus, bet neordinarus meklgjumus. Izcilais 20. gadsimta amerikaou
komponists un diriients Leonards Bernsteins dg¢vcjis 8o simfoniju pahalu-
cinaciju kvintesenci — psihodclisko ekspedicijél

PalCkosimies, kd mlzikas izteiksmes lidzekii atklégjeatra dramaturiijas
principos balstito programmatisko saturu. Berliozs, kurd k& savu estctisko
lozungu bija izvirzijis mGzikas demokratizaciju un saprotamibuvispladékajam

5 Young people’s concert [25.05.1969.]: Berlioz takes a trip.Leonard Bernstein.
http://iww.leonardbernstein.com/ypc_script_berlioz_takes_a_trip.htm (28.01.2013.)
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klausitaju masam,Fantastiskaja simfonija(un arf visa daiiradg) lieto arkartigi
daudz novatorisku padc¢mienu ka lidzekli 87 m¢ria sasniegdanai.

Jau pats skaddarba pilnais nosaukums Fantastiska simfonija. Epizodes
no méksliniekalt. i., pada Berlioza-A. V.] dzives-liecinagan parsipetiski
vgstodo programmatismuy gan arl par autobiografiskumu.
Komponista piedavato programmu katrs klausitijs var identificct konkrcti
ar sevi — personiska pardzivojuma unikalitate te ieglst universéalus vaibstus.
Japiebilst, ka tdlit pcc skaddarba sacer¢céanas 1831. gada tapis ta turpina-
jums — vokali simfoniska liriska drama sedas daiad.elio jeb Atgriedanas
dzivg, op. 14a, kas atskadojama bez partraukuma uzreiz p¢éantastiskas
simfonijas (remarka skaoddarba partitGra: Melologs [! — A. V.] sedas daijs
Symphonie fantastiqueturpinajums, kas jaspclc pcc tasattacca).

Lidz ar to skaodarba programmatisms Kilst par teatralu kategoriju —
veidojasdiloiija (diptihs), kas rosina analoiiju ar teatra izrades cclieniem.
Turklat uzmanibas centra ir nevis vienaunik ala cilvcka personiskas dzives
problgmas atklasme, bet gan tipiskauniversalaromantiska varoda prog-
ramma, ko raksturo svarstibas, ideala meklgjumi, centieni atrast savu vietu
dzivg (Dpordpa Gordona Bairona, Viktora Igo u. c. 19. gadsimta rakstnieku
makslas motivi).

Rihards Vagners, kurd arvien tiek uztverts ka Berlioza estctikas idejiskais
turpinatajs, veidojis operutetraloiiju Nibelunga gredzensDpakomo Puéini
ir radijis operu triptihu (triloiija Apmetnis, Masa Andpelika, Dpanni Skiki;
taja ietvertajam operam gan nav nekadu citu kopgju iezimju ka tikai vien-
ccliena struktdra); krievu komponista Nikolaja Sideioikova spalvai pieder
tipiski krieviska diloiija (diptihs) Oriija un Paiiras , kuras daias atskadojamas
vcla vakara un agra rita; visbeidzot, Karlheincs Btokhauzens sacercjis pat
septaloiiju Gaisma (apakdvirsrakstsSeptidas nedcias diends- tas ietvaros
katrai dienai paredzcta opera.

Berlioza simfonija izmantoti vairaki Tpadi mQzikas izteiksmes lidzekii,
kas vcrtcjami ka teatralitates izpausmes — neordinéras intervalu secibas, kas
rada parsteiguma un negaiditibas izjltu, tembrala personifikacija utt.; tagu
pati galvena teatralitates pazime ir ta, ka komponists daja opuséa darbojas
k& dramaturgs, repisors un pat interprets vienlaicigi — pada sacercta ir gan
programma (analoiija ar stastu, lugu), gan tas muzikala repija. Komponista
iztcle piedava tik krasainas skaou vizijas, ka klausitajs nevis tikai klausas
maziku, betskatasmuzikala teatra izradi, kas realizcta skaoas

Fantastiska simfonija ievada jaunu simfoniskas doméadanas tipu, kur
saturs nosaka formu (daja gadijuma, daiu skaitu), nevis formas sh¢ma pie-
prasa noteiktu saturu. Eetrdaiiba turpmak kidst nevis par normativu, bet
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gan par gadijuma paradibu, jo franéu simfonijas kopd Berlioza laikiem vispar
doming trijdaiibas tendence un tas tuvinas svitas ciklam. Literara analoiija
drizak veidosies nevis arroméanu, bet gan ar teatraliz¢tu noveli.
Turklat tematisk& un tembrala diferenciacija un personifikacija vcrd skao-
darbu lidzigu dramaturiijas panram —teatralizctam monovgstijumam.
Simfonijas daiuskaitu var salidzinatar lugas cc¢lienuskaitu, sim-
fonijas un svitasparalgles—arroména un novelesattiecibam,
savukart nenormativs skadodarba daiu skaits kilist par svarigu simfoniska
darba teatralitates pazimi (nekur nav noteikts, cik cclieniem jabadt luga!).

Jau pats simfonijas ievads veic saturisku funkciju, mdzikas tclos iedzivi-
not apreibinadanos ar opiju. Tas nav ievads &i formas posma sakotncja iz-
pratng, kad viena no ta funkcijam bija sagaidit zalc aizkavcjudos klausitajus.
Ta nav tikai norise pirms priekdkara paceldanashet gan organiska sipetiskas
darbibas sastavdaia, kas kalpo ka papildus teatrals efekts kopcja makslinie-
ciskaja vestijuma. levadsirnepieciedamas iepriekdcjas pieredzes
informativs pienesums bez kura nav iespgjams izprast visas simfonijas
(ne tikai pirmas daias!) saturu un jcgu. Dadariekdkara atvgroanascrojama
gan pirmaja daia (opija iedzerdana), gan otraja (tiek sagatavota balle un tai
raksturiga gaisotne, radits priekdstats par balles zales durvju atvgrdanos),
gan arf piektaja (raganu salidojums un saiets pirms sabata nakts oriijas).
Un ari simfonijas programma lidzinas isam sipeta aprakstam operas vai teatra
izrades anotacijas prospekta.

Pirmajadaia(Sapoi. Kaislibas. Largo. Allegro agitato e appasionato
assa) klausitajam tiek piedavata vadtcma — simfonijas varodoa miiotas tclaina
personifikacija. Lidzigi k& izradc, ta ir personépa identifikacija — tikai nevis
vizuala, bet akustiska. Do ideju talak attista Vagners savas operas, ieviesdams
vadmotivus — ne tikai personapu, bet ari priekdmetu un lietu identifikacijas zimes
Fantastiskaja simfonija miiotds vadtgcma caurvij visu skaddarbu, ta iegQst
dapéadus veidolus athilstodi varoda emocionalajai noskadai un satura kontek-
stam — glupi k& uzvelkot citu tcrpu vai uzliekot jaunu grimu. Arf tas sakotnc-
jais izklasts ir ipatncjs — melodija ir nevis liriska, bet stlraina, mokodi mekicjoda
ari pavadijums nevis glasta, bet nervozi un konvulsivpatago do sapou tclu.

Otra daia (Balle. Allegro non troppo) t¢lo balles skatu ar daudzskait-
[igiem personapiem. Atrast un samanit isto — miioto — tas ir galvenais uzde-
vums simfonijas varonim un tatad arf klausitajam.Ritenuto (palgnindjums)
rada teatralu atskatidanas un miiotds meklcdanas asociaciju — ir vida vai
nav? Vai man tikai t& izlikas un diita?

Treda daia(Skats laukos Adagio) veidota ka teatrals uzvedums ar
diviem personapiem. Jau ievada tgma risinas kanond, respektivdialoga.
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Berliozs izmanto divus lidzigus, tom¢r nedaudz atdiirigus instrumentalus
tembrus — oboju un angiu ragu; tie simboliz¢ divus ganidus vai arf viena
ganioa (kura tcla ir transformgjies simfonijas galvenais varonis — pats autors)
divas dapadas izpausmes — sapous un realitati. Teatrala saspcle veidojas gan
uz skatuves, gan aizkulis¢s. Klausitajs to dzird, bet neredz; distancctais skadas
avots spilgti vizualiz¢ negaisa skatu — vieglas dunodas tuvodanas diiet liecindm
par kadu talu procesiju. Baja daia oriiinali risinats miiotas tcls; ta paradidanas
rada satraukumu, nemieru un diskomfortu varoda un dabas idilles saplismc.
Ne velti daias koda viens noganidiem vairs dialoga neiesaistas — ta vieta
eetru timpanu partija atskan negaisu v¢stodi, klusinati draudi; varonis ir
palicis viens, bez iesp¢japiezvanit draugamun atbalstities uz vida pleca.

Ceturtaja daia(Gajiens uz soda vietu Allegretto non troppo) tclotas
plia stihijas izpausmes personali diferenccti masu skati, kas sasto-
pami gan kino (Federiko Fellini), gan teatrt (Arnolds Liniod), art Modesta
Musorgska operas Boriss Godunovs u. c.). Berlioza skaodarba vgrojama
pdia vienotiba kopiga mcria sasniegdanai — varo0a garigai un, pats galvenais,
fiziskai iznicinddanai. Rodas pamatots jautajums: ka lai attclo pdia stihiju un
haosu, ja oriestri visiem jaspclc vienlaikus, sinhrona saskaca? Maksla stihiju
un haosu vispér ieteicams atveidot Toti m¢ritiecigi un organizcti, un te nepie-
ciedama ari muzikala repija. Berliozs panak to ar tcmas monolita izklasta
reiistralu, tembralu, artikulativu un dinamisku skaldijumu. Punktctais ritma
Zimgjums raisa asociacijas ar Iizumu un papildusl¢pto rezervjuiesaistidanu
ciod, k& art masu pulccdanos un uzbrukumu, radot agresijas, haosa un histcrijas
noskaou. Daias beigés stigu picikato iezimg¢ vizualu un pat naturalu galvas
nocirdanas efektu: pa edafota kApngm strauji noripo galva — cauri vijoiu, altu,
eellu un zemo kontrabasu rindam, izraisot gaviles metéla pidaminstrumentos.
Bendes priecdjas, ka ir nocirtudi varonim galvu unteicami veikudi savus
profesionalos pienakumus. Gavilgjods, ltksmojods mapora spopumsjgls,
truls, primitivs, naivs, tieds un parada tonalas un skaokartiskas semantikas
transformacijas teatralitati— mapora iaunumgo ipadi pasvitro varooa bojaeju.

Piektaja daia(Sapnis sabata nakti Larghetto. Allegro. Allegro
assa) glisando padcmiena izteiksmiba rada mistisku ainavu, modiu pavu
asociacijas. Miiotas vadmotivate mbrala (pikolo klarnete), tematiska
(melismatika — trilleri, priekdskaodi) un ritmiska (valdveidiba) parveide
KiGst par ilustrativi teatralu kategoriju, kas iezimg¢ viena tcla dramaturiiskas
attistibas dapadas fazes un pakéapes. Pikolo klarnetes tembra izmantojums
deform¢ lirisko tclu, verootto sarkastiski komisku unradotteatralu
parspilcjumu — [ldzigi skatijumam caur palielindmo stiklu vai paspilgtinatam
propektoru un rampas izgaismojumam.
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Deitizpaupas aritematismpanriskéd un tembréala transformé-
cija (deformécija) — gan instruments (pikolo klarnete), gan valda panrs rada
vulgaritates un cinisma iespaidu (iespgjams salidzinajums ar Alfrcda Pnitkes
daiiradi, kur Iidzigu kontekstu rod estrades mizikas elementu izmantojums).
To vcl vairék paspilgtina viduslaiku gregoriska dziedajuma -Dies iraetcmas—
paradidanas, kas apliecinsemantiskas parodijasklatbtni.

Findlavcrojamaarisaturiska deformécija—Sapnis sabata naktl
parodc gan slavenas Viljama Bekspira komcdijaSapnis vasaras nakthosau-
kumu, gan tas saturisko jcgu (emocionalo gaisotni). Tadcjadi izpaupas art
stila teatralitate.

Daja pada daia sastopante atrals ilustrativisms—miroou kaulu
asociativajam attclojumam izmantots specifisks artikulacijas pad¢cmiensol
legno, kas nozim¢ spcli pa instrumenta stigdm nevis ar locida astrienafco),
bet gan ar t& koka daiu (egno).

Skaokartisk& modeia un skaokartiskas sistcmas deformacija notiek oriijas
tcmas attistiba: sékotngji ta sniegta k& diatoniska flgas tgcma ar visai konkrg-
tdm apris¢m, bet vclak transformgjas par hromatisku, netemperctu dunoou
un troksni, kas tclo sabata nakts izpriecu kulminaciju.

Simfonijas finals — liksmojods Do mapors — ataino iauno spcku uzvaru.
Tadcjadi ari skadkartas sfcra atspoguiojas mizikas materiala teatrala defor-
macija: mapors, kurd vienmgr ir simbolizgjis optimismu un apliecindjumu,
tagad iemieso faunuma un negacijas triumfu, mainot visas iepriekdcjas skao-
kartiskds semantiskas pieredzesostadnes. Mapora semantiskas nozi-
mes transformacija vai deforméacija ir spilgtsteatrals paradokss kas
[idz ar Berliozu kiGst par iedarbigu izteiksmes lidzekli daudzu nadkamo
paaudpu komponistu daiiradc (Sergeja Rahmaoinov&imfoniskas dejasu. c.).

Fantastiskaja simfonijaBerlioza meistariba izpaupas arf izcila oriestra
kolorita parvaldidana, par to liecina instrumentécijastembraléa teatra-
litate (gleznainiba, kolorits). Bis simfonijas klavierizvilkums (tapat ka citi
Berlioza darbu parlikumi) neb(t neatspoguio to maksliniecisko limeni, ko
sniedz komponista priekdteéu — Jozefa Haidna, Volfganga Amadeja Mocarta,
Ludviga van B¢thovena u. c. — partitQras, kuru kvalitativa vertiba izpaupas
ari bez konkrgta instrumentéli tembrala risindjuma. Simfonijas liriskajas
daias, otraja un tredaja, nav lietota metala pldaminstrumentamaga artilcrija,
avukart dramatiskajas daias, ceturtaja un piektaja,dard un trako visi, kas
vien uzaicinati piedalities daja nevaldamaja dizofr¢niskaja muzikéalaja norisc.

Rezumcjot analizi, secinu, ka Berlioza simfonija var saskatit dadas te-
atralas iezimes, kas raksturo mizikas saturu, sipetu un izteiksmes lidzekiu
lietojumu:
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— simfoniskais teatris;

— sipetiski v¢stodais programmatisms;

— autobiografiskums;

— simfonijas diloiiskums (diptihs);

— svitas cikliskums k& noveles dramaturiijas princips;
— simfonijas daiu anormativs skaits;

— deformécija:

— tembréla, tematiska un ritmiska transforméacija ka viena konkrcta

tcla attistibas fazes,

— skaokartiska deformacija k& konceptuala semantiskas pieredzes de-

formacija (teatrals paradokss),

— skaokartiskas sistcmas un skaokartiska modeia (mapora) deformacija

ké ilustrativisma asociativa transformacija,

— tcla deformacija k& mékslinieciska kategorija,

— saturiska deformacija ka stilistiska teatralitate;

— ilustrativisms un ar to saistita mizikas vizualizacija;

— sarkasms ka skats caur palielindmo stiklu — propektoru, rampas gaisma;

— oriestra instrumentacijas (tembrala) teatralitate k& svariga mQzikas
dramaturiijas kategorija;

— ievads k& darbibapirms priekdkara, iepriekdcjas pieredzes atklasme;

— vadtcma (vadmotivs) k& darbojodas personas akustiska identifikacijas
Zzime, tas tematisks un t¢lains portretgjums;

— tcla transformacija uz vadtcmas izmaidu un deformécijas bazes;

— teatrala repija pdia un masu skatu personalai un individualai diferen-
ciacijai;

— semantiska teatralitate kaDies irae tcmas izmantojums.

Teatralitates aspektu analizei pakiaujas ari vairaki citi skaodarbi, kuru
iztirzajumu esmu gatavs piedavat turpmakos pctijumos (Modesta Musorgska
Nakts Kailaja kalna, Izstades gleznas-cliksa Mendelszona-Bartoldi uvertira
Sapnis vasaras naktiMihaila Giinkas Eernomora mardsno operasRuslans
un Ludmila; Ludviga van B¢thovena, Sergeja Prokofjeva, Dmitrija Bosta-
koviea, Artura Onegcra simfonijas utt.). Praktiski gandriz jebkuru skaddarbu
var vertct dada kontekstd; tas tikai liecina, cik aktuala ir teatrdla domadana
komponistu jaunradg, atdiiras vien tas patsvars daiirades principu kopcja
konteksta.

Atslgcgvardi: unikalais un universéalais, makslu bltiba un pazimes, to
identifikacijas zZimes, mlzikas teatralitates izpausmes (arpusmuzikéalais mazika
mazikas klausamiba un vizualizacija jeb skatamiba), metaforiska izteiksme,
makslu paralclisms.
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Aspects of Theatricality in Music Analysis
Andris Vecumnieks

Summary

The article discusses some problems of musical education and stresses
the actuality of an universal, historically-theoretical approach in music
analysis where not only theouter layer of the composition is analysed. It
should be noted essences and features of various forms of art (music — sound,
literature —word, visual arts — colour, theatre — action on stage, viewable) as
well as interaction of music with other arts — the presence oessence®f
other arts becomes deature of the work of art. The unique is considered as
an essence and the universal as a feature.

We often see a certain connection between the sound and the word in
the Romantic music which tells a story like literature, written in sound.
Symphony compares with novel, concerto with play (Torgans 1993: 39), as
well as symphonic poem with story. We see also a relationship between the
sound and the colour in the Impressionistic music which compares with
visual art, painted in sound.

Parallels with literature are seen in some stylistic aspects:

— Romanticism — melody = sentence;

— Impressionism — motive = word;

— Expressionism — intonation = syllable;

— Pointillism — sound = letter;

— Neoclassicism — simple extended sentence returns as the basis of
construction.

Parallels with visual art are following: figurativeness has connection
with portrait, and illustrativism with landscape.

The article goes on with the concept of theatricality and interaction
between music and theatricality.

Music is a syncretic art; its independence was achieved only during the
Renaissance and Baroque period. Theatricality is found in thélood, in the
genesof music. The theatrical can be characterised as the viewable, as the
performance. Theatricality in music includes all essences borrowed from
other arts (word, colour, visual).

Visualization of music means that the composition must beseen(not
heard!) — a CD recording is not able to accomplish it. The following issues
are discussed in the article:

— programmatic music (= music + literature),
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— theatricality of programmatic and non-programmatic music,

— associative programmatic music and storyline programmatic music;
— theatricality of associative programmatic music,

— illustrative, figurative music (= music + visual art),

— viewable music, visualization (= music + theatre, theatricality of music),
— theatricality (picturesqueness + illustrative).

Theatricality of music means that sound is the essence, and viewable,
visualisation is the feature; if music is watched, itis illustrative, imaginative,
related to programme. Some definitions of theatricality within musical context
(metaphors) are observed in the article. The analysed example 8/mphonie
fantastique by Hector Berlioz.

Key words: essences and features of arts; the unique and the universal,
theatricality; viewable; visualization of music; theatricality of music; personi-
fication of themes.
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560

Déoodagaia aeadoal a éfioaioee T efaiey 6anﬂé6°|a éfiiiceoial

al edaéiaal eiacacadaeecia, ai iénoe~anéiat ioéesifaaiey e
danniciaocdeuiié ide~anoiiioe é1edd aiaeanoadiiiio e aaii-
ie+aneéio

Richard Strauss’'Salome Features of the Genre

Anna Predolyak
Summary

The subject of the article is Richard Strauss’ oper&alome which is the
final point of late Eomantic musical dramay; it took in the influence of Sym-
bolism, Naturalism, Impressionism, partly — Neo-Classicism; forestalled the
development of Expressionistic musical theatre. It inhaled idea and stylistic
peculiarities, reflecting moral and social categories of the modergpoque.

The literary base of the opera is Biblical legend, worked up as a drama
play by representative of English symbolism Oscar Wilde. HisSalomeis a
representation of English literary modern with elements of paradox aesthetics.

The composer himself defined his creation asnusical drama Many
scientists of music history offered to name it Oxpressionistic drama, mono-
drama, melodrama or scenic poem This article makes an attempt to define
the opera asdrama-mystery, for which state a lot of facts in its artistic process.

To prove this, the author of the article suggests analyzing the following
dramatic components:

— the main conflict of the opera, between two worlds: pagan and Christian;

— aspects of dramaturgy (timeless, time and space, symbolic, out-acting
and in-acting);

— the opera’s climax zones as zones of tragic catastrophe;

— the leitmotif system of the opera and continual type of symphonisation,
connected with the leitmotifs;

— symbolism of names, subjects, events, processes and figures;

— presence of rituals (Salome’s dance, death of lokanaan, carrying out
the chopped-off head of the prophet on a silver buckler, ritual monologue
and the kiss of Salome, Salome’s death) as the mystery’s components.
The features of monodrama can be clearly seen, because the image of

Salome attracts all other heroes, it subordinates them to itself in any possible

way. The idea of the feast is also disclosed through Salome’s image which is
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shown in the festal situation — this adds to it a shade of mystery. Space
atmosphere of the feast broadens from first to fourth scene and with it widens
the space atmosphere of Salome’s image: from young and beautiful girl at
the beginning of the opera, through the phases ofmorbid infatuation with
lokanaan, Salome comes to the ritual dance and then — to the climax scene,
her ritual monologue. Herod’s order to kill Salome returns the heroine to
her primary innocent state, fulfils the act of sacrifice and gives her long-
expected freedom in the new unearthly world.

At the end of the article a conclusion is given, that musical drama of
Richard StraussSalomebrings in itself the features of mystery, as that of
existential mystery, interpreted according to the Expressionistic tendencies,
which were predicted by the aesthetic of theSpoque. Here the time is pressed
up, compressed, and the space is twisted into a spiral polysyllabic plait.
Ritual detail of the victim in the context of the whole work is widened by
the composer to the layer of extreme individualism, tothemystic revela-
tion andunconscious involvementto the world of divine and demonic.

Key words: Richard Strauss, Salome, drama-mystery, symbol, ritual,
dramaturgy, system of leitmotifs.
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58148 1a. Il canto sospes@+aéi VIl +afioe (00 1-6)

N AR

58148 1b. Il canto sospestiiitaiay fa dey e idiecaiaité ay.

Q:

da al Il -anoe daniiaodeaadiial ni+eiaiey. xanou iaiefaia aey ainai-
aey a capdellalia ia+eiadony i istadadiey Tnitaiial cadéiadnioinal
ayaa, 4 1Adano ofia 61018141 cad+ao Taitadaiaiit (i8eiad 2). beoie-
+anéeé dya néeaataadony ec yéaiaiola +aotsaod oisiaio:  , , ,
of &Nl Aaéeedony 1ailadaidiil & +400830 deoie+anéed eciadaieys 2

1 2 3 5 8 13 13 8 5 3 2 1

2 3 4 5 2 3 4 5 5 5 4 5

Caanu 1ioiyiii 1aiypony & +eneeoaee, e ciaiaiaodée
3iasiainé aiagec 1l +anoe niaddseeony a Mdaolyd Eadedaéioa doiédgaia

(Stockhausen1964) & Yaefiia Adiefitaa (Adiefia 1999).
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daaioaiiié 1anfeain. O gacaiité 1aota anoda+aaony a VIl +anoe Il
canto sospesBaé ¢ 4 danfiiodaiili aled fied+ad, atnioiay nasey isi-
ataeony a iaeciaiili 4é4a 36 dag, a Of adaly éaé déoie+anéay ia-
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Qhaeesa 3.
Oeée 14di60aveé dyaa 1aeeasid
1adi6oanee dyaa lagsasia i ideioeio éaeealié aoiaié yeaiaio
Pec c Ccis e d a f h es as b g fis
0 1 4 2 9 5 11 3 8 10 7 6
P cis cis d f es b fis ¢ e a h as ¢
1 2 5 3 10 6 0 4 9 11 8 7
Pd d es fis e h g ¢cs f b c a as
2 3 6 4 11 7 1 5 10 O 9 8
Pes es e g f c as d fis h «cs b a
3 4 7 5 0 8 2 6 11 1 10 9
Pe e f as fis cis a es g c d h b
4 5 8 6 1 9 3 7 0 2 11 10
P f fis a g d b e as cs es ¢ h
5 6 9 7 2 10 4 8 1 3 0 11
) . fis g b as es h f a d e <Ccis ¢c
PiRfs 6 7 10 8 3 11 5 9 2 4 1 0
Rg g a h a e c fis b es f d cis
7 8 11 9 4 0 6 10 3 5 2 1
R as as a c b f cis g h e fis e d
8 9 0O 10 5 1 7 11 4 6 3 2
. a b cs h fis d as ¢ f g e es
9 10 1 11 6 2 8 0 5 7 4 3
Rb b h d c g e a ¢cis fis as f e
100 11 2 0 7 3 9 1 6 8 5 4
Rh h c es cis as e b d g a fis f
11 o0 3 1 8 4 10 2 7 9 6 5
RG c cis e d a f h es as b g fis
0 1 4 2 9 5 11 3 8 10 7 6
A&oidiny é IV +afioe. Algd atéi iléacail, éaé inaoivaied idoaial
ofia anaeioddaaeuiié cadéiadnioiié nadeée 1adacd ao adaiy-eioddaaéu-
itié dya, eidpueé ~enéiala atdamedied 5-10-3-8-1-6-11-4-9-2—
7-12. Adaiaii 1é eidddaae anooigaiey agy inoagiins ofita anmoiial
ayaa 1164adeyaony 1Mnaaanoall iadidoasee endiainé ~eneiaié inea-
alaaodeniinoe i iseioeio eliiedéna laceasid
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Gadeesa 4.
Il canto sospes didoacee adaiy-eidadaasuiial ayaa

a 5 10 3 8 1 6 11 4 9 2 7 12
b 10 8 6 4 2 12 5 3 1 11 9 7
as 8 4 12 3 11 7 10 6 2 5 1 9
h 4 3 7 6 5 9 8 12 11 10 2 1
3 6 9 12 10 1 4 7 5 8 11 2

c 6 12 1 7 8 2 3 9 10 4 5 11
fis 2 7 2 9 4 11 6 1 8 3 10 5
cis 7 9 11 1 3 5 12 2 4 6 8 10U
f 9 1 5 2 6 10 7 11 3 12 4 8 | &
d 1 2 10 11 12 8 9 5 6 7 3 4@
e 2 11 8 5 7 4 1 10 12 10 5 3 |°
es 11 5 4 10 9 3 2 s 7 1 12 6P
o1oiaiod

aéel 1adacti, éasealé cadé annioié naoee eiddo naié asaiy-
€i0adaacuiné aya. lineaaiea ganou aélinog oyaia (ia+e-

| .

a
Tadanoado i
caéliié eiaeéié ia

, adf
aaoaeuiinolidigeiad — ianoiyuda
e 1]

odiaie éfiiiceéoee — 70 0860080 dyaia ai addeoaéoiieée vaglal, —
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AT8UIT 1A0A6688240Y fi TUGLAIGAI AdAIAIE A cialAieol daffieaca
B354 E6efia AidsanaBorges Caéita +6aT (1943), 44516 &015Tal, ideal-
AlBA1106 & Bafifoda8s RETIES OBaAee, ca aesiad AT Aiadoe idleeaddd
52606 &74, 4 0adeea A filcaaliié cia+e0Aani dailisd i1aaseié Aiadica
Aéda Bierce) Ne6+aé ia 1ifios +ada¢ Niaeiné 56+2€1891). A 14766 6804-
32065106 i5iecadAAIYd (AT40+06 614 ASAIAIE eie6eediaal Aidieaé
Feosateas — A48T a0 dacie. A ofi+aéwed ipaifiad 0esaéeaé cad=-

iinoe, éloiaié ianeiain iiaea ~anoe Il canto sospesd éigidié Ala-

-S4

fi0aaiii & caéai+eaaaony éaidcaoa, neétgeony dada 6éiaeiay 1inoadii ia-
aloey, aaa éseé noaitagony iaidi, a netal 0adyao faia cia+aiea.

The Organisation of Rhythmic Structures
in Luigi Nono’s |l canto sospeso Some Analytical Issues

Ekaterina Okuneva
Summary

Rhythmic structures in serial music of Nono are organised on the basis
of rhythmic formant. The rhythmic formant is a unit of division of note
value (usually quarters) on certain quantity of parts. This term is applied in
German musicology, in works of Ulrich Dibelius (Dibelius 1966).

The quarter can share on two, three, four and more parts. The crushing
type causes kinds of formant: , , , etc. Theoretically any duration
is possible as the basic metric unit. In Nono’sll canto sospesq besides a
quarter, it is possible to find out even smaller unit, for example, the eighth
(VIIl movement).

The quantity of elements of rhythmic formant makes duration of a
rhythmic row. This duration can be written down as fraction: the denomi-
nator specifies number of parts, which includes in the basic metric unit, and
numerator indicates quantity of these elements. A rhythmic row by Nono
develops as a succession of durations of rhythmic formant and is expressed
by corresponding sequence of numerical fractions. Depending on how many
formants are used, itis possible to allocate two types of a row. Thenonofor-
mant type consists of durations only in one formant, that is to say, it is
estimated in one rhythmic dimension (for example, rows of movements lil,
V, VII of Il canto sospes@. The polyformant type includes the durations
belonging to miscellaneous formants. That is to say this type leans on various
rhythmic dimensions (for example, rows of movements Il, VIII).
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Fibonacci row acts as the structural determinant of rhythmic rows inll
canto sospesdonly movement VIl presents the exception because it is based
on the chromatic row of durations). Its realisation has some features. Firstly,
Nono uses not sequence, but the Fibonacci numbers as those. Secondly,
these numbers repeat causing the symmetry of rhythmic rows. The preference
is given to retrograde symmetry as in this case palindromes are formed.
From the rhythmic point of view this composition is a cycle of variations on
the Fibonacci row as a whole.

Often Il canto sospesocontains the imposition of rhythmic rows which
makes counterpoint of time layers. This phenomenon is called of th@oly-
phony of formant . The polyphony of formant displays a multidimensionality
of time at Nono. On the basis of the analysis it is possible to speak about the
polyphony of homogeneous (movement VII) and diverse formant (move-
ment V).

In Il canto sospesothe multidimensionality of time is connected also
with time-interval rows. They arise because the serial principle extends on
distance of introductions between repeating tones of all-interval twelve-tone
series. The examples of similar rows are in movements | and 1V of the com-
position.

Formation of derivative rhythmic rows is connected with such receptions
of transformation, as the rotation and the permutation. Sometimes Nono
addresses to technique of symmetric permutations, developed by Olivier
Messiaen (movement VIII), or uses such type of shift of elements which
correlates with Pohlman Mallalieu’s complex (movement 1V). The transfor-
mation of rhythmic structures is often enough carried out on the background
of pitch invariance. The tables of permutations represent matrixes of
movements inll canto sospeso The tables contain the information not only
about rhythmic sizes and their transformation, but also about succession of
rhythmic rows (movement 1V).

The composition in overwhelming majority represents the retrograde
(palindromes) forms modifying time. Time ceases to be understood as the
process directed to one line with causal logic of events, it turns back. It
canto sospes@alindrome becomes an embodimenimmobile time in which
the moment incorporates to eternity.

Key words: the avant-garde, Nono, serial music, serialism.
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The Word as a Semantic Dominant of
Georgy Sviridov’s Creative Work

Oksana Aleksandrova

Summary

The problems regarding Sviridov's style are topical for the modern art
criticism. The esthetic and art specificity of his music makes culturological
deepening of the musicological opinions about Sviridov's style urgent and
legitimate.

Sviridov gave special attention to the genres of cantata and oratorio.
He reconsiders them in comparison with the traditional types and revives
them on a qualitatively new and higher level. The world outlook and world-
view of the composer were reflected exactly in the musical compositions
that were connected with a word. Musically-poetic synthesis that had been
carried out by Sviridow, — is a new phenomenon in Russian culture. It is
notable for its newness and modernity. Coordinating musical logic with
poetry, he develops the achievements of such different figures as Wius-
sorgsky and N. Rimsky-Korsakov, F. Schubert and C. Orff.

Sviridov’s music is spiritualized with sounding of Russian word and its
sense though the composer felt and understood a word meaning either as
the musician and thinker. G. Sviridov continued in his diary records that
special type of Russian literature which was represented byhe Diary of the
Writer by F. Dostoevsky,Damned Days by I. Bunin, Our Tasks by I. llyin.

The combination of the composer’s, writer's and philosopher’s gifts
had unique expression. One of the main themes of his reflections as a phi-
losopher and musician is a problem of spirituality of the art he wrote about:
Art is the thing with which the people nourish spiritually (Nagdeaia 2002:
378).

Sviridov acts in a role of the composer-dramatist in the musical plan of
his compositions. Musical figurativeness of his vocal genres is concluded in
unusual themes of the timbre polysemantic type receiving symbolic multi-
dimensionality and allowing to reveal a great number of the subtexts. The
composer appeals to different style layers of music in all historically multi-
layered volumes. He named his compositions cantatas, meaning its certain
semantic signs which have settled in time. Today the new attitude towards
the analysis of such compositions as cantatdight Guest, It is Snowing,
Spring Cantatais necessary.
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Sviridov was excited with high esthetics and esthetic problems. His
creativity is a reflection of the great master. The composer appears before us
as the deep thinker, as a person who has his own picture of the world in his
statements which have remained in diary records, interviews, memoirs of
the contemporaries and the TV serie$/usic and Soulby N. Ryapolov. Prob-
lems of spirituality, religion, national traditions in Russian culture were
important for him throughout all life.

Sviridov’s musical compositions that were related to a word are a scale
and original phenomenon in the world musical art. In his heritage the author
carries out the suggestion of the problems of spirituality as eternal problems,
of timeless problems, of timeless type for decades forward.

The musical figurativeness of Sviridov's compositions related to the
word, is contained in unusual themes of timbre and polysemantic type. This
type receives symbolic multidimensionality which allows it to reveal many
implications. The composer appeals to different style layers of music in all
historically multilayered volumes.
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Piano Concerto-Phantasia
In the World of Edvard Grieg by Grigory Korchmar:
To the Problem of Style Modeling

Dr. habil. art. Marina Chernaya

Professor at the Herzen State Pedagogical
University of Russia, Saint-Petersburg

Svetlana Kurnosova

Aspirant, correspondent at the newspaper
“1aaaaiae+anéed Aanoe Saint-Petersburg

Grigory Korchmar ! has been the Head of Saint-Petersburg Department
of Composers’ Union of Russia since 2006. Such deep respect was paid by
his colleagues thanks to the talent and abilities shown in his activities and
work. He is for many years the Art Director of the International festival
Petersburg Musical Springas well.

The aim of the research in this article is to introduce Grigory Korchmar’'s
large-scale composition in concert genre to wide theoretical discussion and
using it in performer’s practice.

Korchmar composed a lot of music in different genres: 6 operas and
other works for the musical theatre, 4 symphonies and 2 symphoniettas,
concertos for different instruments with orchestra, vocal and choir music,
chamber and piano music, music for children, etc. Since 1965 his premiers
are successful and usually calling for a big audience.

He uses rather intellectual and modern methods never making his opuses
especially avant-guardist. In one of his interviews Korchmar saidThe first
period, just after my studying at the Conservatoire, from mid-seventies, may
be named ‘neo-newviennish’. By that time | was taken away with musical

1 Grigory Ovshievich Korchmar (born in 1947) graduated Leningrad Conserva-
toire in 1966. His teachers were: Vadim Salmanov — composition, Pavel Serebryakev
piano. During his long creative life Korchmar was combining composition with
performance (he is a pianist and clavesinist in the well-known chamber ensemble
Soloists of Saint-Petersburg. Korchmar was honored many awards, his pieces were
performed not only in Saint-Petersburg and Moscow but also in many other cultural
centers (New York, London, Berlin, Tokio, Boston, etc.) as well.

325



Mdazikas zinatne dodien: pastavigais un mainigais — V

aesthetics and technology of Schoenberg, especially — Berg, less — Webern
[..]- And about the middle of eighties a more balanced period started. My
approach usually lies close to managing practice of style modeling of musical
material belonging to different epochs(E6diifitaa 2010: 59).

Igor Strawinsky at the beginning of the 20" century was the first to
introduce in composition a special approach to playing with musical styles,
his idea was interpreted in different ways by many composers further on.
Style modeling is a widely used method of operating elements taken in far
staying styles. It may bringpolystyle or monostyle in a composition, it can
make a reconstruction of a composer’s manner as well.

Working in the trend of style modeling, Grigory Korchmar every time
makes a dialogue with the musical heritage of former times, with the com-
posers gone away... Piano Concerto-Phantasia the World of Edvard Grieg ,
piano suite In Honor of the Centenary of Arnold Schoenberg, violin concerto
Dear Sergei Sergeevichldan be mentioned in the first line. Universal style of
Korchmar’s compositions is formed by his discourses to different manners,
genres, structures, instrumental staffs, etc. Such wide specter of his interests
demonstrates free handling of genres and forms in musical space. Sometimes
his compositions are like creative disputes with composers-predecessors,
creative meditations on historical ways in musical art.

Korchmar composed two piano concertos: Concerto-Pasticcid/ozar-
tissimo (1986) and Concerto-Phantasiadn the World of Edvard Grieg (1997).
Both pieces introduce his method of style modeling. Concerto-pasticcio
introduces us to the ancient technique of making a mixture of different trends
and elements, but they are taken from styles of Wolfgang Amadeus Mozatrt,
Ludwig van Beethoven, Johannes Brahms (all three dealing in many senses
with the Classical Viennese tradition) and Johann Straus as wellin the
World of Edvard Grieg is quite different and special, evemeoclassi¢cbecause
the composer tries to follow Grieg’s imagination and to make a realmodel
of his world in romantic and modern terms.

The story of this composition shows us Norway where nowadays, in
1997, a competition on Grieg’s subjects for a Second Piano Concerto (never
finished in reality) was held. Grigory Korchmar was one of those composers
who dared to take part in this competition. He was awarded by international
judges the Second Prize.

2 Olga Kuzmenkova introduces the term ‘style modelingthat, as she writes,sum-
marizes different techniques based on style pluralism or mixture of styleg=¢liai-
é1aa 2004: 8).
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Korchmar gives his own commentsi did not add a single note to Grieg's
material, | saved it wholly! My Concerto is one-parted, its composition
consists of three fragments of unequal size going one after the other without
a break (Eodiifitaa 2010: 62).

The first fragment is namedConstruction, and the whole subject material
taken from Grieg’s notes is introduced here. The first sketch is just a beautiful
melody:

Example 1. The first sketch of the unfinished
Second Piano Concert by Edvard Grieg

A scherzo like sketch was planned by Grieg maybe for the second subject
of his future concerto (see Example 2).

The last, third sketch is the largest piece in the material left by Grieg. Its
character reminds a dance, just an Italian dance — maybe tarantella or
saltarella (see Example 3).

All three tunes are used by Korchmar inConstruction whose form bears
the function of an exposition. The tunes played one after the other show
different sides of the character hypothetically thought by Grieg.

Music of the first partition of the concerto sounds like a romantic piece
though the orchestration sometimes is very modern, strengthened according
to norms of the 20" century, going far away from the norms of the 19"
century.
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Example 2. The second sketch of the unfinished
Second Piano Concert by Edvard Grieg

The second fragment -Destruction — must be considered anti-romantic.
The main idea here is deformation of the original material, its conflict with
the orchestral masses, that, so to say, makes dirty the sounding of Grieg’s
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tunes, damages the beauty of his harmony. Its structure is similar to th€on-
struction, though the subjects are replaced. So, Korchmar uses the principle
of contra-exposition.

Example 3. The third sketch of the unfinished Second Piano Concert
by Edvard Grieg
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The final fragment (the largest in the whole structure of the concert
form and the main one after two being preliminary) is namedReconstruction.
Korchmar told in his interview: It is one of the possible variants how to
continue those subjects and on the basis of their interactions create a whole
composition in the character and genre of a one-part concerto of the Romantic
epoch, Lisztian-like, for example. | did not plan to construct this fantasy on
a principle: how could Grieg do it? For sure, he would do it in the other way!
| use a more astringent harmonic language and more compound polyphony
in comparison with Grieg’s time. Up to this, | use the orchestra of a greater
staff (especially by multiplying winds), and its color differs with that being
characteristic for Grieg’s epoch(E6diifitaa 2010: 63). The structure of the
Reconstruction gains the shape of a double set: elaboration + reprise.

The whole scheméis the following:

Construction
Moderato
Exposition
A B
Intr. FS SS + CT
No. 0 No. 1 No. 2-3 No. 4-8
4 b. 7 b. 9 b. 36 b.
Destruction

Molto moderato —Allegro molto —Molto moderato

Contra-exposition

Al Bl
Intr. FS CT, + S§
No. 0 No. 1-3 No. 4-8 No. 9
6 b. 23 b. 38 b. 7 b.

8 Abbreviations in the scheme: Intr. — introduction, FS — first subject, SS — second
subject, CT — closing theme.
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Reconstruction
Allegro vivo—Allegro moderato—Allegretto grazioso—
Allegro moderato—Allegro ma non troppo—Con moto—
Allegretto grazioso—Piu agitato—Allegro spirituoso

1st development 1st recapitulation
. Polyphonic
CT F Transitor S F
2 S y 3 episode S
No. 0-1 No. 2-6 No. 7 No. 8-11 No. 12 No. 13-14
11 b. 40 b. 7b. 42 b. 11 b. 18 b.
2t development + 2" recapitulation Coda
FS .
4 Polyph
Elements of all subjects SS+ (contr.+ © y.p onie CT
episode 8
cadence)
No. 15-16 No. 17-35 No. 36-37 No. 38-39 No.40-42 No. 43-44
(cadence)
30 b. 158 b. 17 b. 18 b. 24 b. 18 b.

Structure of the Piano Concerto-Phantasia
In the World of Edvard Grieg by Grigory Korchmar

Korchmar’s final reconstruction of Grieg’s style in the specially inter-
preted method of style modeling leads to a bright sounding forming Romantic
images in high spirit. The piano texture is romantic like as well, though
doublings sometimes make it heavy and glutinous (see Example 4).

Working on Liszt's composition model in the last fragment of the
Concerto-Phantasia Korchmar keeps far from its exact repeating but leads
elements of musical texture, syntax and composition to a new quality. One
of the features characterizing the structure of this big concert form is
formation of a large polyphonic form (Vladimir Protopopov’s term: 18101-
imfa  1965). Korchmar manages contrapuntal devices with great mastership
and brings in romantic spirit of his Concerto-Phantasia a big portion of
intellectual fest as well.
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Example 4. A final fragment (Reconstruction) from the Concerto-
Phantasialn the World of Edvard Grieg by Grigory Korchmar

Korchmar’s high professionalism is jointed with trembling attitude to
the musical material he is using. In the Concerto-Phantasitn the World of
Edvard Grieg original subjects created by Grieg really are not changed, in
any detail. Only the structure of the orchestra and its managing are modern
and the subjects are worked on in a special manner created by Gregory
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Korchmar. The title of the Concerto-Phantasia itself reminds us of the program
attitude in music. Traditions of program music lead us to romanticism and
Franz Liszt as one of the founders of program music. So a research on
transformation of Liszt's model in Korchmar’s opus can show how a modern
composer sees or rather feels the main features of Romantic music.

Maybe Edward Grieg in the beginning of the 21 century would compose
similar to Gregory Korchmar, maybe not, but really we are In the World of
Edvard Grieg listening to Korchmar’s Concerto-Phantasia.

In the World of Edvard Grieg by Korchmar was performed with great
success for the first time in Saint-Petersburg by the Symphonic Orchestra of
the Dmitry Schostakovich Philharmonic Society (Algirdas Paulavichus as a
conductor, Igor Uriash as a soloist). It took several years to get the score of
the Concerto-Phantasia ready for publishing in 2012 by theCompozitor
Publishing House —Saint-Petersbhurg Now able pianists — professional per-
formers — are welcome to enrich their repertoire with a fresh piece in concerto
genre. Its bright sounding, masterful construction, inspiring idea of style
modeling invites musicians to co-ordinate their efforts in mastering and
popularizing modern music.

Grigorija Korémara klavierkoncerts fantazija
Edvarda Griga pasaulg: dapi stila model¢cdanas aspekti

Marina Eernaja, Svetlana Kurnosova

Kopsavilkums

Grigorijs Korémars ir Krievijas Komponistu savienibas Sanktpcterburgas
nodaias vaditajs. levclot viou 6ada augsta amata, kolcii paududi cieou vioa
talantam un aktivajai radodajai darbibai.

Raksta autores uzmanibas centra ir Koremara klavierkoncerts fantazija
Edvarda Griga pasaulg Daja skaodarba izmantots mums labi pazistamais
stila model¢danas pad¢miens, ko 20. gadsimta sakuma mazikas praksc ieviesis
Igors Stravinskis. Msdienu komponisti interpretc to dapadi. Korémars sekojis
Ferenca Lista kompozicijas modelim, vienlaikus viod vairijies to tiedi atdarinat
un piediiris mlzikas faktOras, sintakses un kompozicijas elementiem jaunu
kontekstu. Kompozicijas tapdanas impulss bija Griga Otra klavierkoncerta
(respektivi, nepabeigta skaddarba) tcmu izmantojuma konkurss, kas 1997.
gada noritgja Norvciija. Starptautiska pdrija piediira otro vietu Grigorijam
Korémaram.
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Modelgjot stilu, Korémars ikreiz veido dialogu ar senéka laikmeta ma-
ziku. Lidztekus klavierkoncertam fantazijai Edvarda Griga pasaul¢deit jamin
klaviersvita Par godu Arnoldam B¢nberganun vijoikoncerts Dargais Sergej
Sergejevie!Korémara radodajam rokrakstam ir tipiski diskursi dapados stilos,
panros, struktlras, instrumentarija utt. Pladais komponista interedu loks atklgj
vida izteiksmes daudzveidibu. Vioa skaddarbi nereti lidzinas radodiem dis-
putiem ar priekdgajcjiem komponistiem, radodam meditacijam par mazikas
vestures likloéiem.

Koremara meistariba un augsta profesionalitate iet roku roka ar uzma-
nigu attieksmi pret aizgto mdzikas materialu. Griga orilinaltcmas vioa
koncerta fantazija nav mainitas. Taeu oriestra sastavs atbilst laikmetigajam
tendencgm, un tcmu attistiba norit Korémaram raksturigaja ipadaja stila.
Pats koncerta nosaukums jau apliecina programmatisku ievirzi, tatad netiedu
saikni ar romantismu un Ferencu Listu k& vienu no programmatiskas mazikas
novatoriem. Komponists intervija stastija, ka, sacerot koncertu fantaziju,
viod orientgjies uz Lista simfoniskajiem skaddarbiem (E6diifitaa 2010: 63).
Tadcjadi petijums par Lista modeia transformaciju Koremara opusa iauj
apjaust, k& misdienu komponisti redz vai, precizak, izjat romantiskas
mazikas galvenas iezimes.

Mcs nezindm, vai Edvards Grigs 21. gadsimta sakuma bltu kompongijis
[idzigi Grigorijam Korémaram, vai ari ne; taéu katra zioa, klausoties
Koremara koncertu fantaziju, m¢s esam Griga pasaulg.

Atslcgvardi: skaodarbs, koncerts fantazija, panrs, mizikas faktdra,
programmatiskd mazika, stila modelcdana.
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The Signs of Scriptural Music Composition:
Between the Changeable and the Ordinary

Mag. art. Violeta Tumasoniené

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

This article does not present the meanings of scriptural signs as symbols
that may be defined aspreciselyas meanings in dictionaries or encyclo-
paedias. Nor are scriptural signs a search for an expression of astrological
prophecies in digital or analogical formations of the language of music. They
are not imitations or personifications of a verbal text either. In this article
the scriptural signs of a word and sound chosen by the composer are perceived
as the interaction between the two components in a musical composition. It
deals with scriptural signs as the result of the latter interactions.

One of the most problematic topics of the language of modern religious
music is the meanings of formations sacralizing a musical composition as
well as symbols, archetypes, signs and their use. When speaking of symbolism,
Robert Wuthnow claimed that symbolism is the essence of culture; and
religion possesses a significant cultural dimension. Of course, the idea of a
close link between religion and culture is not new at all. Religion is expressed
through symbols. Neither does it mean that religion consists of nothing else
but culture (Wuthnow 1996: 45).

Two groups of new Lithuanian religious music creators can be distin-
guished: one of them uses excerpts of the Scripture and does not strive for
acceptingsacrumas an essential component in religious music. Others endea-
vour to sacralise the piece not only through the texts of the Holy Scripture
but also through elements of musical language. Neither of the groups has
designed a particular language or style of religious music. Despite the latter
remarks, the creators’ courage and push in search of what is religious are
astonishing. Their creative paths lead through radical and unexpected de-
cisions. If we tried to turn back to pre-modern canonical formulae in religious
music composition, we would barely find anything remaining from the past
(Arendt 1995: 231).
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A specific religious style in contemporary religious music is non-existent.
Each piece is completely different from a preceding one. Tools of musical
composition are modern and secular. One may only refer to sacred elements
or even sacralising elements, to be more precise, in the new Lithuanian reli-
gious music. It is perhaps due to this reason why | am using the term ‘new’
Lithuanian music since every new piece of religious music is literally new
and may meet the criteria of newness in music (considering the newness of
the whole rather than the style) where sacralised elements of sound, and
segments and variety of rhythm form unity that is called compositional unity
in the context of style in its conventional perception. Style dimensions can
only be sensed (and not defined) by identifying different ways of musical
formation in the context of a piece as a whole. The language of the new
biblical music of the Lithuanian composers is characterised by attempts to
combine stylistically heterogeneous elements. However, the music of the
most recent times, the so-called early modern period, was not built from
scratch but developed on a rather firm ground of the legacy of the ages gone
by. Biblical, just as secular, music of the early new period developed not in
exceptional creative conditions but in the context of the advantages and
disadvantages of post-modern society. Thus general new music development
trends did not outrun the Scripture-based music: the variety and abundance
of musical language forms interact with texts that are traditionally considered
as revelation-type or sacred. If not for the latter context, biblical music would
not be different from any other new music opus based on poetry or prose
from the written cultural heritage. Therefore, let us discuss Scripture-based
language signs in their interaction with signs of the language of music.

Scheme 1Structure — substance
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Scheme 2. The substance of signs

The Signs of a Word in the composition are as follows:

— the dimension of a man of God’s faith in the Book of Job in Job the
Loser by Vidmantas Bartulis,

— the hirth of the incarnated word in a barn in Bethlehem in Tres Dei Matris
Symphoniaefrom the Second SymphonyBethleemby Onuté Narbutaité,

— the construction of a transcendental shrine: God’s existence in a Man
according to 1 Cor 3, 16—19a in Templum Dei estisby Marius Baranauskas.

The Signs of Sound formations:

— general symbol — spiritual essence of the Annunciation in substance of
sounds;

— several seconds-long or small volume structures: moans, complaints;

— contemplation images: gliding formations, dynamic action of vowels
and consonants;

— transcendental meaningsemoveo and ratiointeraction; expression of
pain through reciting a sound;

— mystery — movements of volatile, non-specific and rapidly changing
sounds are joined together into a solid undivided mass.

The essence of a Scriptural sign is described by the following: the supra-
natural element is present in the content of a Scriptural word. It can be a
narrative on miraculous events or phenomena exceeding the powers of earthly
nature and man. Supermundane supranatural power is manifested in the
content of a Scriptural action, related to the interference by the invisible
God. The focus is on the activity of God the Son. The words of the prophets
contain supranatural, subsistential, ontic value. Scriptural action includes a
content of phenomena non-existent on earth. Scriptural words show, repre-
sent, embody the desired result achieved in ways other than physical or
mental endeavour by a man. When the remuneration is not comparable with
the one usual on earth but is exceptional, different, exceeding the man’s justice.
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Scheme 3The substance of signs in language of music

Spiritual music is not necessarily sacred music yet. Some features of
spiritual secular music are the following: contemplativity, transcendentality
(Woijtyua 1997: 229-231), repetition, meaningful (breath-taking) pauses or
minutes of silence, drawling sound and its structures, few notes. In other
words, it is music for a sophisticated ear it is pleasant music. However, this
is insufficient for sacred music. It cannot be athing in itself (according to
Immanuel Kant; cf. Kant 1787), an object of admiration. Shallow indulgence
in words is not characteristic of this music either. Biblical word cannot be
carelessly taken and used. It includes transcendental content. Contemplation
will be specified, it will have a direction and embody the text, i.e. it will
perceive the text and become its co-author. And biblical stories are not just
stories. They are revelations.

Quite often the sacralised segments or elements come from the heritage
of canonical or traditional music: chorales, litanies, and recurring structures
from Lithuanian folk music (e.g. glees). However, similarly to secular music,
numerousfragmentedformations can be seen, the abundance of which forms
the whole. Therefore, in case of contemporary Lithuanian religious music
one may speak about religious or sacred formations thasanctify the music.
The language of religious music is not recognized by solid form of a piece
but rather by the purposefulness of sacralising elements; in other words, by
the conscientiousness of the creators in using them. Therefore, we observe a
confrontation between the language of the music composed by a creator
and the languageof the Holy Scripture.
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* % %

The Signs of a Scriptural Word are present in the Vidmantas Bartulis’
oratory Job the Loser(Poor Little Man Job by www.mic.It) for mixed choir,
symphonic orchestra and five soloists, in Latin, based oThe Book of Job
from the Old Testament (2003). The composer is a wide-ranging artist who
creates a lot of various music. His strong nature found resonance in the dra-
matic story of Job with a rich intention of the orchestra as a biblical actor,
and distinct characteristics of the instruments. As the author explained, the
most challenging task while composing was expurgating the text of the Holy
Scripture; it is not a modern poet you can call and discuss with after all.
However, he maintained the priority on the text in the piece. The composer
took a long time to decide what was to remain, what was of particular
importance and what could be left out (GaidamavieiGté 2007: 92). The piece
is of great value not only due to its topic or composition decision; it is also
an expression of the creator reflecting an entire variety of modern beliefs.

Characters:

— tenor — Eliphaz (Eliphaz the Themanite, Teman);
— tenor — Eliu (Elihu the Buzite);

— bariton — Job;

— bariton — Sophar (Sophar the Naamathite);

— bass — Baldad (Baldad the Shuhite, Shuah).

The piece has no breaks, it lasts 60'24".

One of the most characteristic Signs of composing iglissando that
symbolizes irony, scepticism, and despair and becomes a very significant
sign of Scriptural text content in the piece. Syllables and separate letters in a
word are emphasized and prolonged by gliding. So is the emotion of the
idea (as something inevitable and impossible to influence and, therefore,
causing despair for a man when he feels unable to do anything himself).
Percussion symbolizes harsh, uneven, irritating, nervous fury of syncopes as
an accumulation of uncontrollable feelings and emotions that is always
organized and does not contrast with the overall emotional expression of
the musical piece. This is a Scriptural sign, the layers of which we can identify
by analysing the composition of the music.

Solo part is an expression of Job’s dialogue with God and his four friends
comforting him. Choir and a fully implemented tutti with tones gliding up
semitone by semitone and recitedjlissandotheme by mixed choir express
the characteristics of the Devil. This is yet another Scriptural sign.
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By imitating emotions of pain and loss, Bartulis achieved particularly
distinctive effect of a biblical symbol. Syllables are modified by prolonging
the tone and repeating a letter in a biblical word as well as applying dynamic
pressure of a musical sound, e.ge-r-r-r-r-e. Such expression, especially the
modification of consonants as well as that of vowels and consonants shapes
an archetype of loss, despair, and scepticism. The Scriptural sign acquires vita-
lity as a result of compositional contact between a musical sound and a word.
We can hear an even more distinctive version of such archetype whaglis-
sandoeffect is added, which provides the intonations of pain and loss with
an implication of inevitability and totality. The play of timbres of instruments
in the orchestra is not a goal in itself but rather a significant co-author in cre-
ating the biblical metaphor. We believe that classifying the timbres of the
instruments into those reflecting or even creating certain content of the musical
expression and assigning certain characteristics of characters or topics is im-
proper due to non-canonical nature of the above-mentioned musical pieces.
Signs of musical composition no longer contain specified meaning and are
deprived of the power of classical images. However we decide to assess the
values of the modern age music, we cannot distance ourselves from the post-
modern context characterized by uncertainty and fragmentation. Therefore,
particular importance is given to the creator’s ability to control the overall
structure of the musical composition as a solid material mass of sounds and
words. Here we are faced with the issue of a creator’s talent, the transcendental
aspects of which provide snippets of potential power to control different stylistic
nature and contrasting emotional origins. In a certain sense, the composer, like
a conductor of an enormous orchestra, choir and soloists, has to be able to drive
different elements of the whole into one persuasive and well-combined whole.

SCORE STUDY:
The first bars significantly expose an augmented seconld—cis and an
immediately following glissando(see Example 1).

The Job’s complaint contains a narrow-range melody (in quarters and
halves). Strings return again (Al) in incomplete B minor chord; the altos and
baritones in the choir recite b softly (pp) Satan percussit Jol{Satan a facie
Domini percussit lob. Engl. — Satan went forth from the presence of the
Lord, and struck Job with a very grievous ulcer.Job 2:7) (see Example 2).

Two texts are polyphonic recitated: two voices in a choir for each text,
as if polyphonic clashes or separatérain rails (every second one of 4). The
text changes and the musical composition and the melody remain unchanged.
Only the reciting on the first sound changes as it crawls upwards in small seconds.
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Example 1
Example 2
Example 5

341



Mdazikas zinatne dodien: pastavigais un mainigais — V

Later the choir recitesb at a non-repeating rhythm (varying rhythm,
a-b), while the strings syncopate a repeating model of a cell within the frame
of incomplete triad B minor.

In the ninth bar the choir melody shifts to reciting ¢ and the strings do
not move. Thus large second—d is formed. The contrabass is moving as if
sowing the grain like the seed of evil...cis-d—fis—d—cisis introduced.

Complete tone verticaltutti (eis omitted but c-h semitone remains). In Vin
| the intonation of a moan appears and the second and third one (it reoccurs
throughout the entire piece in various rhythmic modifications) are delicately
modified. The imitation of music written by other composers breaks into
the musical composition —a la motive of Fate in Ludwig van Beethoven’s
Symphony No. 9 (see Example 3).

The entiretutti score is filled with second-shape wails of different rhythms
and duration in different voices (choir and string parts) (see Example 4).

Example 3

Example 4

The text is repeated inAccinge (To be prepared canon throughout the
choir voices with baritones emphasizingglissandoin Job’s part, which shar-
pens the moan even more: from narrow crawling in seconds to a cry of despair
falling in a seventh and sixth. The textUmbra mortis Quarrr .. (Shadow of
Death; *suspension points mean turning the consonant or vowelyeeeeas
glissandoto nonn.. and then glissandoto innnn vullll..va morrr-tuuus-sum
illustrates a Scriptural sign of extreme pain.

The apotheosis of the Job’s complaint is the wordsGitte Domine (O,
Lord) —a gliding moan in seconds that develops into tonic third. Despairin
me sunt (are in me) until desss-perr-a-vi(irretrievable) through clenched
teeth andjumping melody until the emotional peek of the final words a glee-
like motive.
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Job’s part consists of two parts: reciting andglissando(Example 5 see
on p. 341).

The above mentionedglissandoprinciple reminds of the text in Templum
Dei Estis by Marius Baranauskas composed in syllabic manner (one note for
each syllable). However, Bartulis'glissandois not an expansion of a syllable
in a biblical Word but the creation or composition of the Word’s emotion or
its emotional content. Baranauskas creates a rationally composed emotion
by fully merging together two different spheres of artistic expression, namely,
a Word and a musical tone. The tone cuts into thebody of a Word’s letter or
syllable and expands the Word’s emotion as if by the Holy Spirit, fully and
completely identifying with it. Bartulis does not merge the Word and emotions
but he rather composes sounds thatetell and illustrate the emotion of the
impression that the creator felt; however, it is more similar to illustrating a
situation caused by the Word.

Further totality of the Scriptural sign of a moan is illustrated with varying
rhythm. The pinnacle is the minor second intonation that occurs in the clash of
fifths in flute and oboe parts. This is an expression with strengthened dynamics
it is unusual for the nature of the melodic and timbre colour of a flute and
oboe. Applying such expression in order to provide dynamics to several or
more sounds, e.g. sounds of cluster-like nature or another horizontal formation
is more characteristic of strings, percussion atutti (strong sound, interchangeably).

A new episode and a varied meter of three fourths starts the part of
Job’s friend BaldadUsquequo loqueris talia et Spiritus multiplex (How long
with thou speak these things, and how long shall the words of thy mouth be
like a strong wind? Job 8:2). Baldad’s part is a dance, consisting of fifths
with return to the lower sound or adding additional sound leading to a fifth.
A fourth and sequences of seconds are seen in the tekti tamen si diluculo
consur rexeris ad Deum et Omnipotentem fueris deprecatugY et if thou wilt
arise early to God, and wilt beseech the Almighty.Job 8:5). A static sequence
of sounds follows, jumping in intervals of fourths, fifths, sixths and sevenths.
The quartet of Job, Eliphaz, Sophar and Baldad consists of two motives.
The firstis a jump at an octave and gliding in seconds around the tone; the
second is reciting onc note.

Melodic verticals and horizontals as well as forward-moving tones in
percussion parts occur interchangeablyToni is repeated whileVerbum changes
In the text Perrr-Perrr.. Job’s part returns. A highly characteristic intonation
of a moan reminding of swinging secondsin profundis simum infernum dec-
cendent(Most go down into the depth) in turns in bass part: c—-h—c—h—h—ais—
h—ais—h—ais—h—b—a—b—a—b—a—gisaa aglissandooccurs in the bass part yet.
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Job’s cry for mercyMiseremini mei (Spare me} is illustrated total abjec-
tion. The texture of music becomes more vertical, the rhythm becomes less
varied and more static and the meter becomes more stable. A new but, from
the point of view of intonation, already familiar episode appears, namely, a
vibrafone clustere-f-as-d, against the background of which the dialogue of
Job and Sophar moves in leaps but tradition — all intonation of thirds, fourths,
and fifths is interrupted by apparently accidental seconds. The score is full
of tutti, ninth h— is lead to ¢ but the Fate motive appears immediately; in
the conversation of the quartet, more trioles, nervously jumping dotted eighth
notes are presentFate (h) again reminds the ill luck Job had to face. Further
the score becomes thicker, particularly in the parts of woodwind and brass.
Job’s part develops from recitingglissandowhen the composer does not
indicate the tones (he only writes stems and indicates the length of a note).
Quismihi tribuat ut simjuxta menses Ristinos secundum Dies..(wish that
“simjuxta Ristinos” months after Day ..): the text is tenaciously stated in
Elihu’s part, quarter notes continue into talking in syllables on half notes
and whole notes. Instrumental movementf returns to the 12-bar Epilogue
b tutti that imitates the beginning. Tile: augmented second — diminished
fourth — major third ( b—cis—f—a) shows highly significant formation of
destruction symbolizing absolutebreak down not only of a man’s physical
but also spiritual body (flute, percussion, harp, and strings).

Tonal wind-up c—es-g— indicates a new sparkle of hope. Job’s last
words Scio quia omnia potes idcirco ipse me reprehendo et ago poenitentiam
in favilla et cinere (I know that thou canst do all things. Wherefore | abhor
myself, and do penance in dust and ashes confirmed)itonfirm it .

The specific features of Bartulis’ Scriptural signs are linked not only to
emotional but also to visual aspect when clear signs are presented as arche-
types of intensive and strong feelings.

* % %

The creative path of Onuté Narbutaité is unique. She started Vilnius
cultural yearbook with an oratorio Centones meae urb{1997) and the image
of multinational Vilnius. In 2003 she composed a trilogy of symphonies for
the Mother of God Tres Dei Matris Symphoniaefor mixed choir and sym-
phonic orchestra (duration 61’) and came radically close to the motives of
the New Testament. She is an artist for whom biblical texts serve as a source
of inspiration to create; she is an artist with her own attitude towards sacrum
and profanum, which differs from the theological one.
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The texts of Tres Dei Matris Symphoniae are taken from following

sources:

— Song of Songs: 9;

— Ave Maria (biblical motive from the Annunciation by the Angel Gabriel
to the Virgin Mary : Lk 1, 26: 38; 28 — the Angel’'s addresk

— Gloria (Praise),

— Stabat Mater (biblical motive from Jn 19:25),

— St. Hildegard (the church tradition)?.

The work consists of
— Introitus,
— Angelus Domini (Angel of God): Symphonia prima(the first symphony),
— Bethleem Symphonia secundgthe second symphony),
— Mater dolorosa: Symphonia tertia (the third symphony).

The interaction between a Word and Sound in the Second Symphony
Bethleem (Engl. Bethlehen) by Onuté Narbutaité is original of its instru-
mental — nonspeechifly solution.

Trioles are combined with duoles.

Example 6

The interchange between diminished fifths and fourths creates a unique
(unstable, intangible and abstract) sound. It is even more accentuated by
timbres of a flute as well as flexible and light movements of sounds. It seems
that from wordless depths(con sordino, tutti sul ponticello by the French

1 See: Onuté Narbutaité.Works: All Works. Music Export Lithuania .
http://www.mic.lt/en/classical/persons/works/narbutaite?ref=%2Fen%?2
Fclassical%2Fpersons%2F41 (30.11.2012.)
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horn and sul tasto by the strings), does the delicatglissandoof the violins
extend a mysterious veil, like thick mist on a calm morning, before our eyes,
which listen astonished. Even the ear with the most delicate hearing would
not be able to distinguish the components of the mass of sounds ippp.
They are too gentle, unexpected and changing rapidly. Silenced, as if hoar-
sened, timbres of woodwinds and brass mix with elusive movements of the
strings and are complimented by the sounds of a harp.

In this seeming chaos each instrument follows its own melodic sequence,
which is not chaotic, it does not fall apart into promiscuous formations where
one could be able to identify dissonance of consonances and vice versa.
Nevertheless, the musical idea is presented and developed horizontally. How-
ever, vertically one can also see certain features — cluster-like formations
(tile g—dis—d /g—a—h—e—fS d (dis)—e—f-g—a—h; trombone as-glissandodEa—g—

f; timpani g@lissandoto f; clarinetto poco crescendof—-ges/gis-a/ais-h).
Glissandoare preserved, trioles are as #fvalking in narrow intervals: major
second, minor third, augmented second etc.

Thus delicate slowly changing musical character is formedGlissando
is characterised by free sequence of augmented tones, which creates conditions
for a mystical movement of masses of undefined soundsGloria, which
appears in the third bar, contains the same feature of uncertainty. Her&lo-
ria is manifested in one prolonged syllable continued in the choir part with
the sounds of instruments not vanishing but remaining in themedium, in the
whole (example:Glo- in D, 4 bars 7/8 3/4 5/8 3/4;ri-in D, 7/8 5/8 3/8 5/8
3/8 5/8 3/8 5/8 3/8 5/8 = 10 bars;ain D, 5/3/5/3 = 4 bars).

Example 7 shows the words repeated again:

Glo-ri—a in ex — cel —sis De-o0
& & E & E & & &
4t 2t 2t 3t 1t 4t 1t 1t 1t
DS A-D A-E A-D-E G-D-G
A-C-D-FisG
A-D-Fis
Example 7

Grave movement is the second phrase of angels praising Go#t in ter-
ra pax ho-mi-ni-bus bo-nae vo-lun-ta-tis.. The syllable Et soundsin three
bars; four parts in the choir are polyphonically developed even though they
seem not to be linked; however, vertically, fifths are formed in the choir’s in
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D part. From the syllablein until the end of the text the descending sequence
of major second, minor major third, perfect fourth, perfect fifth and sixth is
important. The last epizode: brief fluttering of woodwind made of light,
brief and rising (<) note sequences.

Conclusive reflection: the composer Narbutaité embodies birth as a
biblical sign through instrumental music and the angels’ song of praise and
thanks, the texts of which reminds of a Scriptural archetype due to its popu-
larity. When there is no continuous development of vocal sequence and vocal
voices appear occasionally, possibilities of composing are expanded to unli-
mited number of instrumental timbres. Subtle dynamic waves unidentifiable
with plain ear and contrasting strength of sounds pp—ff) also provide
numerous possibilities for distinctive expression; frequent change in metre
and gliding glissandoformations are perceived as Scriptural signs of uncer-
tainty and mystery.

According to Lithuanian musicologist Audroné pidraityté, The frame-
work of Narbutaité’s works, the tenacity and distinctive unity, within diversity
of its chosen elements, expresses the author’s profound connection with the
tradition of opus music (PiQraityté 2002: 153).

* kK

Another solution from the point of Scriptural word and musical tone is
seen in the work of Marius BaranauskasTemplum Dei estis(You Are God'’s
Temple). It is composed in 2010 for mixed choir of four voices (sopranos,
altos, tenors, baritones I-I1), duration 11'21".

In this piece Baranauskas used words from the Holy Scripture, New
Testament, the First letter to Corinthians, chapter 3, lines 16—19a. The texts
are in Latin (Baranauskas, 2010: title page)

The piece consists of four movements. In each movement one line from
the Holy Scripture is used. The movements have no titles.

Interaction between a Word and Sound appears as follows.

Movement |

Text in Latin: Nescitis quia templum Dei estis, et Spiritus Dei habitat in
vobis?

Text in English: Don’t you know that you are a temple of God and that
God’s Spirit lives in you?

The word Nes-ci-tis (Don‘t you know? ) covers 3.5 bars in the score, a
five-second pause with a hold of a quarter pause.
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Example 8

The example shows specific musical expression of a word, characterised
by gradual second-by-second sequence of tleesound in two directions and
return to the initial sound: a—ais-as-a. Such sequence of semitones sufficiently
clearly illustrates the emotional shade of the wordNescitis— You don’t know?,
which reflects a question and a doubt.

The word qui-a (really?) continues for 1.5 bars with the same pause as
in the first word.

Example 9

We can see the sound expanded to three sounds with each one of them
gliding in seconds in its own direction. The sound of augmented fourth and
fifth intervals is formed, which is heard like cluster-like sounds. The musical
expression of both words is characterised by horizontal structure and vertical
movements of tones.

The words Temp-lum Dei (God’s temple) last for 3.5 bars with a four-
second pause and holding. The meter changes in the following way: 4/4 5/4.
Musical pulsation is distributed between the choir voices SI-Bl and continued
on a(three times), rhythmical variations contain syncopation. The sequence
d—a (Sl1-Bl) continues hissingSHu]-SHil-SHu] without words, like a timbre
background. The note h varies in rhythm, the words Templum Dei are
repeated five times. In the end, the wordDe-i is particularly emphasized
when the soundaisis finally solved with immediate diminuendo to h. What
remains istonic major seconda—h, continued as the organs’ point.
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Example 10

The words es-tis(is in you) et (and) continue in 3 bars with a three-
second hold.

The example 11 shows the tile of the sequence of sounds as well as the
formation of augmented fourth and fifth.

Example 11

The words Spi-ri-tus De-i (God'’s Spirit) sound for five bars with a three-
second pause and holding. The wordspiritus (Spirit) is repeated five times.
The middle voices A(I-II)—T(I-Il) continue on note h that varies in rhythm
by trioles, while the side voices continue on note (SI-BII) and (SII-BI) as a
background colour SHu]-SHi]. The word De-i is emphasized againg—h
formation is solved by adiminuendo into a—c—cis formation.

The word ha-bi-tat in (lives in you) lasts for four bars followed by three
bars with the text from the beginning Nescitis quia templum Dei estis, et
Spiritus Dei habitat in vobis. This is the text from chapter 1, line 1, which is
identical to the tonic idea of the first movement.

The example 12 shows the same second-by-second sequences of the
sound a, which return to the initial tone A in different order.
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Example 12

Movement I

The words are not presented separately but the whole sentence is taken.
Text in Latin: Si quis autem templum Dei everterit, evertet illum Deus;
templum enim Dei sanctum est, quod estis vasText in English: If anyone

destroys the temple of God, God will destroy him; for God2s temple is holy,
which you are.

Example 13

From the 12" zither the following words are added: e-ver-te-rit and
e-ver-tet (are destroying and will destroy). Au-tem, temp-lum, qui-s glide
until De-i. From the 19" zither the episodeil-lum De-us begins. From the
24" zither temp-lum e-nim De-i begins and lasts tillfff. A five-second pause
with holding occurs again and performs the function of immediate shift
between two different levels of loudnessfff—ppp). And from the 35™ zither
soundssanc-tum est Deiuntil the new episodequod es-tis vos(repeated 4
times, no silence or harmonic ending).

Movement IlI

Text in Latin: Nemo se seducat; si quis videtur sapiens esse inter vos in
hoc saeculo, stultus fiat, ut sit sapiens

Text in English: Let no one deceive himself. If anyone thinks that he is
wise among you in this world, let him become a fool, that he may become wise

The movement is very linear with narrow-interval steps, slow movements
of sounds and horizontally fully filled score.
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Example 14

The statics of the sound is varied with the help of rhythm. By repeating
the words more than several times, the composer wants to emphasize the
importance of the idea. In this movement these are the wordsapiensand
seculo.
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The example 15 illustrates the vertical sound of the syllable of the word
in the choir:

Example 15

Movement IV

Text in Latin: Sapientia enim huius mundi stultitia est apud Deum

Text in English: For the wisdom of this world is foolishness with God.

In this movement the Words are covered in notes. Flexible unison melo-
dies, polyphonic plaits of sounds, subtle and clear dynamic movements the
Word'’s vowels are present. This characterises careful and highly precise phone-
tic embodiment of the word. The tremolo expression is added to the bywords
and shift from one letter to another happens in the same manner. Syllables
are vertically scatteredacross full score, e.g. the composer divides the word
Sapientia(Wisdom) to syllables and covers each of them in sounds reminding
of Baroque fioritures. Analogies with the plainsong may be seen too.

Example 16
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Vowels are included in every syllable 4, i, e, i, a example 17):

Example 17
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They are duplicated and emphasized (strengthened) by other voices in
the choir, e.g. voweleis repeated in other voices by shifting in the manner of
glissandoto the vowel i and ending the word enim with the consonant m
(Baranauskas 2010: title page, special signs). The wordsiius mundi repeat
the word Sapientiaexcept for the endingdi, which is solved in tones. Other
voices duplicate the above-mentioned vowels and consonants in a similar
manner.

The words stultitia est are identically followed by glissando(Baranauskas
2010: title page, special signs) in other voices.

The words apud Deum are characterised by the swinging of vowelsa
and u, notes of the same height are repeated in other voices as if they were
an echoof the vowels in other voices in the choir.

A fragment of Movement | from Marius Baranauskas’ Templum Dei
estisperfectly illustrates the constructivism of a biblical Word as well as the
ability of constructivism to become emotional. We can see dynamic expression
of emotionality illustrated in the dynamic scale (example 18) of the fragment
of this movement.

Example 18

We can see unigue and authentic dynamics of biblical Words. We also
see how the composer reads thisand-out ready for composition. We do not
find in the hand-out the results of chaotic subconscious but rather of an
emotion created and controlled by mind. They exceed the ordinary canon of
religious music and do not leave unanswered questions pushed to subcon-
scious. The composer Marius Baranauskas composes the image of a Scriptural
sign of a body as a temple by rationally managing the changing emotions in
a musical structure. Through the interaction of a sound and a word a new
Scriptural archetype is formed, the changing dimension of which is the
existence of the sound in the constant existence of the godly Word.
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Svcto Rakstu iedvesmoto skaodarbu iezimes:
no mainiga lidz tradicionéalajam

Violeta Tumasoniene

Kopsavilkums

Rakstéa analizcti lietuviedu laikmetigo komponistu skaodarbi, kas sacercti
perioda no 1990. lidz 2010. gadam. Uzmanibas centra ir Svcto Rakstu valodas
Zimju mijiedarbe ar mizikas valodu Vidmanta Bartuia oratorija Nelaimélis
Jobas(Neveiksminieks Tjabs 2003), Onutes Narbutaites Otraja simfonija
jauktajam korim un simfoniskajam oriestrim Betlcme (no cikla Tres Dei
Matris Symphoniae 2003) un Mariusa Baranauska kompozicija jauktajam
korim Templum Dei estis.

Uz dapadu Bibeles tekstu interpretaciju fona Vidmanta Bartuia stasts par
Tjabu tiek uztverts ka biblisks arhetips: Bibeles teksts izmantots, lai atainotu
universalu eksistencialu problgmu un tas rosinato traicdiju. Bibeles struktiras
un jcga tiek transformcta, veidojas jauna mizikas koncepcija. Svcto Rakstu
Zimes paradas nevis sava sakotngja batiba (kas bltu tradicionéla, parasta
pieeja), bet gan k& metafora, kura nav saistita ar struktiru. Tas uztveramas
k& derivativie simboli.

Raksta analizcta ari konstruktiva un emocionala elementa mijiedarbe
Mariusa Baranauska darbaTemplum Dei estis K& Svc¢to Rakstu motivu
instrumentéala iemiesojuma piemcrs aplikota Onutes Narbutaites ciklal'res
Dei Matris Symphoniae treda daiaAngelus Domini.

Gariga mizika ne vienmgr ir sakréla. Dapas iezimes, kas raksturo gariga
satura laicigo mQziku, ir kontemplativa ievirze, tieksme uz transcendenci,
liela atkartojumu loma, dompilnas pauzes vai pat veselas klusuma mindtes,
gari stieptas skaodas un skaou strukt(rras, neliels nodu skaits skaodarba. Citiem
vardiem, ta ir patikama mdzika izsmalcinataidzirdei. Tomg¢r sakralajai ma-
zikai ar 8im Tpadibam nepietiek. Ta nevar bdt, izmantojot Imanuela Kanta
piedavato jcdzienu,lieta par sevi(Kant 1787), vienkardi sajismas objekts.
Bibeles vardu nav iespcjams lietot bezr(pigi. Tas ietver transcendentalu sa-
turu. Kontemplécijai ir ta vai cita ievirze, kas Tauj, uztverot tekstu, kiGt par
ta lldzautoru. Bibeles stasti nav parasti stasti — tas ir atklasmes. Reliliska
mQzika paredz sakralo elementu mgritiecigu lietojumu vai, citiem vardiem,
sacerctaju godapratu. Tadcgjadi mgs varam verot mijiedarbi starp komponista
izmantoto mdzikas valodu un Sv¢to Rakstu valodu.

Atslcgvardi: Svctie Raksti, skadodarbs, laikmetiga mizika, zimes.
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Dapas faktlras ipatnibas
jaunakaja latviedu klaviermizika

Mag. art. Didna Zandberga
lekavas Mizikas skolas klavierspcles pedagoie

Faktdra k& plads un daudzfunkcionéls jcdziens iekiauj visus komponista
un atskaootajmakslinieka izteiksmes lidzekius — gan skaodarba struktiras,
gan satura aspektu. Komponista darbs vainagojas ar nodu teksta radidanu,
un interprets parverd to par dzivu, skanodu miziku — komponista ieceres
rekonstrukciju, savukart skaddarba fakt(ra ka starpposms koording &o pro-
cesu. Saikng ar 20. gadsimta intensivajiem meklgjumiem faktQras joméa rodas
ari jaunas teorctiskds koncepcijas. Tas aptver visas mizikas kompozicijas
tehnikas, panrus, tai skaita ari klavierm(ziku, kas daudzu komponistu daii-
radg¢ ir eksperimentala joma.

FaktOras tipi tradiciondli tiek klasificcti k& monodija/monofonija, homo-
fonija, polifonija un to mijiedarbe; taéu 20. un 21. gadsimta mQzika odis
dalijums ne vienmgr ir pamatots, jo jaunu faktdras formu ieviedana provocc
radikalas izmaioas priekdstata par mizikas izklastu kopuma.

Tadcjadi daja daudzveidigaja panorama nevar izcelt vienu galveno
tendenci, vienu biepak sastopamo faktdras tipu — mdzikas izklasta traktcjums
kiGist daudz pladéks. Jurijs Holopovs un Valcrija Cenova 20. gadsimtu trapigi
un metaforiski raksturo ka laiku, kurd ir kiuvis par tristikstod gadu vecas
62). Taja notiek visu mdzikas sistctmas elementu parvc¢rtcdana un atjaunotne,
kura skar panru sfcru, skadas traktcjumu un notéaciju, laiku, ritmu un klusuma
fenomenu, harmoniju un neapdaubami ari skaddarbu faktdru.

Mizikas auduma viendabigums vai daudzslaoainiba ir batiski vienmcr,
tomgr analizes procesé priekdplana izvirzés slada vai linijas (balss) kvalita-
tivais piepildijums. Mlsdienu mQzika kiGst aktuali jauni faktQras vertikales
strukturcdanas veidi, kas atspoguiojas ari faktlras teorija. Piemgram, Jeiena
Aleksandrova piedava klasifikaciju, kuras pamata ir faktQras reljefa un fona
attiecibu veidi — kontinualas, koordingtas vai subordingtas sistcmasA&éaé-
fnaiadiaa 1988). Poiu muzikoloie Violeta Pdeha klasificg 20. gadsimta otras
puses poiu komponistu klavierdarbu faktQru, nodalot puantilisku, linearu
un polimorfu izklastu (Przech 2004). Interesanti, ka die faktQras sistemati
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zAacijas veidi sasaucas ar faktlras linijas vai slada iespgjamajam sastavdaiam
(lineérs slanis, punktu slanis un komplekss slanis), kuras muzikoloie Tatjana
Kjuregjana mingjusi gramatasQiioey fitadaiaiiié éliiicesee  (Laikmetigas
kompozicijas teorija) nodaia par polifoniju ( Epdaayi 2007: 177).

Lai gan abas autores pievcrsudas uzmanibu tiedi 20. gadsimta otras puses
mazikai, tomgr viou piedavatie klasifikacijas modeii noder, arl analiz¢jot
citu laikmetu skaodarbus: ka linearus un kontinualus var apzimgct polifona
izklasta veidus, kas sastopami visdapadakajos v¢stures periodos, savukart
klavierm{zikéa visbiepék izmantotajai homofonajai faktQrai parasti ir kom-
plekss (polimorfs) veidojums.

Pievcroot uzmanibumGzikas izklasta attistibas tendencgm
Latvijas komponistu klavierdarbos, var izsekot, k& tajos atspo-
guiojas vesturiskie faktlras funkcion¢cdanas modeii. Lai gan latviedu akadc-
miskas klaviermidzikas pirmsakumi ietiecas 19. gadsimta otraja pusc, profe-
sionalu augstako izglitibu Latvija mdziii varcja ieg(t tikai kopd 1919. gada,
kad dibinata Latvijas Konservatorija. Pirmie latviedu komponistu klavierdarbi
ir nesaraujami saistiti ar romantisma estctiku un &1 stila tradicionalajiem
mazikas izklasta veidiem. Piemcru vidQ ir Jazepa Vitola (1863-1948), Alfrcda
Kalnioa (1879-1951), Jaoa Zalida (1884—-1943), Jckaba Graubioa (1886—
1961), Jada Medioa (1890-1966), arf Llcijas Garltas (1902—-1977), Arvida
pilinska (1905-1993), Jaoa iepida (1908-1989) un Adolfa Skultes (1909—
2000) skaodarbi. Dapos no tiem, piemg¢ram, Vitola Sonating si minora (1926)
vai Gar(tas Etid¢s Steinway ilgskadas pedalim (1936), tomgr jau jatama
saskare ar impresionistisko kolorita izsmalcinatibu. Ari citas 20. gadsimta
sadkuma jaunas vgsmas — ekspresionisms, vitalisms, neoklasicisms utt. — ir
atbalsojudas latviedu klaviermdzika. Taéu kopuma taja lidz Otrajam pasaules
karam neapdaubami domingja romantisma tendence.

Janis Torgans atzimg, ka tikai 60.—70. gados latviedu komponistu jaun-
rad¢ k& noteikts stravojums, virziens iendk mazikas valodas inovécijas, kas
saistitas ar Eiropa jau aprobctajam 20. gadsimta kompozicijas tehnikam,
jaunajiem doméadanas principiem un valodas lidzekiiem — dodekafoniju,
politonalitati, atonalitati, sonoriku, aleatoriku u. tml. (Torgans 2010: 263).

Dis pavcrsiens atspoguiojas arf klaviermdzikas faktira: Romualda Kalsona
(1936) Variacijas (1960) sastopami dodekafonijas elementi, Jada Ivanova
(1906-1983) 24 skiccjumos (1966) — politonalitate, Romualda Jermaka
(1931) Akvareiu pirmaja burtnica (1966) — dodekafonija un puantilisms,
savukart Paula Dambja (1936) Tredaja klaviersonatc (1968) — bezpedaiu
motoriska faktdra ar sonoriem elementiem; utt.
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Ari 20. gadsimta pcdgjas tris desmitgades iezimigas ar dapadam klavier-
darbu faktdras inovacijam; tajas izpaupas stilistiskas tendences, kuras zindaméa
mcré ir aktualas joprojam:

— dodekafonijas un puantilisma iezimes — Artlra Grinupa (1931-1989)

Piecos skaodarbog1974);

— sonori efekti un klasteru tehnika — Riharda Dubras (1964) cikla Atspulgu
lauskas(1989);

— aleatorikas elementi — Paula Dambja (1936) Desmit etid¢s (1983);

— minimalisma un repetitivas tehnikas iezimes — Imanta Zemzara (1951)

FaktOras (1975), Crika Edenvalda (1977)J0ras ainava(2000);

— polistilistikas elementi — Imanta ZemzaraVardavas triptiha (1973).

Diraksta ietvaros pladak pakavcdoos pie tikko ieskiccto tendenéu attistibas
un sintczesvisjaunéakaja latviedu klaviermOzik, kas tapusi
pcdcjo piecu gadu laika — kopd 2008. gada.

Pctera Vaska(1946) klavierdarba Zaié ainava (Green Scenery2008,
daia no cikla Gadalaiki), tApat ka miniatira Vasaras vakara mdzika (Music
for a Summer Evening 2009), doming repetitivs koralisks izklasts, kurd bal-
stits latviedu tautasdziesmu intonacijas. Daudzajos atkartojumos vcrojami
minimalisma fakt(rai raksturigi attistibas paogmieni. Zaias ainavasformveidg
izpaupas rondo iezimes, kas kopuma raksturigas ari vairakiem citiem kom-
ponista klavierdarbiem, piemcram, fantazijailzdegudas zemes ainav$992).
Refrgna posmos a, au. c. (1.a piemers) valda diatonika un samera vienda-
biga, lineara akordu faktOra. Tai tipisko izteiksmes sfcru atklaj Vaska vardi:
[..] vasara ir prieks, spontans paganisks priekgKlavierainavas 882012). b
un b, epizodes veidotasvienmgriga figurcta kustiba: [..] ta nav nopiautas
zales smarpa. Tas ir maigs piavas pilnziedKlavierainavas 882012). Taeu
kulminacijas posma — c¢ epizod¢ (1.b piemgrs) — doming plada diapazona
akordu izklasts, kuram zvanu koloritu piediir bass: ostincti atkartota, peda-
lizcta skada oktavas unisona ar priekdskani. Dada veida izklasts kulminacijas
posmos ir komponista individuéla stila zime, tapat ka sekojoda epizodep
(remarka Nesteidzot, ar gaidam skumjam plada diapazona (decimas intervali
abu roku partijas) koraliska faktQra; ka atzist autors, Jaou vakars man liekas
viens no gada skumjakajiem bripiem — viss ir sasniegts, m¢s ejam atkal uz
otru pusi (Klavierainavas 882012). Daudziem Vaska klavierdarbiem Rudens
klavierm(zika, 1zdegudas zemes ainavasaksturigs lirisks epilogs— koralis
k& mipibas simbols. Un, atkal komponista vardiem runajot,tomg¢r pada

1 Po un turpmék mingtos piemgrus sk. raksta pielikuma.
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darba noslgcguma atgriepas svctki — es ticu un vienmgr ticcdilavierainavas
88 2012). To apstiprina tautasdziesmasPat v¢jioi citats figurcta akordu
faktdra un majestatisks Do maporaakords nosligguma.

Arl Daces Aperane$1953) klavierdarbu cikla Divi sapoi: | Kantiga 2
Arabeska (2011, Dos Suerfios: | Cantiga Il Arabesco) izklasta vokalais
pirmsakums ir jitams visos faktdras limedos — valda dziedodas melodiskas
linijas, kas nereti dublctas oktavas un citos intervalos.

Kantigas melodika, skaokarta un improvizatoriskaja faktira doming
spaou flamenko stila elementi, piemcram, iitarspcles imitacija kapjodas
pasapas kreisas rokas partija skaddarba sdkuma un reprizes posma [e-
mgcrs). Turpreti impresioniski niansctasArabeskassmalkaja, netverami vir-
mojodaja skadu auduma izmantotas divas arabu skaokartas. levadposms
veidots minimalismam raksturiga figurativa izklasta ar paternu daudzkardiem
atkartojumiem (3. piemcrs), savukart Deciso posma figuracija apvij skumiji
aicinodas austrumnieciskas melodijas, kas bripiem sasniedz saviidoojodu,
sakapinatu izteiksmi.

Pilnigi cita tclaintba piemit ar minimalisma un repetitivas tehnikas
elementiem piesatinatajanEdgara Raginska(1984) skaddarbamMaza elek-
tronisk& mazika (2012), kas veidots ké refleksija par pc¢dcjas desmitgadcs
popularajiem elektroniskas deju mizikas panriemdrum’n’bass, technoun
dubstep kuros ritms biepi svarigaks par citiem mizikas izteiksmes lidzekiiem
melodiju un harmoniju. Eneriiski un vitali ritmi pamazam uzslaodojas cits uz
cita minimalismam raksturigaja fapveida attistiba, pakapeniski papladinas
diapazons un izklasts kiQst ritmiski arvien sarepiitéks, jo neregulari mainas
taktsmcrs; viens no piemcriem ir pirmas fazes noslgguma posms (4.a piemcrs).
Treda attistibas faze balstas uz klavieru stigu skancjumu, kas slapcts ar plaukstu
atram, ritmiskam akordu figuracijam zema reiistra; rodas interesants sonors
efekts, kas imit¢ sintctisku, elektronisku skaou. Ritms pamazam vienkardojas,
un visas faktQras balsis sinhronizgjas ceturtaja, pcdcja faz¢c House music
epizodc (4.b piemcrs).

SavukartSelgu Menci(1953), rakstot Salvadora Dali impresijas (Impres-
sions of Salvador Dali, 2011), iedvesmojudas Dali gleznas aklistodo pul-
ksteodu (relojes blandog tematiku, to vidl slavena Atmidas neatlaidiba (La
persistencia de la memorial931), kas rosina pardomas par laika ritgjuma
nenovegroamibu, telpas un laika uztveres relativitati, vairaku dimensiju vien

2 Kantiga — 13. gadsimta spaou dziedajums vienbalsiga vai unisona izklasta, biepi
veltits Jaunavai Marijai.

360



D. Zandberga. Dapas faktlras ipatnibas jaunakaja latviedu klavierm(zika

laicigu eksistenci. Vairaku atdiirigu, vienlaikus skanodu ritma un metra struk-
tOru aleatorisks uzsladojums raisa spilgtus sonorus efektus un telpisku krasai-
nibu. Tas atklajas sakumposma, kur dapados reiistros imitacijveida sasaucas
galvenas tgcmas elementi, otraja posma, kur tris atdiirigi izklasta slaoi aptver
Toti pladu diapazonu (gandriz visu klaviatru), un ar aleatoriskaja tredaja
posma, kura ritmiski vienmcrigi aleatoriskie kvadrati vienas rokas partija
kontrast¢ ar dramatiskajiem paétrinajumiem un palgninjumiem otras rokas
partija, [ldz sasniedz skaddarba vc¢rienigo kulminaciju. Peit izklasta mobili-
tates pamaté ir ierobepota aleatorika faktQras [Tmeni — vairéku faktQras Iiniju
vertikali nekoordingcti uzslaoojumi ierobepota laikposma (nodu raksta tie
fikscti t. s. aleatorajos kvadratos).

Tpadu sonoru pad¢mienu komponiste izmanto skaddarba noslgguma —
ar kreiso roku bez skaoas tiek nospiesti taustioi re, La, Rg un ka gaida
izskada aleatoriski brivas, maksimali atras pasapas pamazam izgaismojas
no virsskadam izveidots Re mapora noslgguma akords.

Ar netradicionaliem spgles paogmieniem latviedu klaviermdzika iezimigs
Santas Bud$1981) skaddarbsTransparenT (2010). Raksturojot 6o kompozi-
ciju, autore norada, ka darba nosaukums jcdzieniski un asociativi saistams
ar ko p¢c bitibas caurspidigu, bet vizuali un strukturéli ar ko atstarojodu/
spoguiveidigu, un viss opuss kopuma idejiski balstits uz vairakiem elementiem.

Pirmais no tiem saistams ar (dens dapadajam fpadibam, ta diietamo
caurspidigumu un tomgr tik dapado krasu paleti, kura tas izgaismojas
atkarib& no saules vai pilnmg¢ness gaismas intensitates.

Kompozicija veltita pianistei Dzintrai Erlihai, un tiedi ar do faktu un
mdziies vardu saistits otrs bltiskékais darba koncepcijas slanis. Batiba ta ir
mdziies varda Dzintra apspcle, to sadalot divos elementos un velkot aso-
ciativas paralcles ar katras zilbes skancjumu vai iespgjamo nozimi.

dzin-: k& zvanu skangjums, kas saistits ar rezongdanu, rezonandu un
virsskaou ieskandinadanu vai jau piemincto ideju par k&da objekta ienirdanu/
iespgjamu iemedanu Gdent.

-tr(a): k& asociacijas par trillera apzimc¢juma saisinajumu (tr~), kas lieliski
savijas ar ideju par (dens virsmas vibracijam, viidodanos, nekad nerimstodo
stavokli un kustibas momentu, un intensivas piesatinatibas specifik(Buds2010).

Skaodarbs veidots viioveida forma: attistibu [idz kulminéacijas posmam
(58.-59. t.) vieno faktlras kredendo, kuram seko diminuendo. Pirmais, maza-
kais vilnis (1.—25. t.) ietver kulmin&ciju 23. takti, bet otrais (26.—85. t.) virsotni
sashiedz 58.-59. takti. Interesanti, ka abas kulminéacijas zonas (17.-25. t.
un 49.—66. t.) rakstitas samcré tradicionala figurcta faktdra, kuru bagatina
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melodiskas linijas un sl¢pta polifonija. Tomgr visaugstaka skangjuma intensi-
tate tiek panakta, izmantojot trillerus un tremolo, tadcjadi atklajas kom-
ponistes piedavata nerimstodas kustibas koncepcija-t(a).

Tpatngji, savdabigi sonoras fakttiras mikroelementi sastopami parcjos
skaddarba posmos, kur komponiste izmantojusisp¢li pa stigam(iekdpus
klaviergm). Tie ir pad¢mieni, kuros pianista roka vai atdiirigi priekdmeti ir
tieda kontakta ar instrumenta skanodo daiu. Tadgjadi, spclgjot uz stigam vai
slapgjot skangjumu ar pirkstu spilventidoiem, plaukstam vai dapadiem priekd-
metiem, kilist pieejamas jaunas instrumenta tembralas nokrasas, tds nav
vairs saistitas ar amuriou mehaniku, kura gadsimtiem ilgi vieniga pavcra
skaoveides iespgju.

Pamatlicgjs dim spgles tehnikas veidam jau 20. gadsimta 30. gados bija
Henrijs Kauels (Cowell, 1897-1965), tomcr ipadi spilgtu konceptualitati un
krasainibu spc¢le pa stigam sasniedza Dpordpa Kram&(umb, 1929) cikla
Makrokosmoss (1972-1979). SkaodarbaTransparenT izsmalcinataja fakt(ra
komponiste m¢iinajusi atrast arvien jaunas instrumenta skangjuma iespgjas

Daja sakara jaizcei tris paocmieni, kas pladi izmantoti Krama klavier-
mazik&; to nosaukumi vien jau apliecina cita instrumenta spcles tehnikas
ietekmi. No vijoispcles aizgati picikato un flapoleti, bet no arfas spgles —
stigu glisando. SkaodarbarransparenT kontakts ar stigu paradas vairékos
veidos, radot dapadas intensitates un dinamikas skancjumu:

— picikato ar dz¢dgumiju (skaddarba sakums — uztakts);
— picikato ar pirkstgalu (67. t.);
— picikato ar zimuia galu (12. t.) — visasakais no diem picikato veidiem.

Savukart netveramais flapoletu skancjums tiek panékts, ar pirkstu
ieskandinot attiecigu taustiou un ar dz¢dgumiju (1.-10. t., 5.a piemcrs) vai
Zimuia galu (16. t., 26.-34. t.) mikrohromatiské& glisando slidot pa stigu
noradita pozicija (no stigturu galiem lidz amurioiem), k& ari fiksgjot stigu
punkta, lai iegQtu oktavas flapoletu. Lai flapoleti bGtu saklausami koncert-
atskaoojuma laika, ir nepieciedama ioti laba akustika vai arf jaizmanto mikro-
fons skaoas pastiprinadanai, citadi neb(s gaidita makslinieciska rezultata.

Turpreti mikrohromatiskie glisando pa stigam parasti ir labi dzirdami.
Pcc skancjuma dinamikas pieauguma tos var grupct éadi:

— ar pirkstu spilventiou (11. t.),
— arnagiem (38., 71.-72. 1),
— ar Zimuia metéla galu atsitoties pret metéla rami (13.-15. t.).

Tpadi interesants skancjums tiek panakts, kombingjot iepriekdminctos
paocmienus. Piemcram, 26. takti (5.b piemcrs) ta pati stiga tiek ieskandinata
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gan tradicionali — nospiepot taustiou, gan ar otru roku to raustot, gan ari

vienlaikus radot mikrohromatisku glisando — slidinot zimuli pa konkr¢to

stigu no stigturu galiem Iidz amurioiem un atpakai. Dis pad¢miens piediir
faktQrai Tfpadu izsmalcinatibu, rosinot netverama skancgjuma iespaidu.

Puantiliskas faktOras iezimes sastopamakioa Zandberga(1973) klavier-
darba Burla (2012). Bis kompozicijas mlzikas audums veidojas no ritmiski,
dinamiski un artikulativi atdiirigam konstruktivajam vienibam, kas sasaucas
un mijiedarbojas dapados reiistros (6. piemgrs), tadgjadi faktdras reljefa un
fona attiecibas kilst nebdtiskas, jo visi izklasta elementi atrodas aktivas
uztveres zona.

Ari Andra Dzenida(1978) Dorada (2010) parsteidz ar spilgtiem reiistru
un ritma kontrastiem, tembra krasu bagatibu un galcjam dinamikas grada-
cijam. P¢cc komponista vardiem, vidu iedvesmojusi spaou vitalitate un dzi-
vesprieks, kas valda daudzas Pablo Pikaso gleznas, k& arf dapadi gardas
iespaidi — ar tiem saistits ari skadodarba nosaukums, j@orada spaou valoda
apzimg¢ ne tikai fpadibas varduapzeltit, bet arf lietvardu jaras karlsa
(Zandberga 2011).

Dapos posmos faktlras komplicctiba jau rada asociacijas gaunas sarep-
iittbas stravojumu, kas izveidojas 20. gadsimta 80. gados ka stilistiska
opozicijajaunajai vienkardibaiun minimalismam. Doradas faktGru raksturo:
— mo0zikas materila — skadaugstumu, ilgumu, artikulacijas un dinamikas-

smalka strukturcéana un detalizacija; piemc¢ram, 21.—28. takti (7.a pie-

mcrs) diapazons aptver gandriz visu klaviatiru no zemakas skaoas lidz
ceturtas oktavas rebemalartikulacijas padogmieni —amplitidu no legato

[idz asamstaccatissimo sffz,savukart ritma ilgumi iekiauj astotdaias,

trioles, sedpadsmitdaias, kvintoles, sekstoles utt., turklat die ritmi sav-

starpgji uzslaoojas;

— daudzu parametru, tai skaita visa skaou diapazona amplitidas mak-
siméals izmantojums. Piemcram, tehniski arkartigi sarepiiti oktavu Iccieni
abu roku partijas (labas rokas partija katra oktava ir aizpildita ar tritonu:
107.-111. t., 7.b piemgrs) parsniedz sedu oktavu diapazonu, turklat
108. takti kreisas rokas partija vienmgrigais ritma zimgjums tiek izjaukts
ar triolcm, kuras neiekiaujas takts metriskaja dalijumé un rada kidas
iespaidu;

— metriskas sistgmas tips ar patstavigam taktsmcra maioam, kas ietver
netradicionalus un iracionalus dalfjumus attieciba pret citim skaodarba
sastopamajam ritma struktiram, piemcram, trioiu, kvartoiu, kvintoiu
un sekstoiu kombingts izmantojums 24. takti.
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Lai gan o1 skaddarba izklasts dapos posmos ir ioti komplicgts, tomer
faktdras un figuréacijas joma atklajas savdabigas novitates. Tadcjadi roman-
tisma laikmeta zime — solista virtuozitate — atgriepas jauna kvalitatg.

Lidzigu tendenci apliecina ari tradicionala, romantismam raksturiga
virtuoza faktdra veidotad Andra Vecumnieka(1964) Quasi Karmena (2010) —
spopa, aspratiga parodija par bPorpa Biz¢ operasarmenaslavenoHabaneras
tcmu, kura parsteidzodi sasaucas ar Volfganga Amadeja Mocarta Dona buana
un Cerlinas duetino melodiju (opera Dons buans), Dmitrija Dostakoviea
Piektas simfonijas findluun pat Nikolaja Rimska-Korsakova Kamenes lido-
jumu (opera Pasaka par caru Saltani.

Do populéaro tgcmu izklastam komponists izmantojis vibrgjodas faktiras
paogmienus, kuri pladéa klasta sastopami Ferenca Lista skaodarbos, tai skaita
Augstakas meistaribas etidcgEtudes d’exécution transcendante) Tpadi nr.
12 (PutenigChasse-Neigé Faktlras vibrato skaddarb&dQuasi Karmenapa-
nakts gan ar oktavu martelato sakuma un noslgguma, gan ar atram atéiiriga
diapazona figuracijam, piemcram, trijslaou figurctu faktlru 39.-48. taktf,
kur kreisas rokas partija habaneras ritma figuracija papildinata ar atru hro-
matiskads gammas viidveida kustibu, savukart labas rokas partija melodija
izklastita tremolgjodos akordos (8.a piemgrs). Savdabigs vibr¢jodas faktlras
veids ir arf no stigu instrumentu spcles paogmieniem aizgdtaiglissando
tremolo poco a poco senza metrun81.—82. taktl (8.b piemcrs). Taéu parstei-
dzodu un negaiditu kontrastu skaddarbé ienes Mocarta miizika— Dona buana
un Cerlinas duetino tgcma, kas izklastita dubultnotis; izmantots ari klasicisma
komponistiem tik raksturigais mepragu zelta gajiensiz kreisas rokas oktavu
tremolo fona (8.c piemcrs).

Analizctie skaddarbi apliecina, ka masdienu latviedu komponisti izmanto
visdapadako laikmetigo kompozicijas tehniku elementus, tapcc ir grati nodalit
fakt(ras veidus, kas biepak sastopami tiedi latviedu klavierm(zika. Protams,
var izcelt atsevidiu skaddarbu radodo risinajumu savdabibu — piemgram,
dziedodu akordu izklastu vai latviedu tautasdziesmu intonéacijas Pctera Vaska
klavierdarbos, interesantu minimalisma un repetitivas tehnikas traktgjumu
Daces Aperéanes un Edgara Raginska kompozicijas, neparasta skancjuma
meklicjumus Selgas MenceSalvadora Dali impresijasun Santas Buds darba
TransparenT, aspratigu polistilistisku kokteili Andra Vecumnieka Quasi
Karmena, tapat uzmanibu piesaista sarepiitie daudzslaoainas polimorfas
fakt(ras tipi Andra Dzenida klavierm(zika. Taeu ipadi jauzsver, ka dajos
darbos atspoguiojas 21. gadsimta mdzikas kopcja tendence — stilistiska
dapadiba un katra skaddarba individualas makslinieciskas idejas atklasme.
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Pielikums
(Nodu piemcri)

1.a piemcrs.Pcteris VasksZaia ainava (1.-8. t.)

1.b piemcrs. Pcteris VasksZaia ainava (177.—-181.t.)
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2. piemgrs. Dace Aperane. CiklsDivi sapoi : pirma daia Kantiga
(Cantiga, 1.-4.1.)

3. piemgrs. Dace Aperane. CiklsDivi sapoi : otra daia Arabeska
(Arabescq 1.-6. 1.)
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4.a piemcrs.Edgars Raginskis.Maza elektroniskd mizika
(136.—139.1.)

4.b piemcrs. Edgars Raginskis Maza elektroniska mazika
(318.-321.1.)
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5.b piemcrs. Santa BudsTransparenT (26.—28. t.)
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6. piemcrs.Janis ZandbergsBurla (27.-31. 1.)
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7.a piemcrs.Andris Dzenitis. Dorada (21.-28. t.)

7.b piemcrs. Andris Dzenitis. Dorada (107.—113. t.)
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8.a piemcrs.Andris Vecumnieks. Quasi Karmena (47.—48. t.)

8.b piemcrs. Andris Vecumnieks. Quasi Karmena (81.—85. t.)

8.c piemcrs.Andris Vecumnieks. Quasi Karmena (57.—62. t.)
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Some Textural Aspects of
the Contemporary Latvian Piano Music

Diana Zandberga

Summary

During the 20" century, all system of the musical elements are revaluated
and recovered, this process affects many spheres — the genre, notation, time
and rhythm, interpretation of the phenomenon of sound and silence, harmony
and undoubtedly — texture.

While traditional texture types are classified as monody/monophony,
homophony, polyphony and their interaction, but in music of the 20™ and
21stcentury it does not always remain important in relation to introduction
of new forms of texture. Radical and significant changes refer to the musical
language in general. Consequently, there does not exist one, the most common
type of texture, and the meaning of it becomes much wider.

For example, Russian musicologist Elena Alexandrova provides the
classification of musical texture based on the types of relationships of the
textural relief and phone — continual, coordinated and subordinated systems
(Ae&énaiasiaa 1988), while the Polish musicologist Violetta Przech classified
piano texture in works of Polish composers in second half of 2@ century as
follows: linear, pointillistic and polymorphic (Przech 2004). Interestingly,
these types of systematization of texture relate to the potential components
of textural lines or layers explained by the author of section about polyphony
and musical language Tatiana Kyureghyan in the book of theory of contem-
porary composition Qdidey fitadaiaiiié éfiiicevee  (Epdaayi 2007: 175).
They are — a linear layer, pointillistic layer and complex layer.

Despite the fact, that the authors focused their attention only on the
music of the second half of 20" century, however, those classifications are
also active in the analysis of musical texture of different historical periods.
The linear and continual textures are often used in polyphonic music, but
the most frequent type of texture in piano music — homophony is usually
complex (polymorphic) formation.

Some important aspects of musical texture reveal themselves also in
analysis of piano works by contemporary Latvian composers, written after
2008. Among them are:

— Pcteris Vasks (1946) Zaia ainava (Green Scenery2008)
— Dace Aperane (1953) Divi sapoi: | Kantiga Il Arabesko (Dos Suerfios:

| Cantiga Il Arabesco, 2011)
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— Selga Mence (1953)Salvadora Dali impresijas(Impressions of Salvador

Dali, 2010)

— Edgars Raginskis (1984) Maza elektronisk& mazika (Little Electronic

Music, 2012)

— Janis Zandbergs (1973) Burla (2012)

— Andris Dzenitis (1978), Dorada (2010)

— Santa Buds (1981)TransparenT (2010)

— Andris Vecumnieks (1964), Quasi Karmena (Quasi Carmen, 2010)

Taking into account that many contemporary Latvian composers in
their musical language are using a wide range of different elements of contem-
porary compositional techniques (as shown in the analysis of compositions),
it is difficult to talk about the types of textures, which are distinctive and
more common particularly in Latvian piano music.

Of course, it is possible to bring out original creative solutions in the
certain piano works, for example, draw attention to the singing chord texture
and features of Latvian folk song melodies, used in P¢teris Vasks piano music,
interesting elements of minimalism and repetitive technique in compositions
of Dace Aperane and Edgars Raginskis, unusual sound explorations in
Salvadora Dali impresijas(Impressionsof Salvador Dali) composed by Selga
Mence, Burla by Janis Zandbergs andlransparenT by Santa Buds, humorous
polystylistic cocktail in Quasi Carmen by Andris Vecumnieks, as well as
complex polymorphic types of multi-layered textures in Andris Dzenitis piano
music. But the key is the fact, that these works are reflected in the overall
trend of the 21t century music — stylistic diversity of each musical work and
revelation of individual artistic solutions and creative ideas.
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Skaoas dizaina tendences laikmetigas dejas izradg

Mag. paed. Inga Gaile

Latvijas KultGras akad¢mijas Latvijas KultOras
koledpas docente, Rigas Pedagoiijas un izglitibas vadibas
akadc¢mijas doktorante un lektore

V¢stures liecibas rada, ka cilvgks vienmgr tiecies muzicgt un dejiski
kustcties. Arheologu atrastie zim¢jumi uz alu sienam Tauj secinat, ka lidztekus
darba instrumentiem mdsu senéi darindjudi mizikas un ritma instrumentus,
savukart cilvcki, kuri attcloti senatnes zimgjumos, biepi fikscti dejisku kustibu
bripos. Ari kulta rituélus pavada mazika un dejiska kustiba, bet antikajas
civilizacijas mazika un deja kilst jau par mékslas veidiem. Par to liecina
antika teatra formu izpcte. Senie hellgdi sauca mizikas un dejas dievietes
vienas saknes vardos — Eiterpe (dzejas un mlzikas dieviete) un Terpsihora
(dejas un kordziedadanas dieviete).

Mazika un deja ir ciedi radniecigas makslas. No procesualitates viedokia
raugoties, tas saistitas laik&, tam ir ari kopigas saturiskas ipadibas. Klasiskaja
horeogréfija mizika palidz veidot dejas valodu un attistibu. T& nosaka tempu,
piediir horeografijai noteiktu raksturu. Mlzika un deja norisinas savstarpcja
mijiedarbg, mizikas attistiba atspoguiojas skatuves darbiba. Tradicionali
horeogréfs veido libreta pamatu un komponistam jasacer atbilstoda mizika,
vai arf jau eksistgjodai partitrai tiek radita horeogréfiska versija. MOzikai
un dejai klasiska izpratnc ir kopgja t¢lainiba, ritms, metrs, dinamikas k&pumi
un kritumi, laikmeta, vides un personapu raksturojumi, formveides kom-
ponenti.

Interesanta ir makslas pctnieka Glena Vilsona atzioa: kustiba, tapat ka
skaoa, var radit
— tiedas asociacijas (dabas, pils¢tas atmosfcra u. tml.),

— metaforiskas asociécijas (sapes, skumjas, prieks, satraukums),

— nosacijuma refleksa asociacijas starp tgmu un emocionalo pieredzi (vad-
motivi, kodi, kas paradas vairakkart) (Aéénfi 2001: 53-57, 160-164).
Attistoties laikmetigas dejas panram, mizika zaudg¢ galveno lomu dejas

veidodana. Nozimigi kilst jauni izteiksmes lidzekii iermeda valoda, dabiskas

un neizskaistinatas kustibu formas, improvizacija. Mainas kustibas un ma-
zikas attiecibas.Deja inspir¢ autora un dejotaja subjektivas mirkia izjOtas.

Tcla veidodana galvend vieta atvglcta plastiskajam risindjumam un spclei ar
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formu. Deja arvien vairak zaudg piederibu kddam noteiktam stilam, kilistot
par horeogréfiskas formas mekigcjumiem caur individa prizmy pamatoti
raksta dejas pctniece Rita Spalva (Spalva 2004: 52-53).

No vienas puses, rodas t. s. lietidia mlzika, no otras, aizsékas kvalitativi
jauns dialogs starp deju un mdziku.Ja dejas izrad¢ mazika ir spccigaka par
deju, pcc noskatidanas tu varbdt vel ilgi dungo, taéu padu deju esi jau aizmirsis
atzist dejotdja un horeografe Ramona Galkina intervija purnalamMazikas
Saule(citcts pcc: Eglite 2006: 24). M(zika iegdst filozofisku nozimi; piemc-
ram, Morisa Bepara Bejart, 1927—2007) horeografiskaja iestudcjuméaBallet
for Life (1997) Volfganga Amadeja Mocarta un britu rokgrupas Qeenmizika
traktcta k& padvcrtiba, taja atrodamas epizodesThe Show Must Go On
u. ¢.), kur kustiba ir skadai pakartots elements, midzikai ir galvena loma. Ari
Olgas bitluhinas dejas izrad¢Quick Time Player Vinéenco Bellini, Gaetano
Doniceti un Dpuzepes Verdi operarijas liek izjust mipigo vertibu nemainibu
mdsdienu dzives atraja ritma, kas atainots nedaudz ironiska farsa manierc.
Deja un mdzika tuvinas laikmetigai teatra izradei.panru izplidana, saplisme
un parkladanas ir visparcja tendence laikmetigaja makslalereti ir prakse,
ka mékslas darbu ka vienlidzigi raditaji veido mdgziii, horeografi, vizualo
makslu parstavji, norada interneta purnala Dance.lv redakcija (Dance.lv
purnala redakcija 2011: 46).

Improvizacija ka dejotaju un mdaziiu sadarbibas forma mdsdienas iedbem
arvien nozimigaku vietu. Latvijas publikai bija iespcja 2005. gada vcrot Bobiju
Makferinu ( McFerrin), kurd a cappelladziedajuméa unbeatbox tehnikéa pava-
dija brivpratigos dejotajus no publikas rindam. Mdziiis toleranti pielagoja
savu improvizaciju dejotaja izraudzitajai manierei, un tiedi vida neatkarto-
jamais sniegums arf izraisija publikas ovécijas. Raksturojot mdzikas lomu
masdienas, méakslinieks atzistMan nepatik koncentrct uzmanibu uz to, kas
atoiir dapadus mazikas veidus; mani daudz vairék interes¢ kopigais tajos
(citcts pge: Raginskis 2011: 58).

Improvizaciju ar fongmam, vardu spcli un ari skatuves darbibas dejiskus
elementus maziiu izpildijuma varcja vcrot izradg Speaking Dance ko 2006.
gada Lielbritanija iestudcjudi britu horeogréafs Dponatans BarouzsBurrows)
un itdiu komponists Mateo Fardpions (Fargion). Izradc izmantoti dapadi
skaou kodi no teksta elementiem, veidojot sp¢les un saspcles kompoziciju;
tadcjadi radita oriiindla, mdsdieniga skaou partitQra.

Olgas bitluhinas dejas kompanija eksperimentcjusi, improvizcjot kopa
ar perkusionistu Dzintaru Viksnu, pianisti Ingu Gaili un grupas Dzelzs vilks
mdziiiem. Savdabigu improvizacijas sesiju 2005. gada piedavaja Orena Tid-
lera vadita Vertigo deju kompéanija (Oren Tishler Vertigo Dance Company)
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Izracla. Taja savijas gan savstarpgja ieklausidanas un sadarbiba, gan negai-
ditas provokacijas, kas dinamizcja attistibu; audiomaterials tapa pada uzve-
duma gaita, improvizatoriski.

Padizpausmes mcrs ir tik dziid, apjomigs un nozimigs, cik un kada mcra
caur to atklajas cilvcka bdtiba, noteikti personibas aspektj raksta kultQr-
vgsturnieks Pcteris Zeile (Zeile 1987: 73). Tatad improvizacija ir uztveres
un pardzivojumu atveids. Masdienu mizikas skaou paletc stabilu vietu iedem
dapadi trokdoi, t. s. skanodie pesti, éuksti, cilvcka runa nevis k& satura at-
klasme, bet k& Tpada, makslinieciska skadas jaunrades izpausme. Mlzika
horeogréfiskos darbos javertc integrcti, dejas konteksta, tadci ta griti pa-
kiaujas tradicionalajam skaddarbu analizes metodcm.

Laikmetigaja maksla kvalitativi jauna gultng ievirzijusies horeogréafa
un komponista sadarbiba. To nosaka ne tikai laikmetigas horeografijas ipat-
nibas un attistibas tendences, bet ari jaunas vgsmas skaoas lauka. Eksperi-
menti skadas proces¢dand, semplcdana, spektralas mizikas radidana biepi
prasa ne tik daudz tradicionélas komponista prasmes, cik tehnoloiiskas zina-
danas. Didpejs k& skaodas raditajs un skaoas repisors iedem vietu uz skatuves
blakus dejotdjiem daudzos laikmetigas makslas projektos. Tiek pretstatiti
un sapludinati dapada tipa skadas avoti — mizikas instrumenta radita skada,
apkartcja pasaulg sastopama skaoda un elektroniski radita skada, kura daba
pati par sevi neeksist¢. Komponists Dpons Keidp£@age un horeogréafs Merss
Kaningems Cunningham) sacergja saviem uzvedumiem katrs atsevidii
maziku un horeografiju, tad lika to kopa un eksperimentgja ar suvercni vei-
dota materiala makslinieciskajam nejaudibam un spontanajam sakaribam.

Mdasdienas, stradajot pie skadodarba, komponistam palidz dapadas tehno-
loiijas. K& piemcru var mingt algoritmisko kompoziciju filmé Farinelli (1994),
kur datorizcti savienotas sopréna Evas Malasas-GodlevskasValas-God-
lewska) un kontrtenora Dereka LT Ragina (Ragin) balsis.

MdQziia un horeografa sadarbiba parasti horeografs nosaka mizikas
struktOru atbilstodi dejai. llgstodi veiksmigas sadarbibas piemcru vidQ ir
horeogréafes Olgas bitluhinas un grupasDzelzs vilks mQziia Jura Kaukuia
kopigie projekti. M¢s nospclgjam frazi, kas sastavgja no astooas reizes at-
kéartota melodiskad motiva. Olga palQidza to spclct v¢l astooas reizes — kopa
sanék 72!, stasta Juris Kaukulis intervija raksta autorei 2012. gada 27. aprili
(Kaukulis 2012). Radot miziku horeografiskam iestudgjumam, viod mazak
uzmanibas velta skadas modificcdanas pad¢cmieniem, piemcram, filtrcdanai,
mikrohromatikai, transpozicijai, bet vairak formai, kuru savukart spc¢cigi
ietekm¢ metroritms. Protams, ari skaokarta un instrumentéacijas savdabiba
shiedz informéaciju par vidi, identitati, veido noskadu. Horeogréfiska iestu-
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d¢juma mdzikai raksturiga izteiksmes lidzekiu ekonomija un pardomata
struktOras koncepcija.

Parasti komponistiem nepatik, ja kds iejaucas, palidz, pat dikt¢ notei-
kumus, liek bat klat m¢iindjumos, liek skatities uz to, kas notiek, ka dzimst
kustiba. Man tas ir ioti svarigi, man nepatik stradat ar gatavu materialu, ir
interesanti kopa apspriest gan dejiskas, gan muzikalas idejasatzist Olga
pitluhina (Pitluhina 2006). Vidas vadita dejas kompanija kopa ar grupu
Dzelzs vilksiestudcjusi septidas dejas izrades. To vidl ir 2004. gada tapudais
uzvedumsKad pdcei aste zied¢skurd 2012. gada atjaunots.

Izrade sékas ar ievaddaiu — Icnu elektronisko bitu. Dejotaju darbiba
ataino sadzivisku vidi. To nomaina Old piano posms (skangjums k& zemu
temperctam klavesinam) — sedu taktu periods vairakkart atkartojas ka strofu
forma. M0zikai ir galvené loma, ta mehaniski regul¢ dejotju darbibas, dejai
v¢l nav savas koncepcijas un meritiecigas virzibas. Epizode strauji partrikst;
seko minora tonalitates sempli ar stigu instrumentu kontrapunktu; uzbdvei
skaldoties, skancjums sapldst vienota kolapa un Igni izgaist. Skadas celidu
veido dejotiju a cappelladziedajums levaddaia beidzas.

Turpindjuma atklajas daltbnieku individualitate; mGzika doming skaou
impulsi, kas sniedz signalu kustibai, tatad attistibas dzinulis joprojam ir skada.
Dalibnieki aktivi reaic ar kustibam. Nakamo posmu caurvij kontemplativas
pardomas, kas tvertas jau filozofiska, nevis intuitiva limeni. Deit skadas pastip-
rindjums (ostinato posms divu periodu apjoma) paraug ekspozicijas kulmi-
nacija, kas veidota k& miziiu solo psihodcliska roka stila ar spilgtiem gaismas
dizaina efektiem. Mdzikas iespaida ari turpméko horeografisko darbibu
raksturo spcka un kustibu amplitGidas pieaugums, tempa paatrinajums. lzstra-
dajuma otraja posma skadas celiod rada priekdstatu par mistiska mepa ainam,
iztclojodam elektroniskdm skadam. Beit gan kustiba, gan mizika valda mek-
Icjumi, nenoteiktibas un apjukuma gars. Mdzikas valoda ir atonéala, ametriska
un mikrohromatiska. Filozofiskajai gaisotnei partopot emocionala, mizikas
materials sakartojas un iegulst astotdaiu kustiba, atbalstu sniedz divas harmo-
niskas funkcijas —A/E un A11#/E. To nebeidzams atkartojums rada apliecina-
juma un stabilitates izj(tu, priekdstatu par horeografiski izlidzinatu, plastiski
plOstodu kustibu ritgjumu. Maziku un kustibu caurstravo spcks un apocmiba,
skancjumu bagatinadistortion litara, pieaug dinamikas gradacija, veidojas
destruktiva harmonija, bet mizika nerod situacijas risindjumu; to turpina
meklct kustiba, kurai skadu veido padi tas izpilditaji; seko kritieni un citas
aktivas darbibas, tadcjadi radita savdabiga kritienu, cilvcka elpas un balss
skaoas kolapa. Darbiba sinhronizc¢jas dinamiska unisonda, iezimgjot nakodo
kulminaciju.

379



Mdazikas zinatne dodien: pastavigais un mainigais — V

Seko melodiski neitréls, bet ritmiski spccigdasso ostinatofragments.
Horeogréfija deit nav mlzikas pavadone, tai ir savs fraz¢jums — motivi skal-
das, lidz izgaist, sastingst. Ari mdzikas skancgjums noplok, lai gan mekicjumi
v¢l turpinds dinamiski un melodiski k&pjodas un kritodas sonoras frazgs,
taéu izstradajums beidzas ar neskaidribu un turpméaku mekicjumu gaidam.

Otré daia veidota ka reprize ar notikumu izklastu stretveida; deit doming
vadmotivu princips. Asinhronitate mijas ar sinhronu mdzikas un kustibas
attistibu, mdzika padziiina un papildina skatuviskas norises. Savukart kus-
tibas impulsi provoc¢ mizikas motivu maidu vai ari to apstadina.

Izrades muzika fikscta ari izdevniecibasJpe tuviem un taliemizdotaja
CD ieraksta (Kad plcei aste zied¢g2006).

Driz vien, 2006. gada sekoja nakama Olgas pitluhinas dejas kompanijas
izrade —Un atkal par to padu. Méakslinieciski daudzveidiga un oriiinala re-
dzcjuma ta vesti par milestibas jotam. GrupasDzelzs vilks mdziii Juris
Kaukulis un Kaspars Tobis daja iestudgjuma spclc sev neierastus instrumen-
tus — akordeonu un mandolinu. Skancjums ir viegls, kamerstila izradei atbil-
stods, savdabiga instrumentéacija nedaudz akcentc tradicionalas mazikas
nokréasu, tomgr vienlaikus divi instrumenti spcj imitct vesela oriestra tembru
paleti. Instrumenti izmantoti vispladakaja spektra — mandolinas korpuss noder
perkusiviem efektiem, sastopamas skaoas, kas atveido cilvgcka emocijas un
nav pielidzindmas muizikas instrumentu raditam, homofons skangjums mijas
ar polifonu, legatoar portamento. Bripiem m(zika atgadina m¢ma kino pava-
dijumu. Kopuma vestijums ir sirsnigs, dapviet ironisks, un smaids no skatitaju
sejam gandriz nenozd, darbiba notiek publikas emocionala komforta zona.

2006. gada tapis muzikali savdabigs, eksperimentéls dejas projek@&WV,
kas atspoguio jaunus meklgjumus dapadu makslu parstavju sadarbiba. Kon-
cepcijas autors ir fotografs Adams Rameikis Ramejkis). Vidd sagatavojis
foto slaidus un nodevis horeografei lizei Ziridai, kura to iespaida ari radijusi
horeogréfisko versiju. Dejotaju kostimi ir balta krasa, tapcc dejotdji ir sav-
veida ekréans foto projekcijam izrades laika. Savukart horeogréfisko versiju
llze Zirida nodevusi komponistei Dainai Klibiiei (tagad Molvikai), kura
foto nav redzcjusi. Mziku vioa radijusi, iedvesmojoties no dejas, un nodevusi
savu darbu rakstniecei Lailai Rolstadai Rolstad), kura nav bijusi pazistama
ar topoda iestudcjuma foto slaidiem un horeografiju. Rolstada sacercjusi
mazikas aprakstu briva literara forma un nodevusi to grafiskajai dizainerei
Jdlijai bitluhinali, kura veidojusi izrades afidu un vizuélo reklamu, iedvesmo-
joties tikai no teksta.

Projekta mcriis bija radit méakslas produktu icdi, kura katram maksli-
niekam ir zinams tikai iepriekdcjais icdes posms. Gala izrade apkopo piecus
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individuali tapudus darbus, kuri ietver dapadas makslas joma<CW pierada,
ka dada veida sadarbiba starp makslam ir iespgjama.

Jauni meklcjumi vgrojami horeogréafa Valcrija Oiehno iestudctaja izradg
Bez vadiem (2011), kas iekiauta lertrides ielas teatra repertuara. Taja
piedalas dzejnieks un tris dejotaji, kuri ne vien dejo, bet ari spc¢l¢ instrumentalo
pavadijumu; tas ir liels izaicindjums, jo ka skadas avots kalpo ari dapadi
izradg izmantotie priekdmeti. Ritma partitira izdevusies interesanta un daudz-
veidiga, un ari tas emocionalais v¢stijums sasniedz skatitajus un iedvesmo
pozitivai doméadanai.

* % %

Pctljuma apllkotie jaunie pad¢mieni skadas un kustibas attiecibu vei-
dodana, ka art mdsdienu méakslas tendenc¢cm atbilstodas sadarbibas formas
starp dapadu sfcru profesion&iiem apliecina, kesekmigéka horeogréafa
un mdziia sadarbiba veidojas, ja mlzikas autors
— prot kompongdanas prasmes savienot ar sadarbibas prasmem,

— ir atverts citiem méakslas veidiem,

— spgj improvizgt, jo daudzas lietas nakas mainit tiedi radidanas procesa,

— brivi parvalda dapadus mazikas stilus un panrus,

— spgj uztvert kustibas impulsu un to, cik intensivi skada atbalsta vai
virza kustibu,

— apliecina interesi un spcjas eksperimentct ar skadas un kusttbas impul-
siem, veidojot saspcli un formu.

MOzika laikmetigds dejas izradg¢ veido kvalitativi

jaunas koncepcijas

— pcta un attista iekdgjos impulsus,

— veido mobilas un atvgrtas formas,

— iedarbojas pcc atdiiriga dinamiska plana, veidojot augsni skatitaja
asociacijam,

— integr¢ jaunus mQzikas parametrus visos [Tmeodos,

— atspoguio kompozicijas tehniku sintczi.

KopiTgas tendences mizikas un dejas makslinieciskajas
izpausmgs ir 0adas
— tiek atmesta tiekdanas uz daiio un harmonisko ka galveno vcrtibu,
vgrojama ironija par izskaistinatibu,
— makslas darba dramaturiiju veido emocionalais diktats, nevis sipets,
— skaoa un kustiba nosaka mékslas darba struktdru,
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— visparinatas asociacijas rada skatitaju atdiirigu asociativo redz¢jumu,

— viena makslas darba ietvaros tiek sintezcti dapadi stili,

— robepas starp deju un mdziku kiGst trausléakas,

— raksturiga ir maksliniecisko izpausmiju integracija (videoprojekcijas,
dzivais mQzikas izpildijums uz dejas skatuves un otradi, kustibas un
skaodas procesc¢dana, datoriz¢ta apstrade dzivaja izpildijuma utt.),

— ironija vai diietama kilida tiek izmantota ké izteiksmes lidzeklis,

— forma ir attistibas avots un konstruktivais pamats.

Tadcjadi izkristaliz¢jas vairaki secindjumt

1) skaoas dizainatendencgs vgrojama pareja no mizikas un dejas paralclas
darbibas uz asinhronu, savstarpgji nesaskaootu darbibu,

2) mozika paspilgtina dejas valodu asociativa liment,

3) noris poliritmijas un aritmijas parametru integracija,

4) veidojas kvalitativi jauna dialoga attiecibas,

5) raksturigas ir integrativas, multimakslinieciskas improvizacijas formas.

Sound Design Trends at a Contemporary Dance Performance
Inga Gaile

Summary

As far as the research dates back, humans have always been drawn to
make music and to do dance moves. Ancient cave paintings discovered by
archaeologists show that along with work tools our ancestors would depict
the most ancient music and rhythm instrument, and the people depicted in
ancient drawings are indicative of the origins of dance-like movements. Cult
rituals were accompanied by music and dance-like movements, and in antique
civilizations music and dance became a type of art. Here one may speak of
the forms of the antique theatre. Ancient Hellenic music and dance goddesses
would be given names with the same word roots — Euterpe and Terpsichore.

Music and dance are closely tied forms of art. From a processual point
of view these are linked in time and have mutual characteristics in contents.
In classical choreography music helps create the dance language and its
development. It determines the tempo, grants choreography a certain cha-
racter. Music and dance take place in mutual interaction, and the development
of music is reflected in actions on stage. Traditionally the choreographer
determines the basis of libretto, based on which the composer has to create
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music, or choreography is created based upon an existing musical score. In
a classical sense music and dance have mutual rhythm, metre, texture, a
certain development of contents and plot, dynamic rises and falls, an atmo-
sphere characterizing a certain era, environment and the character, as well
as the form-developing components.

Just like sound, movement can create direct associations (imitation —
birds, animals), metaphoric associations (pain, sorrow, joy, excitement) and
the conditional reflex associations between a theme and an emotional
experience (leitmotifs, multiply reoccurring codes).

As the contemporary dance genre develops, music loses its determining
role in the development of dance. New means of expression within bodily
language gain significance along with natural unprettified forms of move-
ment, improvisation. The relationship between movement and music changes.

On the one hand, music becomes a usable or applied music, and on the
other hand, it gains qualitatively new dialogue relationships.

The art of dance coming closer to contemporary theatre is noticeable,
yet at the same time a blurring, fusion and overlapping of genres is observed.
This is a general tendency in contemporary art. Many times a work of art is
equally created by musicians, choreographers and representatives of visual
arts.

Nowadays improvisation as a form of cooperation between dancers
and musicians becomes increasingly significant. The Olga pitluhina dance
company has experimented by improvisation together with the percussionist
Dzintars Viksna, the pianist Inga Gaile, and the musicians form the band
Dzelzs Vilks. Oren Tishler (Oren Tishler Vertigo Dance Company, Israel)
created an unusual improvisation session in 2005. It was a blend of moments
of listening to each other and working together, as well as sudden provoca-
tions serving as dynamic factors of development.

The cooperation between choreographers and composers has found a
qualitatively new meaning. It is constituted not only by peculiarities of con-
temporary choreography and its development tendencies, but also by new
trends in the field of sound. Search and experiments in the processing and
sampling of sound, creation of spectral music often demand technological
knowledge more than composing skills. A deejay as a creator and director
of sound takes his/her place on stage next to dancers in many contemporary
art projects. Types of sound sources are being contrasted to each other and
blended together — sound created by a musical instrument, sound of the
surrounding world and electronically produced sound, which does not exist
in itself in the nature.
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Various types of art can work together, by creating a finished work,
which is constructed by influences from other types of art.

Successful cooperation between a choreographer and

musician develops if

— composing skills are subjected to cooperation skills;

— improvisation skills are observed, many things need to be changed
directly within the process of creation;

— free access to various musical styles and genres;

— the ability to perceive a movement impulse, to the extent to which an
intensive sound supports movement;

— aninterest and ability to experiment with sound and movement impulses,
to develop interplay and form.

In a contemporary dance performance music develops

qualitatively new conceptions:

— it studies and develops the inner impulses;

— it develops mobile and open forms;

— music and dance function according to a different dynamic plan, by
paving the way for the observers’ associations;

— integration of new musical parameters on all levels;

— synthesis of composition techniques.

Mutual trends within the music and dance artistic

expression trends

— striving for the beautiful and the harmonic as a value is lost. There is
irony towards prettifying;

— movement and sound as a value in the search for the origins, impulses
and the process of artistic research;

— the dramaturgy of a work of art is created by an emotional dictation,
rather than the plot;

— sound and music serve as a structure for the work of art;

— (generalized associations create a different associative view of the
observers;

— innovative tools for the creation of a rhythm score;

— combination of various styles and their synthesis within a single work
of art;

— borders between dance and music become more fragile;

— integration of artistic expressions — video projections, live music perfor-
mance and dances on stage and vice versa, painting colour on canvas
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with the help of dance, processing of music and sound within live perfor-
mances, etc.

— non-traditional venues, moving outside the stage;

— irony or mistake as a means of expression;

— form as a source of development and construct.

Conclusions

1) changes are observed within sound design tendencies — from a parallel
action between music and sound to an asynchronous, differently struc-
tured action;

2) music enhances the dance language on an associative level;

3) integration of parameters of polyrhythmic and arythmics;

4) qualitatively new dialogue relationships;

5) integrative, multi-artistic forms of improvisation.
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V. ATSKAOOTAIJMAKSLA
UN MUZIKAS PEDAGOIIJA

Dapas Volfganga Amadeja Mocarta klavierdarbu
interpretacijas problgmas

Mag. paed. Gaiina Zavadska
Daugavpils Universitates lektore

Viena no vissvarigakajam un sarepiitakajam
atskaootajmakslas problgcmam ir stila izjitas iz-
kopdana.

Aleksandrs Goldenveizers
(Odiée AeiiadiadécédR009: 55)

levads

Laikmetigo atskaootajmakslu raksturo arvien pieaugoda intelekta loma.
Viena no dis tendences izpausmc¢m ir tiece uz stilistiski adekvatu atskadoojumu,
ko daudzi ievcrojami interpreti atzist par mQziia moralo pienakumu. Taéu
vienlaikus jadem vera: mizikas atskaoojums arvien ir jaunrade. M{sdienas,
piemcram, baroka komponistu darbi skan citadi neka viou dzives laika — to
ietekmc¢ gan padas atskaootajmakslas metopu maida, gan misu dzirdes pie-
redzes bagatinddanas ar vclako laikmetu maziku.

Tadgjadi atskadotajmaksla ir skaddarba atkartota radidana un atveide,
lidzigi k& kompong¢danas jaunrade ir apkartcjas pasaules atspoguiojuma
process. Tiedi tas arl nosaka atskadotajmakslinieka darbibas radodumu.

Stils un interpretécija

Stila jcdziens mdzika ir gan estctiska, gan ar? vgsturiska kategorija.
Ludvigs Karkliod ar stilu (lat. stilus < gr. stylos irbulis rakstidanai) saprot
makslinieciskas izteiksmes lidzekiu, daiirades pao¢cmienu un tclu sistgmas
veselumu, ko nosaka satura vienotibgKarkliod 2006: 207).

386



G. Zavadska. Dapas Volfganga Amadeja Mocarta klavierdarbu interpretacijas problgmas

Dis jcdziens tadcjadi apzim¢ radodo rokrakstu, individualu mazikas
materiala izklasta manieri. Zindms, ka rokraksts ir cilvgciskds un maksli-
nieciskas individualitates izpausme, kuré atspoguiojas makslinieka personiba.

Viens no atskaootajstila pctniecibas virzieniem ir atskadotajmakslinieka
un autorteksta (t. i., interpretacijas objekta) mijattiecibu, atskaootija iz-
teiksmes lidzekiu analize. Savukart jcdzienaterpretacija (paskaidrojums,
skaidrojums) pirmsakumi rodami 19. gadsimta filosofija un estctika; vclakos
vgsturiskas attistibas posmos dis termins izplatijies dapadas makslas zinatnes
un kritikas nozargs. D1 raksta konteksta Tpadi izceiama tada interpretécijas
izpratne, kas ietver mQzikas teksta satura, stila un struktiraskaidrojumu
atskadojuma procesa.

Atskaootajpraks¢ vienmer bijusi aktuala nodu teksta problgcma. Tai ir
divi aspekti. No vienas puses, nodu tekstu varam uztvert ka sh¢cmu, kas atspo-
guio pilnigi visu un ir burtiski jaievero. Nodu teksts ir visvienkardakais skao-
darba identitates raditajs. No otras puses, atskaootajinterpretacijaulko nodu
Zimes reéla skaou plisma, kura mg¢s spgjam uztvert novirzes, kas atspoguiojas
atsevidias detaias. Katrs skaddarbs tiek intoncts un saprasts, raugoties caur
atskaootédja prizmu, turklat skaddarba un interpretacijas saplismes pakape
vienmgr ir atdiiriga. Dzirdot skaddarbu pirmoreiz, uztversim to ka maziku
tds sakotncja veida, lai gan ta ir tikai viena no interpretacijam (viens no
variantiem), ko piedava konkrcts makslinieks. Lidz ar katru nakamo klausi-
danas reizi, ipadi, ja iepazistam atdiirigas interpretacijas, arvien skaidraka
KiGst izpratne par atskaootadjmakslinieka individualitati. Pakapeniski skao-
darbs klausitaja apzioa atbrivojas no saiknes ar kadu atsevidiu atskadojuma
modeli un izkristaliz¢jas galvenas, bitiskas pazimes, kas veido skaddarba
invariantu, nodrodinot ta identitati, kas tiek saglabata jebkuré interpretacija.

Samcra jauns virziens atskadotajmékslas vesturg ir skaddarba autentiska
interpretacija. Ar do jcdzienu saprotama t. s.objektiva interpretacija, kas
athilst skaddarba radanas laikmeta muzic¢cdanas prakses tradicijam. Tiece
uz autentisku atskadojumu rosina dziiak pctit kompozicijas tapdanas vgstu-
riskos priekonoteikumus, autora dzivi un daiiradi, ta tuvina priekdnesumu
pirmatskadojuma apstakiiem (tiek izmantoti senie instrumenti). Tomgr
autentiskas interpretacijas konteksta mazinas atskaootajmakslinieka radoda
loma, personiskas lidzradidanas nozime. Izcili atskadotajmakslinieki ar stilam
atbilstodu atskadojumu saprot pirmam kartam komponista neatkartojamas
tclu pasaules atklasmi, saudzigi un precizi atveidojot autortekstu.

Pazistama mdzikas teorctiia Teodora Adorno ieskat, stilistiski patiesa
un saturiska skaddarba interpretacija, kas atspoguiotu sacercdanas laika garu
un atskadojuma tradicijas, nav iesp¢jama. Adorno uzsver, ka saturs, ko tiecas
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atspoguiot interpretacija, realitatc ir mainijies. Tomcr atskadotajmaksli-
niekam ir tiesibas realiz¢t[..] to, ko vgsturiskos apstakios viod apgdst ka
skaodarba aktuélu patiesumu,— apgdst, nevis abstrakti refleksgjot, bet iz-
protot vesturiski transformeta materiala aktualo saturu (A&idit  1999: 237).
Lidzigs viedoklis ir arf izcilajam senas mizikas atskadotajam Aleksejam lubi-
movam: Ciktal athilst “orilindlam” autentiska atskadojuma emocionalais
aspekts? Daja gadijuma var runat tikai par tuvinddanos 18. gadsimta instru-
mentalajam stilam (Epaéiia 2007: 49). Visas &is atzioas apliecina, ka skao-
darba radodas izpratnes (interpretacijas) problgma ir patiesi aktuéla.

Skaodarba stilistiski adekvéts atskadoojums ietver:

— precizu autorteksta atspoguiojumu;

— idejas izpratni un atveidi;

— personisku (radodu) attieksmi pret mizikas tekstu;

— atskadojama darba kult(ras un vgstures konteksta parzinadanu.

Pctot izcilu atskadotajmakslinieku veiktas interpretacijas, izkristaliz¢jas
vairakas autorteksta un atskadojuma mijattiecibu likumsakaribas. Skadodarba
iestud¢danas procesa makslinieki parasti koncentrgjas nevis uz skanisko tetu
paraugu (etalonu), bet gan uz nodu teksta apguvi. Dada pieeja gandriz vienmgr
sniedz kadu jaunatklasmi. Attirot autortekstu no velaku laikmetu uzsladojumiem,
atskaootdjs glst parliecibu par teksta apguves procesa bezgalibu. Tas neb(t ne-
traucg veidot pabeigtu interpretaciju, kas var mainities atskadotajdarbibas procesa.

Jebkuru talantigu skaddarbu raksturo ta vai cita mazikas ideja un oriiina-
litate, novitate. To izpratne un atklasme saikng ar atbilstodiem atskadojuma pa-
ocmieniem arf ir stilistiski adekvatas (patiesas) interpretacijas priekdnoteikums.

Ar personisku (radodu) attieksmi pret mizikas tekstu jasaprot atska-
0ojuma izteiksmes lidzekiu kopums, kas aptver dadas jomas:

— skaoveide (inton¢dana);
— skangjuma dinamika;

— mdzikas temps un ritms;
— atskaootajagoiika;

— artikulacija;

— pedalizécija; u. c.

Interpreta izteiksmes lidzekiu arsenalam piemit noteiktas ipatnibas.
Atskaootdjinton¢cdanas bitiska iezime irimprovizacija. Smalkakas intonativas
nianses, agoiikas, dinamikas un tempa novirzes, visdapadakie skaoveides
paocmieni, kas neatspoguiojas nodu raksta, Kilist par atskadotaja izteiksmes
[idzekiu kopumu, kas papildina komponista mdzikas valodu. Reélais skanc-
jums —tas ir tikai un vienigi interpreta piedavatais. Kaut ari augstuma, ritma
un dinamikas aspektus ta vai citadi nosaka autors, tomcr skancjuma kvalitate
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visnotai atkariga no atskadotaja. Viena un ta pati skada viena un ta pada
instrumenta izpildijuma dapadas interpretacijas var skanct atdiirigi — atkariba
no skadveides pad¢cmiena un intonativa konteksta. Skaistuma kritcrijs ir
skancjuma atbilstiba mékslinieciska tcla bdtibai. MOzikas t¢laina satura un
emocionalas attistibas atklasme atkariga no atskadotajmakslinieka intonc-
danas manieres, vida radodas individualitates, veriguma muizikas uztverg.
Tadci pastav daudzi atskadojuma varianti, ko nosaka pada skaddarba satura
dapadas iespcjamas izpratnes. Pat viens un tas pats atskadotajmakslinieks
dzives gaita var spclct skaddarbu atdiirigi. Izcilais kanadiedu pianists Glens
Gulds atzinis, ka spcj piedavat vairékas Ludviga van Bc¢thovena sonates
interpretacijas viena skaoieraksta laika, tomgr pianists nekad nav apgalvojis,
ka autentiska interpretacija ir vida padmcriis (Epagita 2007: 45).

Interesantas dai sakara ir ar krievu pianista Pjotra Medéaodinova domas.
Viod norada, ka komponisti un atskadotajmakslinieki tira veida nepastav.
Jau sacercdanas procesa, atspoguiojot tekstu uz papira, komponists “atskado”
to. Tas pats notiek ari katra ndkamaja interpretacija, kas ietver k& oriiinal-
kompoziciju, ta arf pada miziia — atskadojuma arhitekta — ieceri(lata-
jeifa 2007: 152).

Volfganga Amadeja Mocarta klavierdarbu interpretacijas Tpatnibas

MUasdienu atskaootajmakslinieku repertuara ipada vieta atvglcta Volfganga
Amadeja Mocarta darbiem. Lidzigi Jozefam Haidnam un Ludvigam van
Bcthovenam dis komponistggodavietu sava daiiradg ieradijis instrumental-
m{zikai. Vidoa kompozicijas meistariba bijusi paraugs nakamajam paaudzgm.

Pazistamais krievu diplomats un maziiis Georgijs Eiéerins gramata par
Mocartu paup zimigu atziou: vida mazika ir arkartigi sarepiita, jo, nerau-
goties uz argju vienkardibu, tai piemit dziia koncentréacija, kas arf apgritina
tas izpratni (xe+adei 1979). Savukart ievgrojama klavesiniste Vanda Landovska
raksta: “[..] mums stasta par Mocarta skaidribu un Haidna vai Kupergna
vienkardibu. Bet vienkardiba nenozim¢ nabadzibu un nevgribu! Kad mgs
rungjam par “Mocarta skaidribu”, tad saprotam ar to vioa spalvas nevaino-
jamo, kristalskaidro rakstu, nedomajot, ko tiedi paup vioa mazika. Mocarta
mQzika pat tad, kad to caurvij milas jutekliskums, vienmgr saglaba tiribu.

Mocarta izcila personiba nav mgrama ar ierastu mgrauklu. Bim kompo-
nistam piemita aristokratiska muzikala domadana, izsmalcinata gaume, viod

(23.04.2012.)
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necieta Ictus efektus, neprecizitates, nepilnigu tehniku. Badi Mocarta perso-
nibu raksturojis Hermanis Aberts (A44301978: 23).

Pievcrdoties Mocarta instrumentalmdzikas emocionali tclainajam aspek-
tam, interpretam bQtu japatur prata, ka Mocarts ir arf ievgrojams operkom-
ponists. Atslcga vida klavierdarbu satura izpratnei mekicjama vidoa pada
operas. Mocarta sacergjumu, tai skaita sonadu, raksturigaka fpatniba ir tcmu
daudzveidiba. K& pamatoti norada Aleksandrs Aleksejevsyines klasiiiem
makslinieciskas pasauluztveres harmonija vienojas ar pastiprinatu interesi
par dzives paradibu atainojumu to pretrunas un kontrastogAé&éna&a 995:
34). Straujas izmaidas mizikas rakstura (sonates ekspozicijas robepas) liek
ari interpretam veidot elastigas parejas no vienas tclu sfcras uz citu, krasi
mainit izteiksmi un pianistiskos lidzekius.

Daudzas komponista klavierdarbu tcmas viegli personificcjamas ar
opervarodiem — Figaro, Suzannu, Papageno, Donu buanu. Atskadotajam
japrot teatrali iemiesoties tclamainit dekoréacijas (pckdodi paversieni faktlras,
dinamikas, reiistra joma). Mocarta mQzika katram elementam — neparastai
harmonijai vai sfefektam —ir sava nozime. Un, protams, katram komponis-
tam ir raksturigs savs t¢lu, tcmu, emociju kopums. Lai gan Mocarta klavier-
darbos doming gaido, priecigo, skaidro izjatu skala, tom¢r sastopamas arf
nemierigas, trauksmainas noskadas, atturigums un viedums spriedumos. Tads
ir Mocarts — izcila, neizzinata mikla.

Komponista stila izpratnes viengabalainiba paredz vesturiski atbilstigu
atskaoojuma lidzekiu mekigjumu, fpadu uzmanibu veltot dadiem interpre-
tacijas aspektiem:

— artikulacijai;
— dinamikai;
— tempam;

— pedalizacijai;
— melisméatikai.

18. gadsimté artikulacija bija viens no galvenajiem izteiksmes lidzekiiem.
Nav nejaudiba, ka dis vgstures periods tiek devcts partikulacijas zelta laik-
metu (A88é114a41995). K4 atzinudi Eva un Pauls Baduras-Bkodas, 2@ad-
simta 30. gados skaodarbi péarsvara tika atskaooti legato (Badura-Scoda
1957: 64). Mlsdienas veidojas jaunas tradicijas, kas tuvinas Mocarta laikme-
tam. Pianisti 8f komponista pasapas spclc lielakoties stakato (vpoco legato).
Tomcr atkariba no mizikas rakstura iespgjams arf legato, kas asocicgjas ar
plUstodu solodziedajumu. P¢cc Nadepdas Golubovskas domam, svariga iezime
Mocarta klaviermQzikas interpretacija ir biepa ligu maida dziedajumu vietas
(Reoaianéeay 2003: 70).
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Artikulacija ir saistita ar ritmu un metru. Zindms, ka Mocarts nekad
neizmantoja frazcjuma ligas, jo vioa laikd 6adi noradijumi atskadotajmak-
sliniekam tika uzskatiti par liekiem un pat pazemojodiem. Tomcr siko ligu
lietojums Mocarta klavierdarbu interpretacija ir vgsturiski atbilstigs. D1 dtriha
pirmsékumi meklicjami stigu instrumentu atskaodotajpraksc. Aleksandrs
Goldenveizers uzsver, ka batiski, lai spcle bltu ritmiski skaidri organizcta;
pats Mocarts uzskatija to par méakslinieciska atskadojuma galveno priekd-
noteikumu. Ne mazak svarigas ir elastigas, plastiskas kustibas un melodisko
liniju viengabalainiba (Od1éé Aéiia&ia&écas2009).

Tadcjadi Mocarta skaddarbu interpretacijas gritibas saistitas pirmam
kartdm ar nodu teksta atsevidiu detaiu niansctu atveidi, pareju elastibu.

18. gadsimta klavierspclc domingja t. s. pirkstu tehnika: svarigi bija
noapaioti pirksti, kuru spilventioi precizi skar taustious, plaukstas locitava,
kas elastigi reai¢ uz vismazéakajam artikulacijas izmaidoam, precizu ilgumu
ievcrodana. Mlsdienu atskadotajmaksla tiek istenota arf citu tehnisko paoc-
mienu adaptéacija — neliela, bet obligata visas rokas iesaiste sp¢lc, balsts uz
klaviatOru (A&8éMaaal995).

Mocarta klavierskada nav visai plada, bet gan smalka, precizi iezimgta,
noteikti ierobepota un koncentrcta, atzist pianists un muzikologs ievs Baren-
boims (Aad&iaiéi  2003: 96). Ir zinams, ka Mocarts pats izrakstijis dina-
mikas zimes katras rokas partijai. Komponists nelietoja tddus apzimc¢jumus
ka kredendo un diminuendo, toties labprat izmantoja dinamikas kontrastus:
piano — forte vai forte — piano (t. s. atbalss efekt3. Mocarta klaviersonates
ietver arl oriestralus efektus (solo untutti), tadc¢jadi klausitaja iztclg tiek
pretstatiti individualizcti atsevidiu instrumentu tembri un pilnskanigs iedomu
oriestris (Sonate Sol maporé K. 283, pirma daia; Sonate do minora K. 457,
pirméa daia).

Arkartigi atru un arkartigi Icnu tempu izvcle 18. gadsimta mizikai nebija
raksturiga. Pans Pjcrs Marti pamatoti atzimg, ka Mocarta mizikas tempi
atspoguio ne tik daudz atrumu, cik dvgseles stavokli (Marty 1991).

Andante par Igchu tempu Kiuva tikai 19. gadsimta. Savukart Mocarta
laika tas apzimcja samcra atru un kustigu skangjumuAllegro Mocarts inter-
pretcja k& Ignu tempu. Salidzinodi atru un kustigu tempu apzimc¢jumiem
komponists izmantoja Prestovai Allegro assai Divi Adagio (Adagio cantabile
un Adagio assa) veidi raksturo Mocarta laikus un tiek interpretcti atdiirigi.
Bez tam tempu ietekmc citi izteiksmes lidzekii, piem¢ram, melisméatiskais
pieséatindjums, smalka, nianscta un daudzveidiga artikulacija, kas aizkave
virzibas atrumu. Mocarta kantilgcnas atskadojumam nepieciedama ipada
skaoveide (Marty 1991).
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Izcilais 20. gadsimta vacu pianists Valters GizekinggGieseking, 1895—
1956) Mocarta sonates atskadoja bez pedalizacijas. Ka iemeslu viod mimak-
simalas skaidribas tendengiko uzskata par absol(ti nepieciedamu precizai
V. A. Mocarta skaddarbu interpretacijai (Aecaéeéia 2003: 47). bis Gizekinga
viedoklis nav vertgjams viennozimigi. 18. gadsimta vidd notika izmaioas kla-
vieru konstrukcija, un tiedi tas stimulgja pedaia izgudrojumu, jo pretcgja gadijuma
instrumenta skaoda zaudctu savu maksliniecisko vertibu. Hermanis Aberts
norada, ka jau 1777. gada Mocarta riciba bija klavieres ar pedali un kompo-
nists labi parzinaja pedalizacijas mehanisma ipadibad§i001978: 135). To-
laik pedaliz&cijai bija tris funkcijas: skancjuma (tembra) funkcija, saistijuma
funkcija un harmonijas funkcija. Mocarta skaddarbos pedalizacija lielakoties
isteno skancjuma funkciju. K& atzim¢ Nadepda Golubovska, ta nepieciedama
dinamikas nokrasu atveidei un ritma atbalstam(A&6aianéay 2003: 68).

Mocarts bijis arkartigi piesardzigs un atturigs melodijas ornamentcdanas
maksla. Izcili mOziii iesaka patcrct éetras lidz piecas stundas 18. gadsimta
mazikas paraugu ornamentcdanas prakses izpctei, rotdjumu analizei (Marty
1991: 58). 19. un 20. gadsimta rotdjumu atdifrcjuma tradicijas ne vienmer
tika ievcrotas. Taéu rotajumi ir organiska melodijas sastavdaia, un tiem
jabat skaidriem, ritmiski preciziem un izteiksmigiem.

Pauls Badura-Bkoda pc¢tijuma par Mocarta trilleriem pieverd uzmanibu
grupeto un ta atskadojumam no augdcjas skaodas; retos gadijumos grupeto
tika veidots no nodu teksta fiksctas pamatskadas un sastavcgja no piecam
skadadm (Badura 1991: 12). Biepi dzirdcts ieteikums noslc¢gt skancjumu ar
trilleri. Aleksandrs Goldenveizers dada nobeiguma nepieciedamibu dgve par
mitu, jo gadijuma4, ja ta bdtu norma, vecmeistari nekad neizrakstitu noslc-
gumu triller? (Od1éé Aéiadiadécad®009). Eva un Pauls Baduras-Bkodas,
rakstot par priekdskadiem, atzist — tie atskadojami bez uzsvara, bet uz pamat-
skaodas rciina. Kantilgna rakstura skaddarbos priekdskaoi tverami melodiski,

piediirot metram vaji jGtamu aizplivurojumu (Badura-Scoda 1957).

Nosl¢cgums

Visi klavierm@zikas atskadojuma lidzekii ir savstarpgji ciedi saistiti un
veido vienotu sistcmu, kas ietekmc arf klausitaju. Tas ir viens no svarigékajiem
interpretacijas faktoriem. Mocarta instrumentélo stilu raksturo neparasts
smalkums, niansctiba, vieglums, caurspidiba. Tiedi tas apgrdtina vida mizikas
atskadojumu. Vismazaka neprecizitate, kitida izjauc viengabalainibulrkar-
tigi sarepiiti prast pateikt tik daudz tikai dapas skaoas atzist Aleksandrs
Goldenveizers fétua&ia&décéd 2003: 54).
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Radoda interpretacija raisa klausitajos atbildes reakciju. Mizikas atska-
0ojuma un uztveres vienotiba atspoguiojas savveida kopcja atmioa, kas ir
makslinieciskas un stilistiski atbilstigas interpretacijas pamata.

Pcteris Eaikovskis viena no savam dienasgramatam rakstijlana vis-
dziiaka parlieciba, ka Mocarts ir augstakais kulminacijas punkts, ko sasniedza
skaistums mQzikas joma. Neviens cits ka tikai viod nav spgjis likt man raudat,
sajisminaties, izjatot tuvibu kam tddam, ko m¢s saucam par idealu. Mocarta
es milu visu — lidzigi, k& m¢s milam visu cilvcka, kuru patiesi milar

Mocarta mdzikas brinumainais spcks ir bezgaligs. Tas arf liek mums
atkal un atkal klausities, pctit, analiz¢t vida mQziku, m¢iinot izprast, kas
slgpjas tas daudznozimigajos tclos.

Some Problems of Interpreting
Wolfgang Amadeus Mozart’'s Piano Works

Gaiina Zavadska
Summary

The present situation in performing art is characterized by a growing
role of the intellectual component, and therefore the attention should be
focused on achieving the stylistic adequacy of performing, which some well-
known masters-performers call a moral norm of a musician. Works by the
Vienna Classics and especially those by Wolfgang Amadeus Mozart hold a
special place in the repertoire of contemporary pianists.

Any performer’s interpretation transforms music note symbols into a
real sound process, into live musical intoning which is revealed in isolated
details, in admissible digressions. The content of any musical composition is
S0 vast, so multifarious, and it offers so many possibilities that each performer
may play it in his or her own way. Actually, it would be even more correct
to say that we hearone of the variants offered by the performer. Every time
we hear it again, especially if it is performed by different players, we more
fully realize the degree of the individuality of a performer. Gradually, in our
mind, the composition starts getting rid of concrete sound implementations,
and thereby those basic, essential features which constitute theriant of a
composition ensuring its identity are revealed. These features are preserved
in any interpretation.

2 Noi adéeeéed i6chéaioia . http://www.e-reading.org.ua/bookreader.php/
101275/Samin_-_100_velikih_muzykantov.html
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The problem of the musical text has always been relevant to performance
practice. There are two positions on this issue. First— musical text is a scheme
that requires the performer’s guessing, another — the note text says absolutely
everything and we just have to reproduce it mechanically. The simplest
measure of identity is a product of musical text.

What is understood by the authentic style of performance is the so called
objectiveinterpretation of a musical piece, viewed from the position of musical
practice of the time, when it has been created. However, it should not exclude
performer’s own initiative, personal creative element. The issue of authentic
interpretation remains still debatable today. We can speak about the progress
of a historical science and broadening of a contemporary perception about
the principles of performing, but not about the authenticity of performing
some concrete composition.

Stylistic performance of a work includes:

— the precise execution of the author’s text;

— understanding and playing musical ideas;

— your (creative) attitude to the musical text;

— knowledge of cultural and historical context of the work performed.

Any talented musical work has a musical idea and it is characterized by
sufficient originality and novelty. The novelty of the musical idea and
understanding of the specific methods of performing the playback of music,
conceived by the composer, are the conditions for a stylistically faithful
interpretation.

Under the (creative) attitude to the music content is a complex of expres-
sive music performance, which covers such aspects of music as:

— sound (musical intonation);
— the dynamics of sound;

— musical tempo and rhythm;
— performing agogics;

— articulation;

— pedaling, and others.

With regard to the emotional and imaginative side of instrumental music
of Mozart, the interpreter of his works must remember that Mozart is pri-
marily an opera composer. Understanding the content of his piano works is
found in the composer’s operas. A characteristic feature of Mozart's works
(including sonatas) is a lot of them.

Holistic understanding of the Mozart's style includes finding historically
accurate means of performing. In this regard, the article raises several ques-
tions concerning the interpretation of Mozart’'s piano works:
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— articulation;

— dynamics;

— tempo;

— pedal;

— ornamentation.

Articulation in the 18 ™ century, was one of the main means of expression.
In the modern tradition of playing there are new features, similar to those
that occurred in the era of Mozart. Most of the passages by Mozart are
performed mostly staccato (or poco legato). However, depending on the
nature of music performance can be connecteddgato), it is associated with
a flexible vocal singing.

Using an extremely fast and extremely slow pace was not typical for
the 18" century. Affect the rate of other means of expression, such as the
abundance of ornamentation, subtle and varied articulation constrain the
velocity (Marty 1991).

Prominent German pianist of the 20" century Walter Gieseking (1895—
1956) performed Mozart's sonatas with absolutely no pedals. The reason
for this performance he calls thedesire for maximum clarity because the
executive considers itabsolutely necessary for the correct interpretation of
Mozart (Aec&éeéia 2003: 47).

Mozart was extremely cautious and restrained in the art of ornamen-
tation tunes. During the 19"—20" centuries the traditions of interpretation
ornaments were largely lost. Decorations are an organic part of the melody
and should be clear, distinct, expressive and rhythmically organized.

The difficulties of performing Mozart's works arise from the distance
increasing between epochs, from the necessity to purify the tradition of per-
forming from later layers, stereotyped patterns. An integrated understanding
of a composer’s style involves seeking for historically valid performing means.

In the 20" century, interpretation has assumed a tremendous importance,
and representatives of various trends extensively discuss it among themselves.
However, even today performing leaves place for improvisation and diverse
interpretation of a musical work.

All means of performing piano music are closely related to each other
and form a complete system, which has a combined effect on the listener.
This is one of the most important factors in interpretation. The instrumental
style of Mozart is exceptionally elegant, fine, light, transparent. That is what
makes the performance of his music very complicate. The slightest rudeness,
inaccuracies, errors violate the integrity of perceptionltis very difficultin a
few sounds to be able to say so much. (Aétui&4iadécad 2003: 54).
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Unity of performance and perception of music is a kind of shared me-
mory, which gives rise to the artistic and stylistically authentic interpretation.
Key words: interpretation, musical composition, author’s text, performer.
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Master Class: The Issue of Reference Points
in Lithuanian Performance Art at the Turn of the 215t Century

Leonidas Melnikas

Summary

The development of art is always connected with a system of values
and reference points which direct artistic activity, determine the framework
of the acceptable and serve as symbols of the tendency to new artistic heights.
Such reference points, as a rule, are formed through the work of outstanding
artists, who stand out in the artistic landscape of their time, serve as an
example to emulate, and are theinfluencers of thought of their contem-
poraries. The question is of the richness of the artistic landscape, its saturation
with bright, shining, distantly visible artistic achievements, which in turn
determine the colorfulness, variety and, most importantly, general level of
sophistication of artistic activity. A clear example of a true master develops
a system of reference points for his beginner or not so well-known colleagues,
who then are able to better draw the path of their own artistic quests.

The article makes an effort to analyse the problem of reference points
in Lithuanian performance art of the turn of the 21 s century, taking into
account the work of three outstanding musical performers: Saulius Sondeckis,
Violeta Urmana, and Timofei Dokshitser. Each of these musicians represents
a characteristic socio-cultural type. The conductor Sondeckis is a musician
of the older generation who gave orchestral culture in Lithuania a completely
new image, taking Lithuanian performers to an internationally-recognized
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level; despite his advanced age, he continues a vigorous concert schedule.
The singer Urmana, who first developed her art in the 90s and who is now
at the zenith of world fame, is an undoubted factor of development of Lithu-
anian culture even though she lives abroad. Dokshitser was a world-renowned
trumpeter who moved to Lithuania in 1990 and lived here until his death in
2005; he formed the basis for a new configuration in the Lithuanian musical
landscape.

The article analyses the following aspects of the influence of these
outstanding musicians on their Lithuanian colleagues:

— the stimulus towards readiness for dynamic artistic renewal;

— the development of the highest degree of responsibility and demanding
attitude towards their own activity;

— the international scope of activity as a factor of overcoming enclosure,
the encouragement of openness and tolerance.

A significant portion of the article is devoted to the axiological aspect
of the work of these musicians, permitting the development of criteria for
evaluating the achievements of contemporary Lithuanian performers on a
par with internationally-accepted ones.
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11092902.html (16.01.2013.)
jasuiesan, Ealieaan (2000). Yéisiaey 16c06asuité 86610630, iinéaa: Efir-
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Polish Concept of Universal Music Education:
A Critique and an Overview of Required Changes

Ph. D. Maciej Kouodziejski

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

Abstract

The article is a critique of the relevance of the Polish concept of universal
music education that developed at the turn of the 1970s and 1980s in Poland.
The author critically approaches the concept’s lack of relevance, obsolescence
of ideas and content, non-diachrony, lack of theoretical consistency with
school practice and divergence between official educational content and the
strength and imperatives of youth subcultures. In his analysis of the objections
of many observers of the Polish music education, the author draws conclu-
sions that aim to improve the substance-related relevance of the concept
and contribute to its fundamentals. The fundamentals mainly include dialogue
with authors and participants of universal music education and cultural life
in Poland, effective collaboration between educational institutions, modifi-
cations to teacher training curricula, use of a single educational concept
(e.g. of Edwin E. Gordon, Carl Orff), inclusion of contemporary cultural
content, hence also popular music, and involvement of students in joint
educational and music projects.

Key words: music education, concept of universal education, music at
school, popular culture, school-based and non-school education.

Introduction

The Polish concept of universal music education is being increasingly
criticised!. The challenges of today and the need to develop new philosophies
of education as well as pedagogic intervention strategies require forms suitable

1| partly referred to it in the chapter Aktualnoua polskiej koncepcji powszechnej
edukacji muzycznej see Kouiodziejski 2011: 21-23. Here, | repeated the descriptions
and offered further analyses.
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for the 21t century (Biaukowski 2002: 143). The criticism usually refers to a
number of aspects: the lack of relevance, meaning obsolescence of ideas and
content, non-diachrony, lack of theoretical consistency with school practice
and divergence between official educational content and the strength and
imperatives of youth subcultures (cf. Przychodzifiska 2000: 13). The current
problems of music education appear in a broader perspective of cultural
developments, trends, school obligations and capacities (Przychodzifiska
2000: 13). Opinions on the subject are voiced by leading Polish music
educationalistg, artists, musicians, teachers and politicians, namely all those
involved in the concept of universality of music education, promotion of
music in Polish society and the role of music in versatile human development.
Objections directed at the authors of the concept refer predominantly to the
inclusion of only artistic music in educational content, domination of broad-
cast character of music education over music practice, lack of education for
children and youth leading to the understanding of broad culture, including
popular music, disregard for the interests of children and youth, and omission
of impulses originating in the students’ environment, and thus to some extent
refer to the obsolescence of the ideas and content.

Overview of critical approaches

Maugorzata Sutwituo said that the Polish concept constituted a combi-
nation of two educational models: a broadcast-based and an interaction-
based one, with domination of the former. She pointed to the emphasis put
in the concept’s substance on the historical cultural heritage message com-
bined with openness to creativity and individual expression of the child.
Such an approach enables the teacher to approach tasks, curriculum of music
subjects and methods of music education in a pluralistic and democratic
manner. Such characteristic freedom demands specific teacher’'s competences
(artistic, communicative, technical as well as pedagogic and psychological
competences). Furthermore, although the author rejects the existing approach
to music education in higher grades of the elementary and middle schools,
she acknowledges the advantages of such an approach in lower grades.
Sudwiuuo offers to complement the teaching content with the latest achieve-
ments in music psychology, mainly related to the sequential and spiral cha-

2 Maria Przychodzifiska, Maugorzata Sutwiuuo, Elybieta A. Zwolifiska, Andrzej
Biaukowski, Mirostiaw Grusiewicz, Ewa Parkita, Paweu A. Trzos, Maciej Kouodziejski
et al.
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racter of a child’'s music development (Sulwitto 2001: 136—-137; see also
Oelszlaeger 2010, 2012), ignoring the need to familiarise the child with
popular culture that often has little educational value.

Mirostuaw Grusiewicz argues that the Polish concept of universal music
education failed to meet all the expectations laid in it already in 1970s.
However, it was coherent, changed many people’s understanding of functions
and purposes of music education, promoted the ideas of teaching creativity
and expression, spread the ideas of Carl Orff'sEmile Jacques-Dalcroze’s
and Zolt an Kodaly’s education systems, contributed to maintaining the value
of higher culture in the society thanks to its axiology, created a great theore-
tical background. It also helped to develop a system of teacher’s supplemental
education and professional training and to undertake scientific research
focussed on verifying the concept implementation (Grusiewicz 2006: 24).

The current criticism towards the concept refers, according to Andrzej
Biaukowski, mainly to its loss ofrele van c e mostly because of the avoidance
of the music and pedagogic achievements of representatives of American
and Western European pedagogy, lack of emphasis on other than aesthetic
functions of music education and disregard of popular music’s role in prepa-
ration for the reception of the highest values in music (Biaukowski 2002:
143-148). The author understands the need to make the concept consistent
with the conditions of contemporary culture and to start to perceive popular
music as a carrier of value, specifically for children and youth, as both music
teachers to be and current students are particularly attracted to its content
(Oehler, Hanley 2009).

Other reservations concerning the Polish concept of universal music
education are formulated by Mirostaw Niziurski who points to its incom-
patibility with the current school environment (Niziurski 1995: 75). As far
as the concept’s non-diachronic characteris concerned, the
passage of time, changing social and civilisational reality failed to provoke
any changes to the concept’s fundamentals, or at least their partial revita-
lisation. Debates and discussions observed usually bring cosmetic changes
while the scientific and social discourse remains only a discourse and is not
followed by any actions. The need to change reaches far beyond simple
modifications to the curriculum. It is necessary to transform the awareness
of many individuals involved in the process of music education in Poland,
mainly music teachers who are directly responsible for the standard of music
awareness of the society and preparation of music audiences for music
professionals.

412



M. Kouiodziejski. Polish Concept of Universal Music Education: A Critique and..

Interms of content, we see only provisional and technical changes to
curricula and textbooks, which, however, lack substantive or innovative
value. Although educational packages are being developed, the level of
teaching (basic vs. extended) is not indicated. Also, focus is on impressive
forms of presenting the material taught rather than on the effects of teaching.
The obsolescence of textbooks concerns mainly the music repertoire to be
listened to, lack of logical links to the content taught and marginalisation of
folk music. Pop culture is not taught at all in elementary schools, and the
selection of popular music (rock, jazz) pieces is random and unstructured
(Grusiewicz 2006: 27-29). In recent years, popular music has gained in-
creasing interest in music pedagogy research and is more and more commonly
accepted at schools and universities around the world. Despite the general
trends and selective enthusiasm, music teachers with classical background
approach such concepts with restraint, perhaps because of their insufficient
formal knowledge and practical experience in the area. The more interesting
it seems then to try and promote music among students and use their natural
gravitation towards popular music by focussing their interests on creative
participation in popular or rock music bands (Allsup 2011). Furthermore,
Marcin Michalak (Michalak 2009) argues that popular music can unite the
teaching theory and practice and may direct the teaching process towards
creative education because of its expressive and critical and emancipatory
character (Hudékova, Bystra 2011; cf. Przybysz-Zaremba 2012). Another
objection is the failure to use and disregard of modern multimedia resources
in music education offered to students. Although the recent progress has
been quite significant in terms of technology, promotion, implementatior?
and research (Panasiuk 2005: 34—-35; Panasiuk 2010: 81-82; see: Hékbva
2010; Hud akova 2011), the use of computer technology in the educational
process of music classes is insufficient and still marginal. Information tech-
nology, the Internet, computer bundles, multimedia software and other recent
innovations are used exclusively in IT classes (Grusiewicz 2005: 243).

Given the lack of theoretical and practical consistency
observations of the practical music education in Poland evidence that all the
concepts, assumptions, curricula and material schedules are only a cover for
the actual music-related activity of teachers. There is a perceptible dichotomy

3 I mean Polish nationwide campaigns such aKkomputer w kaydej szkole (Com-
puter in every school),Internet w szkouach(Internet at schools), Interkl@sa, Pracownia
internetowa w kaydym gimnazjum (Internet class at every middle school) or EU
programmes and other local projects.
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between theoretical assumptions and practice. It is particularly visible in the
evaluation of music achievements, which follows as many strategies as there
are individual teachers.

Jerzy Dylag is quite radical about some of the fundamentals of the Polish
music education and its roots coming from pedagogic and music systems of
the 21 century (by Zoltan Koddly, Carl Orff, Emile Jaques-Dalcroze and
James Lockhart Mursell). The paramount aim of music education is to create
environment for the development of music expression as a basis for learning
the arcana of music knowledge. Dylag sets his hopes on maintaining a balance
between critical and creative thinking as well as harmonious intellectual
and emotional development of a child. Stimulating the interest in music
depends more on creative activity of children rather than on playing songs
and learning elements of music knowledge (Dylag 2006: 235-236).

However, Maria Przychodzifiska states that criticism of the Polish con-
cept of music education voiced by many authors is superficial and probably
results from misunderstanding of its fundamentals (Przychodzifiska 2011).
According to the author, the concept itself meant significant progress com-
pared to contemporary (in 1970s and 1980s) educational curricula, responded
to the needs of the then type of culture and levelled the chances of Poland on
the global music education arena. It is hard to assess, said Maria Przycho-
dzifiska, how music education would look like in schools and other insti-
tutions if the Polish concept of music education could develop and improve
undisturbed and if it had conditions conducive to its development. In addition,
the advocates and opponents of the Polish concept of music education re-
present two different approaches to understanding education. The opponents
are characterised bypost-modernistic approach that values particularly
understood freedom of cultural choices, andas a consequence, provides the
society with what it expects, and allegedly it wants simple content, not
requiring cognitive effort, it wants mediocrity and entertainment (Przy-
chodzifiska 2011: 11-20).

Przychodzifiska further continues that it is an attitude that associates
civilisational progress mainly with technological advancement and leaves
humanistic development of an individual behind. Another attitude, | say, is
represented by the supporters of the concept and — as Maria Przychodzifiska
callsthem—-defenders of certain permanent valueshatinclude
art and cognitive and emotional development of a child adjusted to their
capacities and taking account of the individual character and social activity
of a human being (Przychodzifiska 2011; see also: Przybysz-Zaremba 2010).
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The above proposition seems to strongly emphasise the provisional
character of evaluation forced by the new civilisational environment, while
the social control exercised by parents, media and other institutions that
allegedly support curriculum-related school practice determines the duties
of teachers. In this sense, Edwin E. Gordon wrote, teachers — by locating
music education in the area of art — attribute esoteric value (Gordon 20025),
spiritual, immaterial, paranormal and subjective character to it. Because of
its specific subjective nature, the complex process of evaluation in music
education contaminates multiple categories of arbitrary judgment(Kouo-
dziejski 2010: 235).

The social and cultural dictate that manifests in many areas of human
activity, including education, and stems from democratic reception of the
surrounding reality is then puzzling. According to Jacek Piekarski,if we
want to exhibit an ethical, and thus also somewhat practical, approach to-
wards democracy, we need to consider its complexity as a concept and cultural
phenomenon and its institutional and educational character. On all these
planes, democracy proves to be extremely demandin@iekarski 2010: 24).

There is, therefore, a need for education to take a stance on the pheno-
mena of contemporary culture. However, the stance will be restrained by
certain values, models or traditions.

Will the development of the attitude of the young generation be deter-
mined by the patterns of consumer society and the supporting media that
continue to strengthen its influencing power? asked Maria Przychodzifiska
in her article published in Wychowanie Muzyczneand immediately responded
that this would be in striking conflict with the fundamentals of the Polish
concept of music education. At the same time, it needs to be emphasised
that the concept fundamentals are open enough to make it both faithful to
itself and able and willing to take in the valuable things brought by modernity
(Przychodzifiska 2011).

Is the Polish concept really that far from the modern times and innovation
that we need to pursue alternative solutions, or do we only need to try to
complement it with ideas offered by its observers and critics?

Conclusion

Considering the above we need to note that the actual criticism
of the concept fundamentals does not come from negation of its content but
is clearly related to the methods if it is implementation. Its
strengths are as follows:
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— the theoretical basis of the concept is well-founded,

— the concept has its scientific fundaments and sources in European and
American music psychopedagogy,

— it emphasises the need to understand and experience music through
expression and perception,

— itis addressed to everyone, hence its idea of egalitarianism,

— methods of its implementation are determined by the teacher who decides
about appropriate music education methods that should be adjusted to
the intellectual capacity and music abilities of the child,

— ituses various didactic means in the process of developing music appre-
ciation in children, although recent use of multimedia in a world of
information technology in music classes is only incidental.

Its threats and weaknesses include:

— time constraints for music classes in elementary and middle schools and
a decision to abandon the subject of ‘musicin general education high
schools,

— marginalisation of music education,

— gradual exclusion of music from the area of ministerial decision-makers’
interest,

— downgrading of music to the role of an unnecessary subject and —
consequently — to occasional artistic performances promoting
educational institutions,

— resignation of qualified teachers from working in schools,

— forcing music teachers to retrain and conduct physical education,
information technology, history, art, technology or even Polish classes,

— total lack of external control of the implementation of
music education contentin schools,

— music at school has become an aesthetic supplement of the child’s
academic education,

— observed ambivalent attitude of teachers towards the subject of ‘music’,

— for students, music classes are an opportunity to get high grades and
improve their grade point average.

Author’s suggestions for change

| believe, after Estelle Jorgensen, that we need to engage in a dialogue
with other music teachers, participants of many personal interpretations of
the concept of music education. It is also worth to seek means of effective
cooperation between art education teachers, teachers of school subjects,
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educators and instructors of community centres, music organisations, music
artists, associations, schools, parents and politicians to coordinate efforts
aimed at improving cultural and music education for better future of the
little citizens. The dialogue is to be held with respect to many often differing
views and opinions as to the direction of change in cultural education (Jor-
gensen 2010). Change has become a standard for modern learning societies
and thus is embedded in the directions of existence and development of
music education (Mark 2003). The efforts of all actors should concentrate
on active pursuit of changes that would include interests important for many
participants of the process. Formulation, proactive implementation and evalu-
ation of common plans will strengthen and enrich the society’s cultural life.
Moreover, it is necessary to bring back again the discussion on the values
that should guide educators in effective implementation of all the postulates.
Values known from the ancient times such as subjectivity, freedom, justice,
community, truth, respect and beauty are still valid in the present times.
Max van Manen describes the role of contemporary and modern teachers as
leaders that encourage students to start their music adventure. If we want to
animate music education at school, it has to become a central element of the
public education’s mission and cultural life (quoted after Jorgensen 2010).
Changes must also be introduced in the education of music teachers who —
instead of being professionals prepared for playing specific pedagogic roles
must become, because of contemporary challenges, continuously developing
individuals that enable students to experience music (Denardo, O’Hearn
1992). According to Richard Colwell, academic knowledge comes with ex-
perience and much of the knowledge depends on individual capacities of
teachers as reflective researchers. Successive teaching of music depends on
the intellectual and artistic development of university students as teachers-
to-be and on the possibility to implement the teacher’s mission at school. In
addition, it is important to be able to manage the music development of stu-
dents in a way that it leads to understanding music as a form of art, a means
of communication and intellectual and cultural heritage (Colwell 2006).
Mastering educational concepts, including methods such as those of Carl
Orff, Zolt &n Koddly, Emile Jaques-Dalcroze or Edwin E. Gordon requires
particular involvement and multi-dimensional academic curriculum, while
the opportunities provided to master selected elements do not meet the requi-
rements of contemporary school (cf. Colwell 2006). Much of what teachers
know about teaching comes from experience, however, despite curricula,
methodic guides and other teaching aids provided, effective music teaching
depends on individual capacities, skills and intentions of teachers. It seems,
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therefore, that the implementers of the Polish concept of music education
should concentrate their efforts on training teachers in using a selected concept
(method, pedagogic and music system), i.e. one of Katly or Orff or Jaques-
Dalcroze or Gordon. These systems combined fail to bring any positive results
as every teacher usually uses elements of one strategy that he or she believes
is most effective and convincing anyway. This would ensure implementation
of sequential education focussed on the development of the basic music ap-
titudes and competencies. In the context of 2¥-century education, multi-
dimensional character of education and learning music as well as the role of
music in individual versatile development (cf. Folkestad 2005), modifications
to academic curricula for teachers should be considered. A modern music
teacher must be versed in multi-dimensional functions of music and its thera-
peutic and compensatory benefits as an effective tool in versatile individual
development and at the same time as a method of counteracting and pre-
venting dysfunctions, neuroses and pathologies.

Visparcjas mazikas izglitibas koncepcija Polija:
kritisks izvertgjums un nepieciedamo izmaiou apskats

Macejs Kolodzejskis

Kopsavilkums

Raksta izvertcta Polijas visparcjas mizikas izglittbas koncepcija, kas
izveidojusies 20. gadsimta 70./80. gadu vidQ. Autors kritiski apldko izglitibas
ideju un satura novecodanos, diahronas pieejas trikumu, neatbilstibu starp
oficialo pedagoiisko ievirzi un jauniedu subkultiras tendencgm. Analizgjot
ari daudzu citu Polijas mazikas izglitibas p¢tnieku paustas iebildes un ietei-
kumus, autors piedava secingjumus, kuru mcriis ir mainit padreizgjo izglitibas
koncepciju. Vispirms viod nodala tas plusus un minusus. Starplusiem
jamin koncepcijas labi izstradata zinatniska (teorctiska) baze, kas balstas uz
Eiropas un ASV mizikas psihopedagoiijas principiem; tie rosina mizikas
izpratni, uzkrajot muzicgcdanas pieredzi, spgju izteikt savas jitas mdzika un
klausities to. Bie principi paredz vienlidzibu — mdzika ir adrescta ikvienam;
taéu par to praktisko Tstenojumu atbildigs ir skolotajs, kurd, izraugoties
izglitibas metodes, oem vcra berna intelektualas un muzikélas spgjas. Sko-
lotaja parzioa ir ari didaktisko lidzekiu izvcle, lai gan dis sistcmas ietvaros
multimediju vai informacijas tehnoloiiju lietojumam vc¢l ir tikai gadijuma
raksturs. Savukart sistcmas minuss: sakumskola un pamatskola mazikai
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atvclcts ioti maz stundu, un Icmums atteikties no mizikas nodarbtbam vis-
parcjas vidcjas macibu iestades marginaliz¢ mazikas izglitibas procesu, rada
bistamibu, ka daia jauniedu to uztvers k& nevajadzigu. Ari ministrija pakape-
niski arvien vairak un vairak norobepojas no mizikas izglitibas séapigo jauta-
jumu risinddanas; lidz ar to miziiu uzstadanas skolas vgrojama tikai retumis,
kvalificcti mQzikas pedagogi spiesti zaudct darbu vai parkvalificcties par
fizikas, informatikas, vgstures, vizualas makslas vai pat poiu valodas skolo-
tdjiem. Trakstot arcjai kontrolei par mdzikas izglitibas
saturu skolas, dis macibu priekdmets kiuvis tikai par b¢rna akadgmiskas
izglitibas neobligatu papildindjumu, un ari padi pedagogi ne vienmgr novertc
td nozimibu. Lai situacija mainitos, nepieciedams visaptverods dialogs starp
visparcjas mizikas izglitibas koncepcijas autoriem un tas potencialajiem
Istenotajiem — kultlras dzives daltbniekiem; javeido efektiva izglitibas insti-
tOciju sadarbiba; jamaina skolu macibu programmas, vienojoties, kada kon-
cepcija bls to pamatéa (piem., Edvina E. Gordona, Karla Orfa vai tml.); ja-
ietver mQzikas nodarbibas laikmetigas kultlras konteksts, tatad arf populara
mazika; aktivak jaiesaista audz¢koi dapados izglitibas un mazikas projektos..

Atslcgvardi: mOzikas izglitiba, visparcgjas mizikas izglittbas koncepcija,
mazika skold, populard mazika, skolas un arpusskolas izglitiba.
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Latviedu tautasdziesmu apdares
jauno pianistu konkursa

Dr. art., Dr. paed. Nora LUse
Ekonomikas un kultOras augstskolas asocicta profesore

Starpkultdru kontaktu izpgtei mékslas joma& masdienu sabiedribé tiek
pievcrsta liela uzmaniba, kas glst atspulgu ka teorctiskos pctijumos, ta daudz-
veidigos makslas projektos. Mlzika viena no dadam starpkultdru kontaktu
formam ir starptautiskie atskaootajmakslas konkursi — sacensibas, kas ietver
meistaribas demonstr¢gdanu un samcgrodanu, lai noskaidrotu labakos dalib-
niekus. To vid{ ir arf jauno pianistu konkursi (Alink 1993; Llse 2001).

Mdasdienas konkursi ir Kiuvudi par bltisku mdzikas izglitibas sastavdaiu.
Latvijas kultGrizglitibas reforma deklar¢ m¢rii nodrodinat mizikas un makslas
izglitibas pladu pieejamibu, lai sekmc¢tu radodas personibas veidodanos,
veidotu naciondlas valsts identitati un uzturctu Dziesmu svctku tradicijas
nepartrauktibu un kvalitati, nodrodinatu talantu-izciltbu atlasi un sekmgctu
viou profesionalo virzibu un radodo izaugsmi (Kultrizglitibas sistcmas
reforma [..] 2009-2012: 2). Bada pieeja paver ceiu pedagoiiskiem eksperi-
mentiem arf jauno pianistu konkursu joma.

Jauno maziiu konkurss saskaoa ar pedagoiijas zinatnes atzioam ir di-
daktisks process, kur savstarpgjas atkaribas, nosacitibas un nepieciedamibas
attiectbas nonak tris subjekti: audzgkoi — konkursa dalibnieki, audzgkou
pedagogi un konkursa pirijas eksperti, kuru uzmanibas loks v¢rsts uz kon-
kursa prasibu izpildi. Lai iedibinatu jaunu, ilgtspcjigu atskadotajmakslas
konkursu, ir nepieciedama oriiinala un skaidri formulcta konkursa galvena
ideja un reali sasniedzams ta darbibas mcriis Fourty Years of European
Union of Music Competitions for Youth 2010).

Tautasdziesmu intonativa savdabiba ka kultOrpiederibas fenomens tra-
dicionali tiek integrcta mdzikas izglitiba. Mcritiecigi iekiaujot konkurséa
prasibu jaunajiem pianistiem atskaoot tautasdziesmu apdares, tiek nostip-
rinata konkursa etnodidaktiska ievirze. Bada pieeja bija raksturiga 2011.
gada oktobri Madona iedibinatajam Jada Norviia starptautiskajam jauno
pianistu konkursam, kura ideja pieder raksta autorei(LOse 2011a, b). NolGka
pilnveidot mizikas izglitibas etnodidaktisko funkciju un papladinat starp-
tautisko kultOrtelpu Latvija 2012. gada aizsakts Rigas starptautiskais jauno
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pianistu konkurss, kuré tiek aktualiz¢tas mazak pazistamas vai aizmirstas
latviedu komponistu tautasdziesmu apdares akadcmiskés klaviermdzikas
panros Rigas starptautiskais jauno pianistu konkurss/ Riga International
Competition for Young Pianists 2013).

Pctljumamcriis ir atklat kultGrpiederibas apjcgdanas nosacijumus jau-
najiem pianistiem, raksturojot konkursa etnodidaktisko koncepciju un pan-
risko elementu tvgrumu latviedu tautasdziesmu apdarcs — e-resursa macibu
materiala (Lase 2012b). Pctijuma izmantota muzikoloiiskas un pedagoiiskas
literatOras referativa analize, tautasdziesmu apdaru analize, personiskas
pedagoiiskas un atskaodotajpieredzes refleksija.

Jauno pianistu konkursa etnodidaktiska koncepcija

Folkloras melodiju intonativa savdabiba izsenis tiek integrcta klavier-
spcl¢ iesaccjiem, izmantojot muzicgdanai tautasdziesmu un tautasdeju apdares
un parlikumus. Tautasdziesmu apdaru panra konceptualo ievirzi muzikologs
Jckabs Vitoliod atzimgjis k& noteiktu vgsturisko laikmetu mizikas izteiksmes
lfdzekiu atspulgu (Vitoliod 1970). Savukart Arnolds Klotiod folkloras elementu
dzivotspgju, iekiaudanos jauna izteiksmes lidzekiu sistcma skaidrojis ka
vesturiski likumsakarigu procesu (Klotiod 1973). Par klavierspgles apguves
séakumposmu un ta tradicionélo saikni ar tautasdziesmu apdar¢cm rakstijusi
Maruta Sile (Sile 2003).

Situacija masdienu Latvijas klavierspcles pedagoiija liek secinat, ka
tautasdziesmu apdares mazikas skolu nodarbibas izmantotas samcra biepi
un didaktiski mgritiecigi: pedagogi tas izv¢las klavierspgles prasmju attistibai,
kultGrpiederibas un tolerances izkopdanai, jauno pianistu makslinieciskas
iniciativas un iztcles rosinddanai, ka ari tiecoties bagatinat zinddanas par
etnisko dapadibu pasaulg (Lase 2012a).

Latviedu tautasdziesmu apdares tiek apgitas sadarbiba ar pedagogu ka
klavieru solo, ta éetrrociga ansambia spcl¢. Izmantojot instrumentspcles ma-
cibas folkloras tclaintbu, audzckoiem tiek sniegta iespcja bagatinat intelektu,
zinddanas un prasmes lidztekus citam personibas kultdras Tpadibam. Didak-
tiskaja aspekta svarigi, ka, spclcjot tautasdziesmu apdares, audzcknis dziiak
iepazist ne vien tautas mdzikas elementus, bet arf ctiskds un emocionalas
vcrtibas.

Latviedu tautasdziesmu apdares iauj audzgkoiem izprast folkloru herme-
neitiski — k& vienotu maksliniecisku veselumu, proti, nonakt pie atsevidii
uztvertu nozimju atkladanas un to savstarpgjas saistibas izpratnes. Klavieru
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apdares ir latviskas kultOrpiederibas nescjas, un to apliecina daudzam dainam
raksturiga literara teksta un savdabigo mazikas intonaciju saliedctiba.

Pamatojoties uz hermeneitikas atzioam, tika izstradata un pedagoiiskaja
praks¢ parbaudita Rigas starptautiska jauno pianistu konkursa etnodidak-
tisk& koncepcija. Aktualizgjot klavierspclc latviedu tautasdziesmu apdares,
tika atklata mijsakariba starp savstarpgji saistitu etnodidaktisko principu
trijotni— uzskatamibas, saprotamibas un kingtisko principu
Die principi ké klavierspgles praktiskas normas nosaka vingrinadanas mgrii,
repertuaru, uzdevumus audzckou un pedagogu sadarbibai, spcles metodiku
un rezultatu kvalitati.

Uzskatdmibas principsir likumsakarigi pamatota prasiba, kas
balstita jauna pianista izzidas aktivitatc. Ar redzi uztvertais teksts (dainas
eetrrinde, nodu raksts) transformgjas klavieru skancgjuma, lidzdarbojoties
audzckoa fantazijai dabas un sadzives ainu iztclojuma, ko iespcgjams papil-
dinat ar izlasitas eetrrindes vizualizaciju (attcli, zimgjumi, raksturigi pesti
vai kustibas).

Saprotamibas principsnosaka tautasdziesmas apdares piemcro-
tibu klavierspgles iesacgjiem; tas izpaupas dainas éetrrindes skaidraja domas
izklasta, kas sakrit ar melodijas struktiru nodu raksta, vgroot mazikas izteik-
smes lidzekius audzckou apzidai pieejamus. Dainas éetrrindes poctiski prog-
rammatiskais saturs konkretiz¢ tclainibu, raisot asociacijas un saasinot dzirdes
kontroli par melodisko intonaciju izrunu, kas izpaupas klavieru taustiou
skaruma.

Apllkojot saprotamibu dialoiiska aspekta, Dainis Zariod noradijis:
spelcjot skaddarbu,dis skaddarbs ir jasaprot. Pieeja varctu bt dada: vispirms
censties saprast, ko komponists deit ir domajis. Ja tas ir saprasts, tad uz of
pamata varctu veidot arf savu pieejuZariod 2003: 38). Dialoiisko aspektu
tautasdziesmu apdaru atskadoojuma ipadi paspilgtina jauno pianistu spcle
eetrrocigi, kuras gaita tiek risinati vienoti muzic¢danas tehniski méakslinieciskie
uzdevumi un raisitas pozitivas emocijas.

Tautasdziesmu apdares klavieru ansamblim eetrrocigi ienes macibas
programmatiska dialoga garu un dialoiiskas situacijas, tadcgjadi tas bagatina
klavierspcles metopu klastu, mijiedarbojoties ar etnodidaktiskajiem klavier-
spcles principiem. Badu muzicgdanas formu vistiedak iespgjams attiecinat uz
kultGras apguves filosofisko izpratni, kur dialogs izpaupas mijiedarbg starp
darba autoru, t& uztvergju, dapadu kultdru parstavjiem, pagéatni un tagadni
(Kdle 1989).
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Kinctiskais princips akcent¢ kustibu k& pianista muziccdanas
izteiksmes lidzekli; tautasdziesmu apdaru atskadojumu var papildinat ar
lidzdziedadanu, saskatot, sadzirdot un ar pirkstiem jutigi skarot instrumenta
taustious. Sarepiitu doméadanas operaciju rezultata notiek dainu éetrrindes
literari asociativa satura apjcgdana vienlaikus ar poctisko emociju jaunradi,
kas nostiprinas jauna pianista atmioa. Pastavodas didaktiskas sakaribas sekmc
apzinatu muzic¢danas problgmu risinadanu un radodumu klavierspgles ma-
cibas (Zarioo 2005).

Autores izstradata Rigas starptautiska jauno pianista konkursa koncep-
cija meritiecigi orientcta uz kultOrpiederibas izkopdanu sadarbiba ar klavier-
spcles pedagogiem; audzcgkoi, gatavojoties lidzdalibai konkursa, tiek rosinati
parmantot ka latviedu, ta cittautu komponistu raditas ctiskas vertibas, kas
ietvertas tautas mizikas intonacijas balstitajas parafrazcs, rapsodijas, fanta-
zijas, variacijas un tautasdziesmu apdar¢s k& klaviercm solo, ta klavieru
ansamblim eetrtrocigi. Veicinot audzckoa personibas izaugsmi, pedagoga
uzdevums ir palidzc¢t jaunajam pianistam apzinaties sevi k& unikalu maksli-
niecisku individualitati, kas sp¢j sasniegt personiski nozimigus mcrius. Badu
pedagoiiskas darbibas variativitati paup daudzveidigais didaktisko pieeju
un modeiu izmantojums macibas (Pogla 2001).

Jauno pianistu konkursa etnodidaktiskd modeia invariantais pamats ir
objektivi pastavodais tautasdziesmu apdaru panriskums un klavierspcles
etnodidaktiskie principi. Modeia variativaja daia tiek konkretizctas konkursa
dalibnieku gatavodanas un piedalidanas jcdzieniskas sakaribas — jauno
pianistu un pedagogu sadarbiba, jauno pianistu atskaootajpieredzes bagati-
nadanas un pdrijas ekspertu vertgjoda darbiba kopé ar jauno pianistu pad-
vertgjumu.

Konkursa etnodidaktiskais modelis funkciong integrcta divu dimensiju
vienotiba k& klavierspcles socialas un profesionalas dimensijas kopiga cikliska
darbiba. Pedagogs izraugas konkursa repertuaru t, lai veicinatu jauno pianistu
zinddanu parmantodanu, profesionalo sp¢les prasmju pilnveidi, subjektivo
izaugsmes vajadzibu ievgrodanu un attieksmju izkopdanu (sk. 1. attclu).
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1. attcls. Jauno pianistu konkursa etnodidaktiskais modelis (LOse 2012)

panrisko elementu tvgrums tautasdziesmu apdarcs

Latviedu tautasdziesmu apdares koncert¢jodu pianistu repertuara
masdienas tiek iekiautas samcra reti, nepelniti nonakot mazpazistamu vai
aizmirstu skaddarbu statusa. Jauno pianistu konkursa etnodidaktiska koncep-
cija fauj tautasdziesmu apdares izmantot, mazinot atdiiribas, kas izriet no
dapadu valstu mazikas atéiirigajam mazikas izglitibas sistcmam. Etnodidak-
tisk& koncepcija ir pamata o raksta autores izveidotajam e-resursa macibu
materiadlam ar 50 latviedu tautasdziesmu apdarcm, kuras sakartotas trijas
gratibas pakapcs-iesacgja, vidgjas gratibas, augstakas gratibgkise 2012b).
Atlasitas apdares komponctas vairdk neka 100 gadu ilga laikposméa — no
Jazepa Vitolal8 latviedu tautasdziesmanklaviercm (op. 29, 1901, un op. 32,
1905) lidz llzes Arnes un Marijas Drustes apdar¢cm (2011).

Balstoties uz panrisko analizi, pievcrsidos tiem elementiem, kas visrakstu-
rigék atklaj komponistu izraudzito dainu bdtibu. Katra éetrrindg doming
viena emocionali saturiska pamatvieniba vai vairakas atvasinatas vienibas,
kas nosaka klavieru apdares programmatisko saturu. Nereti apdarc tiek tverts
viens mizikas domas izklasts. Tom¢r biepak mazikas tclainibai ir vairakas
diautnes, kas izpaupas ari panriski — k& dramaturiiskas attistibas zida dinamisks
kantilgcnas un dejiskuma elementu apvienojums. bPanriskie elementi apdargs
kopé ar komponista lietotajiem mazikas izteiksmes lidzekiiem (fakt(ra, reiistrs,
figurativais izklasts, polifona varicdana) un dapadam ievada, noslgguma un
saistijuma uzblvem bagatina klavierminiatOru t¢laina satura atklasmi.
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Tautasdziesmu apdares klaviergcm parstav programmatisko maziku, kas
strauju izplatibu guva 19. gadsimta, romantisma nacionalo skolu komponistu
daiirad¢. Vairaku muzikologu darbos paustas atzidas par romantiskas klavier-
mazikas attistibu, akcentcjot miniatGrformu piemcrotibu mirkliga, savdabiga,
sa laika spridi notiekoda atainojumam (Hamilton 2008; Kramer 2011; Rosen
2003). KlavierminiatQras izpctei teorctiski estctisko problgcmu konteksta vel-
tits Krievijas muzikologa Konstantina Zenkina darbs; taja dis panrs raksturots
ka spogulis, kuré atspulgu glst romantiskais pasaules skatijums ta poctikas
koncentrctakaja un Tsakaja formula (Caiééi 1997: 6).

Tautasdziesmu apdares miniatGrforma emocionali ataino komponista
subjektivo pasauluztveri. Vislielako grupu veido dabas tcliem veltito dainu
apdares (debesu iermedi, koki, ideoi, putni, dzivnieki). Dabas ainavas
skaistuma atspoguiojumam komponisti nereti izmanto radniecigus, ar telpis-
kumu saistitus padcmienus, piemcram, atbalss efektu, ilustrativi tvertu kusti-
bas imitaciju, kontrastcjodu reiistru blakusnostatijumus. Krievijas muzikologs
Oiegs Sokolovs nodala dadas ainavas ka patstavigu panrisko sfcNi€iéia
1977). Ari latviedu tautasdziesmu apdarcs ainaviskums biepi saistits ar Soko-
lova raksturotajiem izteiksmes lidzekiiem — parsvara Igcnu vai m¢renu tempu,
regularu metru, stastodi apcerigu noskaou.

Monogréfiskaja Zenkina pctijuma ietverta norade uz ipadu panriskas
mijiedarbes veidu — vairakupanru sint¢zi(Caiééi 1997). To sastopam, pie-
mc¢ram, portreta, kas tautasdziesmaspdarc biepi atspoguio éetrrindcs
izteiktus cilvcka pardzivojumus vai salidzinajumus ar dabas norisgcm. Nereti
portretcjuma priekdplané ir kads dialogs. Dialoiisko situaciju risindjumiem
un apdares tclu muzikalajam raksturojumam tiek izmantoti daudzveidigi
kontrasta pao¢cmieni (tempu, reiistru, faktOras, tonalitates, dinamikas kon-
trasti).

Tada populara apdares veida kadlpuidziesmavokalas mizikas
neparprotama ietekme izvirza priekdplana dziesmotas izteiksmes modus,
melodisko intonaciju maigo saturisko jcgu (klusinata dinamika, melodijas
plidums legato, 80pojodi vienmgrigs ritms).

Tautasdziesma ké etniskas piederibas izpausme ir atainojusi dapadas
cilvcka dzives norises, arf svctkus, tApcc apdargs nereti parad@se ju panra
pazimes. Tas saistitas galvenokart ar kdzu izdaribu vai gadskartu ierapu
raksturigajam, tvirti eneriiskajam metroritma formulam un lakoniskajam
melodiskajam intonacijam. Svctku tematikai veltitajas tautasdziesmu apdarcs
Tpadi biepi atainoti vasaras saulgriepi: ligovakara un Jaou atveidu papildina
personapu kustibu plastika un rotaiigums (trilleri, individualizcta artikulacija,
stakato spgle).

427



Mdazikas zinatne dodien: pastavigais un mainigais — V

Apkopojot iepriekdminctos panriskos elementus, iezimgjas eetri raksturigi
to tipi — dabas ainava, portrets, dlpuidziesma, deja. Atbilstodi tiem ari pie-
davajam grupct e-resursa macibu materiala ietvertas 50 apdares (sk. 2. attclu).

MdQzikas izglitiba mOsdienas ir saistita ar datora lietodanu: internets ma-
zikas skola ied¢mis patstavigu vietu lidztekus tradicionalajam metronomam
vai kopctajam. Izmantojot digitalas tehnoloiijas nodu ievietodanai e-resursa
macibu materiala, atklajas cita realitate, proti, tieda klatienes kontakta uztve-
ramo pieredzi nomaina informacijas parraide digitala telpa (Koper 2000).
Informacijas tehnoloiijas Tauj interesentiem sademt individualas konsultacijas
Skypeietvaros, veidot vai klausities skaddarbu audio un videoierakstug. sk.
koncertierakstus DVD formata (YouTube), piedalities interneta meistarklascs.

Nekomercialiem nolikiem saskada ar Autortiesibu likumu kalpo timeklii
pieejamais un mazikas izglitibas iestapu vajadzibam speciali raditais e-resursa
macibu materialsJaoa Norviia Dziesmu Druva. Tas ietver mazak pazistamo
Jaoa Norviia 33 latviedu tautasdziesmwapdaru notis, fonogrammas un meto-
disku lasamtekstu (LOse 2012c). Stkék pievcrsidos e-resursa macibu materi-
alam Etnodidaktika klavierspcles macibas(Lise 2012b), akcentgjot taja
iekiauto 50 apdaru panrisko elementu tvgrumu.

llze Arne (1953) Tris latviedu tautasdziesmu apdarcemantojusi tradi-
cionalus skadu organizacijas pad¢mienus. Katra apdare sakas ar Tsu prieko-
spcli, ievadot jauno pianistu dabas ainavas poctiskaja noskadaMcnestiois
zvaigznes skaita, Tris sidraba upes tékun sagatavojot rotailgam meitenes
portretcjumam. Apdarcs meistarigi izmantoti reiistru blakusnostatijumi, kas
[idztekus pedalizacijas efektiem paspilgtina dainas konkretiz¢tas dabas aina-
vas asociativi subjektivo skatljumu. Savukart tautumeitas portretd melodijas
dziedodo raksturu papildina reéitacijas elementi, kas izpaupas taktsmc¢ra
maida un eneriiskaja pianistiskaja kustiba — piecu pirkstuskrgjiena.

Pauls Dambis(1936) Desmit mazos skaddarbos bernienbalstijies uz fol-
kloras radodu transforméciju — raksturigu stilistisko stravojumu 20. gadsimta
80. gadu latviedu mazika. MiniatQras lietoti galvenokart tautasdziesmu ritmam
tipiskie modeii, un katra no skaodarbiem ietverts iss tautasdziesmas melodijas
fragments, reizcm pat tikai kodoligs motivs. Pianistiski saistodi ir autora vairak-
kart izmantotie roku kustibu koordinacijas, poziciju spcles, akordu tehnikas
un sonorikas pad¢mieni, kas akcentg kontrastu starp klavieru reiistriem. Mi-
niatdru lakonisms iauj dejas panra elementus atskadojuma dapadot, izraugo-
ties katrai spraiga ritma formulai visatbilstodako tempu (Alsungas padancim-—
Allegretto, Bukaraga dziesmai — Moderatq Dipdancim — Allegro, Apaidan-
cim — Allegretto). Komponista apdarcm raksturigs daudzveidigs un izsmalci-
nats ritms, kas verd dos skaddarbus sevidii piemcrotus laikmetigam iestudcjumam.
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Dabas ainava

Portrets Blpuidziesma

Deja

Autors

Mgnestiois zvaigznes skaita
Tris sidraba upes tek

Tautiedami roku devu

lize Arne

Sudrabioa lietiod lija
Klko, mana dzeguzite

Visas masioas bijam
Midama dziesma

Birzgales dancis

Alsungas padancis

Bukaraga dziesma

Dipdancis

Apaidancis

Dej, masioa, lidz
ar mani

Pauls Dambis

Es meitioa ka puiite

Qiierts Gravitis

Bgrzioami balts krekliois
Sudrabota Zzile brgca
Kusti, kusti, 0denszéle

Sola mani mamulite
Scdgja masioa

Mgs devioi balelioi

P¢l man bija divu lietu
Vediet mani kur vezdami
Kas ta tadda griezes galva

Cdigi, cdigi tie
panaksnieki

Ar meitami dancot
gaju

Sestdien labi ciema
braukti

Romualds
Kalsons

Caur sidraba birzi gaju

Arta Arnicane

Aija, Ancit, aija

Edgars Raginskis

Skaisti dziedi, lakstigala
Tricgt tricg]’ visa Riga
Pat, vgjioi

Irbit’ gulgj’ ceimala

Apkart kalnu gaju

Avu, avu baltas kajas
Redz’, kur jaja div’ bajari
Pate mate savu dglu

Aija, papa

Kas to Ligo ieligoja?

Jazeps Vitols
(op. 29)

Ai, zaia lidacioa
Ej, saulite, driz pie Dieva
Sidrabioa upi bridu

Mamio’ mani maz’ atstaja Aija, bg¢rnio, plpas
Ko tu raudi, kas tev kaite

Maza biju, neredzgju

Aiz upites jcri br¢eca

Jazeps Vitols
(op. 32)

Folk Impression |: Kur tu teci, gailiti manu
Folk Impression II: Krauklit's s¢p ozola

Folk Impression IlI:

Aija, papd

Folk Impression IV: Skaisti dziedi, lakstigala

Marija Druste

2. attcls. banrisko elementu éetri tipi tautasdziesmu apdargs klaviergm
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Oilerts Gravitis (1926) tautasdziesmas apdargEs meitida ka puiite
klavieru ansamblim éetrrocigi portretcjis priecigu, bezrlpigu noskadojumu
un apvienojis ka dziedamibas, ta dejiskuma elementus, kas pasvitroti ar liganu
kustibu un pestu plastiku. Mzikas izteiksmes lidzekiprimo un secondopar-
tijas paspilgtina asociacijas ar dialogu, aspratigi un jautri dapadojot muzikéalas
deklaméacijas viengabalaino mopumu.

Romualds Kalsons(1936) Divpadsmit latviedu tautasdziesmu apdares
sakartojis cikla atbilstodi programmatiskai iecerei — atklat kdzu svinibu tradi-
cionalas ierapas plada personisko pardzivojumu diapazona, no ligavas liriskam
pardomam lidz draiskam kaznieku izdaribam. Lidzigi k& Dambja miniatras,
ari Kalsona apdares raksturo ritma formulu noteiktiba un asums, kas bagati-
nats ar polifonijas elementu lietojumu. Psiholoiiskas noskaoas tvertas izsmal-
cinata skaouraksta, izmantojot pianistisko pad¢mienu dapadibu (roku krusto-
dana, dapadi pedalizacijas risinajumi, repeticijas, martelato, tremolo, glisando,
rubato). Portretcjamie kazu rituala dalibnieki tiek individualiz¢ti ar tembra,
artikulacijas un faktQras pad¢cmieniem. Kalsona laikmetigo pieeju latviedu
folkloras interpretéacijai ir izcclis mlzikas zinatnieks Janis Torgans, noradot
uz komponistam piemitodo trapiga raksturojuma prasmi un muzikalas doma-
danas krasainibu jeliembra personifikacijas efektu(Torgans 1987: 191).

Arta Arnicane (1982) iso polifono fantaziju Caur sidraba birzi gaju vei-
dojusi k& poctisku, ainavisku apceri, sakausgjot objektivo un subjektivo izjatu
sfcru. Priekdplana izvirzas tautas melodijas pladais plidumpderato), kas
sashiedz izteiksmigu emocionélu k&pindjumd@empo primo posma fantazijas
nobeiguma. Faktlras izklasta doming polifonizcta figuracija, kas ipadi pastip-
rinds kadences tipa kulminacijaMeno mossq lai vienota veseluma aptvertu
miniatQrfantazijas psiholoiiski padziiinato saturu.

Edgars Raginskig1984) d0pia dziesma&Aija, Ancit, aija sekoijis tradici-
onalajiem panra pad¢cmieniem; to apliecina klavieru reiistra tembralo iespcju
izmantojums un vienmgriga astotdaiu kustiba d0pojodaja pavadijuma. Inte-
resanti koloristiskie meklcjumi lidztekus daudzveidigiem pedalizacijas efek-
tiem T&vudi noslcguma posma bagéatinat apdari ar tclainibai atbilstodu faktlras
kontGru detalizaciju.

Jazeps Vitolg1863-1948) visa radoda mlpa gaita pieversies dapadiem
latviedu tautasdziesmu panriem. Lidz pat mdsdienam savu pievilcibu saglaba-
judas vida apdares op. 29 un op. 32. Abi opusi tapudi daiirades otraja perioda,
kad izveidojas nacionalas mizikas klasiia individuélais stils, mdzikas valoda
kiuva krasaindka un tclaindka, bet tematika — izmekictaka, savdabigéka,
programmatiskiem elementiem bagéataka. Bis komponists ir aizsacis apdares
panru latviedu klavierm(zikd; viod pats savas apdares dcvgjis par mazam
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parafrazcm klaviercm (Wihtol 1901), t. i., brivaka izklasta fantazijveida
apdarcm.

KlavierminiatQras abos opusos (op. 29 un op. 32) virkngjas pcc kontrastu
principa. Melodija apdargs izklastita divreiz, turklat atkartojuma biepi mainas
reiistrs, faktdra, dinamika un tonalitate. Brivi papladinot melodiju, apvijot
vai papildinot to ar atsevidiiem tas parveidotiem motiviem, jo ipadi ievadu,
starpspciu un beigu posmos, Vitols tuvindjis apdares nelielam rapsodijam.
Lai arf apdares ir ioti dapadas, galveno lomu glist dabas ainavas un portreta
elementi. Emils Darziod 1908. gada raksturojis dis apdares kielielas muzi-
kalas gleznidas, kas darinatas uz zindmu tautas dziesmu motivu pamata, pie
kam, saprotams, komponists ieturcjis dotas tautas dziesmas pamata raksturu,
ka arf, kur iespcjams, mc¢iindjis ilustrct tekstu (Darziod 1975: 178).

Gan Desmit latviedu tautasdziesmésep. 29, gan Asto0as latviedu tautas-
dziesmasop. 32 izmantoti daudzveidigi pianistiskie padcmieni: mizikas
tclaintbu paspilgtina plada diapazona virtuozas pasapas, trilleri, arpedpo,
dubultnotis, akordu un oktavu spcle, k& ari Vitolam tik raksturigais faktQras
pieséatindjums ar harmonisko figuraciju un polifonijas elementiem.

Marija Druste (1984) éetras tautasdziesmu apdarcd=our Folk Impres-
sionsg) izmantojusi Tpadi izveidotas skaodurindas. Divam apdar¢cmFolk Im-
pression | (Kur tu teci, gailiti manu) un Folk Impression IV (Skaisti dziedi,
lakstigala), pamaté ir pamazinatas skaokartas skaourinda, kas balstas uz
pustoou un veseltodou secigu miju:

3. attcls. Skaodurinda, kas pamaté Marijas Drustes apdarcm
Folk Impression | un Folk Impression IV

Savukart apdargFolk Impression Il (Krauklit's s¢p 0zold) autore ietvgrusi
padas izveidotu skaokartu ar 8adu skaourindu:

4. attcls. Skaourinda, kas pamata Marijas Drustes apdarei
Folk Impression Il (Krauklit's s¢p 0zold)

Apdare Folk Impression Il (Aija, plp0) veidota veseltodu skadurinda.
Tadcjadi katra no éetram apdarcm izmantotas tikai konkrcgtas skadkéar-
tas skadas. Jaunajiem pianistiem autore ierosingirms skaddarba macidanas
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izspclct skaokartu[skaourindu — N. L. ], lai iejustos taja. Esam pieradudi pie
mapora un minora, tap¢c nav vajadzigs ipadi “uzskaodoties” mizikai. Taéu
manas izmantotas skaokartas nav pazistamas, tap¢c sakuma (vai ari regulari,
uzséakot vingrinddanos) var nospglct attiecigo skaokartu lidzigi gammai visa
klavieru diapazona. Var ari improvizct, izmantojot skaokartas skaoas, sp¢-
Igjot Tsas frzes, melodijas vai akordugDruste 2012).

Apdarei Folk Impression | (Kur tu teci, gailiti manu) izteiksmibu piediir
vienmcriga astotdaiu kustiba un nepartraukta ritma pulséacija, kas asocicjas
ar mazika tcloto oirbigo skrgjienu. Pakapeniskais kapindjums sagatavo gal-
veno kulmin&ciju miniatQras beigu fazg,forte skangjuma (69.—100. t.). llus-
trativo raksturu paspilgtinas pianista kustibu koordinacijas precizitate un
artikulacijas dapadiba atskadojuma.

Apdarc Folk Impression Il (Krauklit's s¢cp 0zold) izpaupas dialoiiskums,
un to atspoguio divi kontrastcjodi posmi. Pirmaja no tiem (@lla campane
1.-39. t.) valda nopietns v¢stijums, kas pretstatitotra posma leggiero e
giocoso(40.—101. t.) bezbcdigajam refrcnam. Kontrasta principu paspilgtina
ievada imitctas zvana skadas (1.-8. t.) un sekojodie melodijas tris izklasti.
Tematiskais materials apdares otraja posma izklastits rondéorma.

Folk Impression Il (Aija, papQ) panriskie elementi tverti d0puidziesmai
tipiskaja 60pojodaja pusnodu un ceturtdaiu ritma, izmantojot klusinatu dina-
miku mezzo pianc-pianissimo, augdgja reiistra parsvaru un sinkopctu peda-
lizaciju. Miniatdra valda rams noskaoojums. Ipads izteiksmes lidzeklis ir
veseltodu gammas transpozicija, kas, lidzigi modulacijai, sekm¢ atskadojuma
kolorita maiou. Tautasdziesmas melodiju autore iesaka atskadot izlidzinata
dziedajuma, lai sasniegtu t¢lojumam vglamo raksturu -neitralu dungodanu
(Druste 2012).

Folk Impression IV (Skaisti dziedi, lakstigalg apdare veidota variaciju
forma a—a—a,. Ar katru nakamo variaciju fantazijveida attistibas gaita pa-
pladinas melodijas diapazons. Dabas ainavas panriskie elementi ir lakstigalas
pogodana (g) un toroa zvanu imitacija kulminacija (a,), ko paspilgtinas
rubato veida atskadojums.

lestudcjot apdares, jaunie pianisti bagatinds savu klavierspcles krasu
paleti: bds jamacas mcritiecigi organizct skaddarba dinamisko planu un
atklat atskadojuma telpisko dimensiju. Piemc¢ram, melodijas atkartojumos
vclams lietot pamidus legato un stakato, piano un forte kontrastus, dapadot
komponistu izmantotos imitaciju pad¢cmienus. Atdiirigi risinajumi iespgjami
klavierminiatOru dinamiska reljefa veidodana. Plencrs tautasdziesmas apdarg
nereti tiek vizualiz¢ts k& dabas ainavas tuvplana un talo skatu perspektivas
kontrasts. Atskadojumu dapados ari dinamikas vilnis, kura pakapeniskajam
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k&pumam un kulminéacijai apdares vidl seko vienmgrigs kritums tas noslc-
guma.

Melodisko intonaciju atkartojumi tautasdziesmas paspilgtina folkloras
estctisko iedarbibu kopuma: [idzigi ka dainu éetrrindgs, art mizika atkar-
tojums atvieglo uztveri un sapratni. Jau zindmu un atpazistamu melodiju
jaunajiem pianistiem vieglak iekiaut individualo mizikas priekdstatu sistcma.
Atkartojumi palidz saskatit jaunus, v¢l nebijudus risindjumus atskadojuma,
pilnveidot klavieru skaruma un dinamikas gradaciju loku; tie izcei saikni
starp tikko atskadoto un iepriekdcjo mdzikas materialu, bagéatina atmiou un
sekmg¢ jauno pianistu patstavigas domadanas attistibu.

Secingjumi
Raksta gaita veikta izpcte rosindja divas galvenas atzioas:

1) jauno pianistu konkurss ir orientcts uz latviskas kultrpiederibas apjcg-
danu. Baja nolika izmantota meritieciga latviedu tautasdziesmu apdaru
integr¢dana konkursa repertuéara atbilstodi kultdrizglitibas reformas mgr-
fim un Dziesmu svgtku tradicijas stiprinadanai;

2) raksturojot panrisko elementu tvgrumu latviedu tautasdziesmu apdargs
klaviergm, var nodalit eetrus biepak sastopamos risinajumus — dabas
ainava, portrets, ddpuidziesma un deja. Tie doming ari 50 apdargs, kas
iekiautas Noras LOses veidotaja e-resursa macibu materiala (LOse
2012b).

Latvian Folk Tunes: Using Arrangements
in Competition for Young Pianists

Nora Ldse
Summary

Tolerance and understanding is an issue of persisting actuality in our
modern society and it encourages us to investigate situations of cultural
exchange. One of those manifold situations is the one of musical education
and music competition. Latvian professionally oriented music schools are
currently undergoing an educational reform. The goal of the educational
reform is stated asproviding wide availability of music and arts education
to foster development of creativity, support the national identity and maintain
continuity and quality of the Song Festival tradition, ensuring the selection
of talent and promote their professional development and creative growth
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(Kultdrizglitibas sistcmas reformal..] 2009-2012: 2). Music competitions
stimulate passionate musicianship. For pupils, music competitions are the
first glimpse of performing in public, playing in ensemble, or of breaking
out of an orthodox repertoire. A classical music competition is an educational
event where pupils come together to meet fellow students, to share experiences
and to get acquainted with diverse cultural spaces. The theoretical conclusions
state that piano competitions stimulate the development of the young musi-
cians’ creative ability, help them co-ordinate their areas of special interest,
enrich the efficiency of the musical studies and the acquisition of professional
skills (Alink 1993; LOse 2001). For developing the traditions of piano playing

in Latvia and promoting the popularization of folk tunes in academic piano
music genres, the Riga International Competition for Young Pianists was
founded in 2012 (see LGse 2012d).

The Aim of the Study is to investigate the conditions for developing
pupils’ cultural awareness, to characterize the ethno-didactical conception
of piano competition and to characterize the types of genre scenes in Latvian
folk tune arrangements completed in the E-resource learning material. The
Materials and methods sectionusesthe referring analysis of musicological
and pedagogical literature, analysis of Latvian folk tune arrangements, and
reflection of author’s pedagogical and performing experience.

Ethno-didactical conception of competition for young pianists

Traditionally, piano pedagogues are using Latvian folk tune arrange-
ments at music school for developing pupils’ knowledge, professional piano
skills, enhancing tolerance and cultural awareness, and evolving initiative
and fantasy (LOse 2012b). By practicing Latvian folk tune arrangements pupils
are offered a glimpse into the very special source of the world of folk expe-
rience. Ethno-didactics is a goal-oriented folk tune actualization in the process
of piano performing by interchanging principles of visualizing, under-
standing and kinetics. Ethno-didactics is grounded in the hermeneutical
approach and seeks to activate pupils’ cognizance for cultural awareness.
The ethno-didactical conception is realized by integrating folk tune arrange-
ments into the piano competition’s repertoire.

The ethno-didactical model of piano competition is based on subjective
and objective components. The model works in the unity of two integrated
dimensions — the objective invariable part as a social dimension and the
subjective variable part as a professional dimension (see Figure 1). The inva-
riable part of the model includes the folk tune arrangements for piano and
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the ethno-didactical principles in piano performing. The variable part of the
model includes co-operation between young pianists and pedagogues, young
pianists’ stage performing experience, jurors’ evaluation and young pianists’
self-evaluation, and cognizance for cultural belonging.

Elements of genres in folk tune arrangements

The Latvian composers’ folk tune arrangements are collected in the E-
resource learning materiaEthno-Didactics in Piano Practicing (LOse 2012b).
50 piano miniatures are divided in three didactically consecutive level8egin-
ners’ leve| Intermediate level and Advanced level. The E-resource learning
material includes a soundtrack of each folk tune arrangement. The folk tune
arrangement is a genre of programmatic music that invites imaginative cor-
relations and carries meaning from folk song quatrains. Each arrangement
is adapted from concrete quatrains and is intended to be a genre scene. Four
types of genre scenes represent nature landscape (18 arrangements), portrait
(18 arrangements), lullaby (4 arrangements), and dance (10 arrangements;
see Figure 2).

Folk tune arrangements for piano offer a pitch-developing opportunity
by listening to the several voices in the text — melodic echoing, imitations or
sequences. Latvian composers mostly use an associative method, which rein-
forces the poetic imagery of the music with the corresponding quatrains,
thus aiding the emotional understanding and memorizing of the pieces. The
musical clearness of folk tune arrangement is realized through the unity of
pianistic movements and the emotional content of the music. These folk
tune arrangements utilize almost all possible piano techniques — scales and
chords, jumps and trills, double-thirds and octaves. Practice of these folk
tune arrangements develops the piano playing skills. Use the alternation of
legato, staccatoand portato touch or contrasting piano-forte sound, imitation
of the sound of psaltery or use of the broken chords technique, the use of
pedal andrubato are employed in these programmatic miniatures.

Conclusions

1. Grounded on the hermeneutical approach, ethno-didactical conception
of piano competition is orientated to cognizance of cultural awareness
in young pianists. The integration of folk tune arrangements in the
competition’s repertoire is a condition for continuity of the Song Festival
tradition in Latvia.
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2. The E-resource learning material is based on the principles of ethno-
didactics which manifest themselves in piano performing as principles
of visualizing, understanding and kinetics. Each folk tune
arrangement for piano is adapted from concrete quatrains and is intended

to be a genre scene. Four types of genre scenes represent nature landscape,
portrait, lullaby, and dance.

Key words: piano competition for young pianists, ethno-didactics, Latvian
folksong arrangements for piano.
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