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SJEKTPOHHBIN MYTEBOJUTEJb 11O ®OHJIAM
OUJIIOJOI'MYECKOI'O APXUBA

Electronic Guide-book on the Funds of Philological Archive

Natalja BolSakova (Hamanvsa boavuaxosa)
IIckoBckuii rocyaapcTBeHHbIN yHUBepcuTeT / Pskov State University,
e-mail: bolshakova55@yandex.ru

Abstract. The work is dedicated to the scientific and practical task of the creating an electronic guide to the funds
of the Pskov dialect and folklore-ethnographic archive, which is stored in the scientific and educational laboratory
of the Pskov State University. The relevance of the topic is due to the extension of the implementation of digital
technologies in the work of archives in order to organize, secure storage of the unique information and to facilitate
access to the materials for the users. The specificity of the work is that at the core of the guidebook is a specially
designed electronic database, which includes the information on a number of basic information fields, due to the
requirements for the registration of the field data. A special place is given to the informative part of the archival
units such as expeditionary notebooks and audio recordings. As a result, the user can make a request for any of its
parameters: the year of the survey, settlements, informants, collectors and by the genre-thematic approach as the
most important for the researcher. The experimental model of the developed guide has been tested on the basis of
the archival data from the southern historical and cultural area of the Pskov region, bordering with Belarus.
Keywords: Electronic guide, regional folklore archive, Pskov-Belarusian border zone.

Beryniienue

Pabora nocssiieHa Hay4YHO-IIPAKTUUYECKON 3a7aue CO3AaHUSI DIIEKTPOHHOTO ITyTEBOIUTEINS
mo (oHJAM TICKOBCKOTO JHAJICKTHOTO W (DOIBKIOPHO-ITHOrPA(PHUECKOTO apX¥Ba, KOTOPBIN
XpaHUTCS B  Hay4yHO-oOpa3oBaTenbHOl  nmaboparopun [ICKOBCKOro  rocynapCTBEHHOTO
VHHBEPCUTETA. AKTYyallbHOCTh TEMBI OOYCIIOBJICHA pACIIMPEHUEM BHEIPCHUS IH(PPOBBIX
TEXHOJIOTMII B JI€ATEIbHOCTh APXMBOB C ILEJNbI0 CHCTEMAaTH3allUH, HAJIEKHOTO XpaHEHUs
YHHUKaJIbHON MH(POpPMAIUU U 00JIeryeHus JOCTyIa K MaTepuasiam JUisl Mojab30BaTeleH.

®dopma MyTeBOIUTENSI BHIOpAaHA HE CIy4ailHO, OHA IMO3BOJISIET HE TOJBKO OOBEAUHUTH H
CHUCTEMHO TPEACTaBUTh OOJBIION O00BEM XpaHHUMOW HH(POPMAIMH, HO U, IO OIPEICICHHIO,
o0OecreunBaTh MOUCK HY>KHBIX JaHHBIX.

Lean padoThl, METOABI U MOAXO0AbI, HCIIOJIb3YyeMble B padoTe

[lenpto naHHON mMyOMMKanUKM sBIsSETCS OOOOIIEHHE HAYYHO-NPAKTUYECKOIO OIbITa B
o0jacTu HCIONB30BaHUS HMH(POPMAILMOHHBIX TEXHOJIOTMH MPUMEHHUTEIBHO K apXuBawm,
UMEIOIUM (PUIIOJIOTMYECKYI0 HampaBiieHHOCTh. Kak mpaBuio, conxep)kaHHe TaKUX apXHBOB
CBS3aHO C pe3yJbTaTaMH MHOTOJIETHEH SKCIETUIIMOHHON paboThl, MPOBOAMMOI By3aMU WIIU
HAY4YHBIMH yUpexJeHHsIMU. BMecTe ¢ TeM NpUMEHHUTENbHO K HAyUHOMY apXUBY HE CYIECTBYET
CHEeHMallbHO  pa3padOTaHHOM  yHUBepcalbHOM  miIaTdopMbl, TNPUMEHEHHE  KOTOPOM
aBTOMATHUYECKH peliaigo Obl BOMPOCHI XpaHEHMA W Mpe3eHTaluu MmartepuanoB. Kpome Toro,
MOMHMO  pEIIEHUS  TEXHOJIOTMYECKUX  3aJay, TpedyeTcss TMpOBEIACHHE  KOMILIEKca
MOJArOTOBUTENILHBIX pabOT MO CO3/JaHUIO DJEKTPOHHBIX KOMMHA €IWHUI] XpaHEHWs apXuBa, a
TaKk)kKe HEOOXOJUMO OCMBICICHHE psla TEOPETUUYECKUX MpoOJeM, HaXOAAIIUXCS Ha CThIKE
I'YMaHHUTapHbBIX HaYK.

B mnacrosmeii pabore OOBEKTOM MCCIEAOBAHUS BBICTYyMAaeT (OJBKIOpHAs YacTh
IICKOBCKOT'O apXuBa. JTOT (DOHJ, OTHOCAILIMICA K KaTeropuu HaydHbIX (pOHIOB, popMHUpyeTCs
KaK pe3ysbTaT MPOBOAMMBIX Ha (UIOJIOrHYEecKOM (akyibTrere (OJbKIOPHBIX IKCHEAUINNA Ha
tepputopun IlckoBckoil obmactu HaumHas ¢ 1976 r. 3aHumasch cOOpOM  (OIBKIOPHOTO
MaTepuana (O0COOEHHO C HCIOIb30BAaHUEM 3BYKO3aIMCBHIBAIOIIMX YCTPOWCTB), coOMpaTenn
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OJTHOBPEMEHHO (PUKCHPYIOT U COITYTCTBYIOIIYIO HH(OpMaIHIo: aBTOOHOTpadUIecKre CBEICHUS
1 OBITOBBIE PACCKa3bl, Pa3JIMYHbBIC AUAIOTH WH(POPMAHTOB MEXIY co00ii 1 T.11. Bee 310, BRIXOAS
3a mpefenbl TPAaAMLMOHHBIX JKaHPOB (OJBKIOpPA, COCTABISET IIMPOKUHA BepOasibHbIM (OH,
NPEJCTABIAIOMIMNA  IIEHHOCTh ISl WCCIICOBAaHUS PETMOHAIBHBIX OCOOCHHOCTEW pedH,
JMAJIEKTHOH KOMMYHHUKALIUU B LIEJIOM.

Takum oOpa3om, paccMarpuBaeMblii (OHI 1O CBOEMY COJCPKAHUIO SBISETCA
KOMIUIEKCHBIM apXUBHBIM UCTOYHUKOM. [lo cTpyKkType GoH1 AeauTcs Ha Ba B3aUMOCBA3aHHBIX
nonadonga — pykonucHsli U aynuodona. K coxaneHuro, IICKOBCKMI apXWMB HE pacroyiaraet
BUjieoMaTepuagamMy, (poromMarepuaibl NPeACTaBICHbl HE3HAYMTEIbHBIM KOJIMUYECTBOM €JIMHMUII.
CoOTBEeTCTBYIOIIME JBYM OCHOBHBIM MOA(OHAAM €IWHUIBI TPAAULIHUOHHON (OPMBI XpaHEHUS
IIPEJCTaBICHbl B apXUBE IUIAHIIETAMM, 3alOJIHEHHBIMH TETPAIAIMH, U OTAEIbHO CTOSAIIMMHU
ayaMokacceTaMu (MMeeTcsi, KpoMe TOro, JBa JeCATKa OK3eMIULIPOB KaTylIeK, s
BOCIIPOU3BEJICHHSI 3alIUCEH C KOTOPBIX HY)KEH COOTBETCTBYIOUIMH MarHuTo(oH). PacctaHoBka
MaTepHaJioB B apXUBE COOTBETCTBYET MPUHATOMY Ha OCHOBE UCTOPUKO-KYJIBTYPHOTO U (hPU3HKO-
reorpagpuueckoro NpUHLUMUIIOB BHYTPHOOJIACTHOMY 30HMpoBaHUIO [IckoBCKkoW 001acTu Ha ceMb
HCTOPHUKO-KYJIBTYPHBIX 30H (/locTomprMedarenbHble NPUPOAHBIE W HUCTOPUKO-KYJIBTYPHBIC
00bexThI [IckoBCKoit 00mactu, 1997: 683-684).

BripaboTanHbIe 32 MHOTHE T'OJIbI METO/BI paOOTHI C apXWBOM 00ECIICUNBAIOT MOIEPKAHHE
TpaJULIMOHHBIX GOpM XpaHeHHs. BmecTe ¢ Tem B 1aboparopuu pa3paboTaHa U OCYIIECTBISIETCS
IporpaMMma Io NEPeBOJy apXUBHBIX MAaTEpUAIOB B 3JEKTPOHHYIO popmy xpaneHus. K 2013 r.
Obu1 ouK(poBaH BeCh ayIMO(OHA HA YCTApEBILIUX HOCHUTEINAX, KOTOPBIH COCTaBIISET MPUMEPHO
1055 yacoB 3Byuyanus. B Hactosmiee Bpemsi oTckaHupoBaHo Oojee 700 TeTpagell pyKOMUCHOM
YacTH apxuBa. MeponpuaTus 10 CO3/1aHUI0 JIEKTPOHHOIO J1y0Jis apXuBa ObLIN NPEANPUHSITHI B
MIEPBYIO OYEpeib C LEIbI0 YCHIICHHSI CTETICHN HAaJe)KHOCTH (POPM XpaHEHHUS.

OnHako HOBOe Bpemsl IUKTyeT HoBble 3afauu. Co3fgaHue INyTeBoauTeNs Mo (GoHaaM
apXvBa HEBO3MOXXHO OBLIO 0€3 OCYIIECTBICHUS MPOTPaMMBI 0 TPUMEHEHHIO HH(POBBIX
TEXHOJIOTUH B apXuBHOM XpaHeHuMu. Crenuduka paboThl Haja 3JIEKTPOHHBIM ITYTEBOAMTEIEM
COCTOMT B TOM, YTO B €0 OCHOBE JISKUT CHELMAIIbHO pa3paboTaHHasl 3JEKTpOHHAas 0a3a JaHHbBIX,
B KOTOPYIO 3aHECeHa MHPOpMaLUs 1O psily 6a30BbIX HH(POPMAIIMOHHBIX MOJIeH, 00yCIOBIEHHBIX
TpeOOBaHUSAMU K OPOPMIIEHHUIO MOJIEBBIX MAaTEPUATIOB.

CTpyKTypa U cojep:kaHue JJTeKTPOHHOI0 MyTeBOAUTEJIsI

[lyreBoauTens Kak apXUBHBIM CIPaBOYHUK, KOTOPBIM COJEPKUT KpaTKUE CBEICHHS O
JOKYMEHTaX OJHOI'0 MJIM HECKOJbKUX apXHMBOB, OMMCAaH BO MHOTUX JOKyMEHTaxXx U y4eOHO-
METOJMYECKOW M CHEUAIbHON JMTEpaType, IOCBSIEHHOW apxuBoBeacHHIO. llyreBomurens
Ipu3HaeTcst Harbosiee ONTUMaIbHOM (OpMOIl crcTeMaTU3aluy apXUBHOTO MaTepuasna, KOTOPbIi
JaeT BO3MOYKHOCTh CBfA3aTh MMEIOLIMECS apXMBbl WM COCTAaBHbIE 4acTH apxuBa (ApXuB
Poccuiickoit akagemuun Hayk: 2008). OcoOeHHOCTH HamIe pabdOThl 3aKIIFOYAIOTCS B CO3JaHUU
3JIEKTPOHHOTO (He OyMa)XHOro) MyTEBOJIMTENS, KOTOPBIM MPHU3BaH aKKyMYJIHpPOBAaTh B €IUHOMN
anekTpoHHOU 6a3e nanubix (Ob/]) nBa nondonaa — pyKOMUCHBIN U 3ByKOBOH.

PykomnucHast 4acTe apxuBa, KakK MpPaBUJIO, NPEACTaBIseT COOOH TaK Ha3bIBaeMble
pacmndpoBKU ayauo3anuceid. ITa 4acTh, HECMOTPSL Ha HEKOTOPOE HECOBEPIIEHCTBO MOJIEBBIX
pacmdpoBoOK, sBiIsgeTcs Hambosnee NeHHOW. HeTrouHocTH pacmM(poOBOK Bcerja BO3MOXKHO
YCTpaHUTh MO uUMeromuMces ayauosanucsm. C 3Toil 1enpio B 0aze MpeaycMOTPEHO BBEICHUE
TEKCTOBBIX (aillIoB ¢ HOBBIMH pacHIM(PpPOBKAMH, YACTUYHO YK€ OCYLIECTBICHHBIMH.
Aynuo3anucu MOTYT CIY)KUTb TMEPBOMCTOYHHUKOM M I JIHAJEKTOJIOTOB, KOTOPBHIE MOTYT
oOpamiarecsi K MarepuansaM MyTeBOAUTEINS C LEIbI0 MPOBEICHUS CHEUUANBHBIX (DOHETUYECKUX
HCCIIE0BAHUM.

DKCIeAUIIMOHHAS TETPa/ib ¢ UHAUBHIyaTbHBIM HOMEPOM MPHUHSATA 32 YHUKAIbHBIH 00BEKT
OBJl. ApxuBamus TteTpaneil B 0a3ze mpennosaraer pa3paboTKy CHCTEMbl XapaKTEPUCTHK B
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CTPYKType myTeBomuTens. B cBs3um ¢ 3TuM ObUTHM pa3paboTaHbl MH(POPMAIMOHHBIE OJIOKH,
Jermmue B OCHOBY cCBs3aHHBIX TaOmmi OBJl. MubopMannoHHBIA OIOK MeCTa BKIFOYACT:
aJIMUHHUCTPATUBHBIA PallOH, BOJOCTb / CENbCOBET, HACCICHHBIA MYHKT. MHOrHE TeTpaau
coJepKaT BBHIMOJHEHHBIE BPYYHYIO TIUIAaHBl (MHOTJA (parMeHThl Teorpaguueckux Kapr)
00cJe10BaHHOTO 32 MEPUOJI SKCIEINLIUU MPOCTPAHCTBA C 0003HAUEHUEM HACEICHHBIX IYHKTOB,
YTO JAeT AOIOJHUTEIbHYI0 HHPOPMAIUI0 00 OCOOCHHOCTSX MOJEBOTO cOopa. MBI MmoCUUTAIN
CYILIECTBEHHBIM BKJIIOYEHHME 3TUX KapT B KauecTBE OTHEIbHOro (ailia, MPUKPEIsIeHHOro B
dopmare pdf Kk TeTpaaMm Kak CTPYKTYpHOH €OUHMIIE IyT€BOAMTENA. BpemeHHOU
MH(OPMALIMOHHBIN OJIOK COJEPKUT yKa3aHWE Ha Troj 3amucu. BHyTpeHHEe CTpYKTypHUpOBaH
UH(POPMALIMOHHBIA OJIOK, IMOCBSIIECHHBI WH(pOpPMaHTY: (paMuiIns, UMs, OTYECTBO; BO3pacT.
Taxxe ecTb moJisl, coaeprKamre nHHOPMALIUIO O COOMPATENSIX, PYKOBOIUTENSIX IKCIEAUIIAN.

B03MOXXHOCTH ~ 3JIEKTPOHHOTO  HyTEBOAUTENs 1O (oHAaM apXuBa  MO3BOJISIOT
MOJIB30BATENIO JIEJIaTh 3alpoc MO JIIOOOMY K3 HHTEPECYIOIIMX €ro IMapaMmMeTpoB: MO ToAaMm
oOciieZloBaHMs, HACENCHHBIM IyHKTaM, MH(OpMaHTaM, coOMparessiM, a TakXKe IO >KaHPOBO-
TEMaTUYEeCKOMY NMPUHIUIY KaK HanOoiee BaXKHOMY JIJIsl HCCIIEA0BATENS.

CopnepxaTenbHOM CTOpPOHE AapXUBHBIX €AMHULl (TETpajael) OTBEIEHO B IYTEBOJAUTENE
ocoboe MecTo. B cTpyKTypy SKCIIETUIIMOHHOM TeTpaau (3TO, KaK MpaBUiio, 00beMHasi PYKOIHUCH,
3aIOTHSIONIAS] CTAHJAPTHYIO TETPaab B 96 JIMCTOB) B KAYECTBE 005S3aTEIHHOTO 3JIEMEHTA BXOIUT
paznen «CopepxaHue», MPEACTABISIONUN cOOOM IMOJHBIN MepeyeHb 3alMiCaHHbIX MAaTepUaIOB
0 JKaHPOBO-TEMAaTHYECKOMY NMPUHIUITY C yKa3aHHEM CTpaHUI. VI3BJICYEHHBIH U3 COAEp KaHUS
TeTpajiell MOJIHBIM epeyeHb KAHPOB MPEACTABISAET COOO0M JOBOIBHO IPOOHYIO XapaKTEPUCTUKY
3alMCaHHBIX TEKCTOB. Tak, TOJBKO HETOJHBIA IMPOCTOH IEPEeYeHb BHJIOB HApPOJIHBIX MECEH
(BeceHHHME, BOCHHBIE, BOJOYEOHBIC, [OJIEBble, JKATBEHHBIC, 3aCTOJbHBIC, HWBAHCKUE,
UCTOPUYECKHE, JIbHSIHBIC, MACJICHUYHBIC, ITacXajbHbIC, IUIACOBBIC, IOXXHHHBIC, ITOKOCHBIE,
pPEKpyTCKUe, cBa/ieOHbIe, TOJIOYHbIE, TIOPEMHBIC, XOPOBOJIHbIC, IPOBbIE U T.Jl.) CBUAETEILCTBYET
0 OorarcTBe W pazHOOOpa3uu Martepuana. BepOanbHbie (POPMBI, MPEACTABICHHBIC OMUCAHUSIMU
00psI0B  (KaJCHJApHBIX, CBaAeOHOr0 M T.A.), TEKCTaMU CKa30K, pa3IW4YHBIMH (popMaMu
HECKa30YHOH MPOo3bl (ObUTMYKAMU, MTPEIaHUSIMH, JETSHIAMH ), TAKXKe YKa3bIBAIOT HA KYJIbTYpHO-
UCTOPUYECKYIO IIEHHOCTh UCTOYHHUKA.

Bonpockl  jkaHpPOBO-TEMAaTHYECKOH KJIACCU(PUKAIMK TEKCTOB OTHOCATCA K  YHUCITY
JUCKYCCHOHHBIX B CBSI3M C OTCYTCTBMEM JKECTKHX TpaHHUI[ €caMOro MOHATHS (OJBKIOpa,
0COOEHHO B Tiepuo Tpancpopmanuu HopM €ro COBpeMEHHOro cyiiectBoBaHusi (MapkoBckasi,
2006: 99-111). B omuceiBaeMOM IyTEBOJUTENE OTpAXKEHA «paboydas» KaTajJoru3alus, B LEI0OM
OTBEYAMOMIAs TMPHUHIMIIAM HAyYHOTO OMHUCAHUS JKaHPOB (ONBKIOpA, HO YUYUTHIBAIOMIAS U
0COOEHHOCTH T0JIEBOM pabOThl B KOHKPETHOM JHaNIeKTHOM cpesie (0Tcro/1a, HalpuMep, BapUaHThI
HAUMEHOBAHUN TIECEH — JicameeHHble, JiCHeliHble, JCHUBHble, nodicunHvle). Tak, pelieHue
NPaKTUYECKUX 33734 BJIEYET 32 COOOM OCMBICIIEHHWE HE TOJBKO YACTHBIX, HO M CYIIHOCTHBIX
BOIIPOCOB T€OPUH (POITBKIOPUCTUKH.

CopneprxaHye apXMBHBIX MaTepHAIIOB BBI3BAJIO HEOOXOIMMOCTh OOpAIIEHHUS K aKTyaJIbHBIM
npobjemMaM yCTHOM crioHTaHHOU peun. PaboTa Haj myTeBoAMTENEM B OUYEpeIHON pa3 3a0CTpHiia
npoOiieMy JKaHpPOB JHAJEKTHOW peuyd, ciaabo pa3pabOTaHHYI0O B KOMMYHUKATHBHOMN
muanektonorun (bonpmakoBa, 2011). Tak, B apXWBHBIX TETPaAsSX HEPEAKO BCTPEUAIOTCS
Ha3BaHUS pACCKA3 WIA OONOJIHUMENbHbII Mamepuail Kak TIOTBITKA YKa3aHWs Ha JKaHp WA
TEMAaTUKy TEKCTOB, YTO C MO3MIMH >KAHPOJOTHUH MPEACTABISAETCS OOIIMM, HEIO0CTaTOYHO
OTIpeNIeICHHBIM U BBI3BIBAET HEOOXOIUMOCTH JajbHEUIIICH TEOPETUIECKON POPadOTKHA BOIPOCa
YKaHPOB YCTHOTO JIMAJIEKTHOI'O HAppaTUBa.

Takum 00pa3oM, CO3aHHE AIIEKTPOHHOTO ITYTEBOJHUTENS MO (OHAAM apXwWBa CBI3aHO C
pelIeHeM KOMIUIEKCa TEXHMYECKMX M Hay4YHO-TEOPETHYECKHX BOIPOCOB, OTHOCSIIUXCA M K
ApXMBOBEJICHUIO, M K (PHIIOIOTHYECKIM 00IacTsIM 3HAHMSL.

OKcrepuMEeHTabHBIA 00pazel] pa3paboTaHHOTO MYTEBOAUTEINS anpoOMpPOBAaH Ha OCHOBE
apXMBHBIX JIAaHHBIX FOXKHOH HWCTOPHKO-KYJIBTYPHOH 30HBI [ICKOBIIMHBEI, COCTaBISIOMICH
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MOTpaHuuHyI0 TeppuToputo ¢ benopyccueii. M3 orckanupoBanHoro pykornucHoro ¢ouaa B Ob]]
IIyTEBOAUTENS BKIOUEHO 416 TeTpanell kak eIMHUI] XpaHEHUs apxuBa. B 0a3y myreBoauTtens
BBEJICHBI ayuo3anucu 00beMoM okojio 140 gacoB 3By4yaHus. [[s sKCepruMEHTaIbHOW MOETH
MyTEBOJUTENSI YKa3aHHBIM apeasl BbIOpaH HE ciaydyaitHo. OCHOBaHHUSIMH MOCITYKUJIO KYJIBTYpPHO-
HCTOPHYECKOE M S3BIKOBOE CBOEOOpa3ue ICKOBCKO-OCIOPYCCKOM ATHOKOHTAKTHOM 30HBI, a
Takke ciabas HM3y4eHHOCTh OSTOT0 apeana B OSTHOJMHTBHCTUYECKOM, JIMHTBOKYJIHTYPOJIO-
THYECKOM OTHOIICHUSAX M JIaXKe C TIO3UIIUK TpaauimoHHou auanekTosoruu (bonsimakosa, 2013).

DJIeKTPOHHBIHA MyTEBOAUTE/Ib B cucTeMe (JopM XpaHeHHs M NPe3eHTAlNH
apXMBHBIX MATEPHUAJIOB

Vxe k cepenune nepsoro 10-nerus XXI B. CylecTBOBajIo HECKOJIBKO CAalTOB, HA KOTOPBIX
ObUIH MpEACTaBIEHBI AJIEKTPOHHBIE (PparMeHThl (POIBKIOPHBIX aPXUBOB, KaK MPABUIIO, ITO OBLIN
oTaenbHble KoleKIUU. CcbUlkM Ha 12 pyCCKOSI3BIUHBIX 3JIEKTPOHHBIX PECYPCOB JlaHbl B
JMiCCepTaIiy, MOCBALICHHON Mpo0ieMaM coOMpaHusi, CUCTEMAaTU3allMd U apXUBHOTO XpaHEHUs
dombkiiopa (Mapkosckas, 2006: 154-155). B Hacrosmiee BpemMs B HAyYHBIX IIEHTpaXx,
3aHUMAIOLMXCSl  JJEKTPOHHOM apXuBalleil W Mpe3eHTaluedl apXUBHBIX MaTepUalIoB,
CYIIECTBYIOT XOpOIIO pa3pabOTaHHBIC 3JEKTPOHHBIE pecypchl. Tak, Hampumep, >JIEKTPOHHOE
u3nanue (QOIBKIOPHOTO apXHBa, pa3MElIeHHOe Ha caiiTe balmkupckoro rocyaapcTBEHHOTO
YHUBEPCUTETA, [TOMUMO BKJIIOYEHHUS! TEKCTOB, CHA0XKEHO ClleHU(UUYECKUMH JUIsI TAaKOro THUIIA
myOIuKauil cepBUCaMH, B TOM YHUCJIE UHTEPAKTUBHBIM OIJIaBICHUEM, BO3MOKHOCTBIO PabOTHI
co cioBodopMaMu, HHPOPMAITUEH 00 UX YaCTOTHOCTH, COOTHECCHHEM C KXKIOW MyOIMKaIeH
WHTEPAKTUBHBIX KapT C OTMEUEHHBIM Ha HUX MECTOM 3amucHu TekcTa (DOIbKIOpPHBIM apXuB
bamkupckoro rocyjapcTBEHHOTO YHUBEPCUTETA).

[IckOBCKMIf ONBIT MPE3EHTAIMM ApXUBHBIX MaTepUaioB JI0 TOCIEIAHEr0 BpEMEHHU ObLI
CBSI3aH C CO3/IaHUEM AJICKTPOHHBIX 0a3 JaHHBIX C PACHIMPEHHON CUCTEMO MOMCKa HH(OpMAIIHH,
OpraHU30BAHHBIX 110 >KAHPOBO-TEMATHYECKOMY NPUHUUIY. bBbUIM cO34aHbl U MOJYYUIIU
rocygapctBeHHyr0 peructpanuio Tpu OBJl: «YcrHble pacckassl 0 Benukod OteuecTBEHHOMH
BoitHe», «TpanunuonHslil aerckuit ¢poabkiop», «Ckasku IIckoBckoil obnactuy, pa3merieHHble
Ha caute <«SI3plIk W KynbTypa B KOMMYHMKAaTHBHOM IpOCTpaHcTBe [ICKOBHIMHBI»
(http://nocpskoviana.pskgu.ru/index.php). Dta paboTa sBASETCA YaCThIO TMEPCIECKTHBHOM
nporpaMMbl  ()OPMHUPOBAHUS 3JIEKTPOHHOU OubinoTexku TekcToB «Pskoviana», nMcTOUHHMKOM
KOTOPOM CIY)XKUT Marepuanl ICKOBCKOI'O JHAJEKTHOTO U (POIBKIOPHO-3THOrpaduuecKoro
apxuBa. llocnenHue pe3ynabTaThl pabOTHI CBSI3aHBI C JKAHPOBBIM pacmmpeHuemM OB/,
NoCBALIEHHOH (onbkiaopy Benukoit OTedecTBeHHON BOIHBI, 32 CUET BBEJCHUS B €€ CTPYKTYPY,
IIOMMMO YCTHBIX DPAacCKa3oB, IIECEH M YacTylleK O BOMWHE (cOOpHHK TEKCTOB C
ayJIMONPIIIOKEHNEM TOTOBUTCA K medatu). B koHue 2014 r. moAroToBI€eHO MYyIbTUMEIUUHOE
n3aaHue NckoBckux ckazok (Hapoausie ckasku IlckoBckoro kpas, 2014). M3naHa KojuleKTHBHAS
MOHOrpadusi, TMOCBSIIICHHAas MaclIeHUYHOMY 0Opsiay, ¢ mOyOnukamuell TeKCTOoB U
ayauonpuioxenueM (IlckoBckas Macnenuna: o0pa3bl, CHMBOJIbI, KOMMYHUKaius, 2015).

DONEeKTPOHHBIM MyTEBOJIUTENH MO (POHIAM TMICKOBCKOTO apXHWBa 3aHMMAET 0CO00E€ MECTO B
CHCTEME peIIeHUs Hay4YHO-TIPaKTHYECKUX 3ajad paboTsl ¢ apxuBoM. IlyreBomutens
MIPEACTABISIET COOOM AJIEKTPOHHYIO BEPCHIO apxuBa B (GopMe 0a3bl JaHHBIX, OCHOBAaHHYIO Ha
apeasibHOM npuHuuIe. [Tpu aTtom Gopma u copepkaTenbHast 4acTh MyTEBOJUTENS HE OMUPAETCS
Ha KakWe-TuOO aHaJIOTH B ATOW oO0jacTu. 3aBeplieHre padOThl HAJ ITyTEBOIUTEIEM — 3TO
JIOJTOBPEMEHHAs NEPCIEKTHBHAs 3ajada. B Hacrosiiee BpeMsl OCYLIECTBJIEH IEpBBIA 3Tall
peain3allii IpOeKTa — CO3/IaHKEe DJIEKTPOHHOTO MYTEBOIUTENS MO JAaHHBIM OJHOW HCTOPHKO-
KyIbTYypHOH  30HBL. Ha  cnemyromem — stame  IpeamnoJyiaraercs  paclpoCTpaHEHHE
AKCIIEPUMEHTAIbHOW MOJENU AJIEKTPOHHOIO MYTEBOJUTENS Ha IPYrHMe UCTOPUKO-KYJIbTYpPHbBIE
30HBI [ICKOBIIMHEL.
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BriBoabI

Takum o0Opa3om, pa3paboTka 3JIEKTPOHHOTO IMyTEBOAUTENS MO (OHAAM apXuBa HAy4HO-
00pa3oBaTeNIbHON 1a00paTOPUN PETHOHAIBHBIX (DMIIONOTHUECKUX HccieqoBaHui [IckoBckoro
TOCYZapCTBEHHOTO YHUBEPCHTETA SBIIETCS HaydyHO-MH(pOpManuoHHOW miatdhopMoit s
(dopMHpOBaHUSI YHUKAIBHOTO HCTOYHHMKA SI3BIKOBOM M KYJIBTYPOJIOTHUECKOW HH(POpPMALUU
PETHOHATIBLHOTO XapaKTepa.

Karanoruzamust cozepkanusi (oHIa TOKa3bIBaeT, YTO B 1EJIOM apxuB (KaKk B
TPaAUIUOHHON GopMe, TaK ¥ B €T0 ICKTPOHHON BEPCHH) SBIISCTCS XPAHWINIIEM O0OPSI0BOTO U
IIECEHHOTO (hOJIBKIIOPA, CKa30K U HECKA30YHOH (OIBKIOPHOI IPO3bI, TPAAUILIMOHHOTO JIETCKOIO
¢onbkiopa. Bmecte ¢ Tem ¢onx mpencrasiseT co00il BHYIIUTEIbHBIH HUCTOYHUK S3BIKOBOH M
KyJBTYpPOJOTHYECKOW HWHGPOPMAMM O HAPOAHBIX TPAAUIUAX, OO0 OCOOCHHOCTSX OBbITa,
XO3AHCTBOBAHUS, MUPOBOCTIPUSTHUS, TPAAUIMOHHBIX U HOBBIX IIEHHOCTSIX HOCHTENICH HapOIHON
KyneTypsl IIckoBckoro permona. Takum oOpazom, Oyaydd (QOJBKIOPHBIM IO HCTOYHHKY
dopMupoBaHus, apXUBHBIH (DOHJ IO CBOEMY COJCPKAHHIO BBIXOIUT HaJeKO 3a IPeelibl
OTPaKEHHSI TOJIBKO MECTHBIX (DOJIBKIIOPHBIX TPAIUIINH.

@dopma BNIEKTPOHHOTO IYTEBOXUTENsT MO (OHAAM apxuBa TNPEACTABISAET COOOM
JUHAMUYECKYI0 CHCTEMY, CIIOCOOHYIO YBEJIMYHMBATHCS B O0BEME, TaK KakK OSKCICIUIMOHHAsS
paboTa He MpeKpamaeTcst H1 Ha OJJUH TOI.

BornbIoit moTeHnuan colepKUT Takas (GyHKIHS MTyTEBOAUTENS, KaK aKKyMYJIHPOBAaHUE B
OJTHOHM cHCTEeMe ABYX B3aMMOCBSI3aHHBIX MOA(POHIOB — PYKONHCHOTO U 3BYKOBOro. EnmHCTBO
TEKCTOBOH M ayTuonH(OpMAIMK MO3BOJISET MOJIB30BATEII0 B 3aBUCHIMOCTH OT CBOMX HAayYHBIX
1eJel IPOBOANTH COOCTBEHHYIO BEPH(HUKAIIUIO TEKCTOB IO ayArodaiiiaM.

dopma MMyTeBOAMTENSI, B OCHOBE KOTOPOU JIEKHUT DJIEKTPOHHAs 0a3za JaHHBIX, HE TOJBKO
CHCTEeMaTH3UPYyeT apXWUBHBIC MaTepHajbl, HO M IO3BOJSET MPOBOAMUTH IOMCK HHTEPECYyIOLIeH
uHpopmanuu. DYHKIUS 3ampoca C COPTHPOBKOM JaHHBIX JaeT BO3MOXKHOCTH BBIOpATh,
HarpuMep, TOIMOHUMHYECKHE JIereHAbl (Wiau Jro0ble Jpyrue IO KaHPY TEKCTHI) OJHOTO
aIMUHUCTPATUBHOIO palioOHA.

HauOonee cymecTBEHHBIM MpEACTaBIAETCS TOT (aKT, YTO 3JIEKTPOHHBIA MyTEBOJIUTEND
CHCTeMaTH3UpyeT WH(POPMALMI0O HAa OCHOBE apeajbHOr0 NPUHIUIA. JKCIIEPUMEHTATbHBIN
oOpazer; pa3pabOTaHHOTO MYTEBOAUTENS aNpOOMPOBAH HA OCHOBE APXMBHBIX JAHHBIX HOKHOM
UCTOPUKO-KYJIBTYpHOU 30HBI [ICKOBHIMHBI, MpPEICTaBISIONIEH COOON ICKOBCKO-0EI0PYCCKYHO
ATHOKOHTAaKTHYIO TEppUTOpUI0. B cBA3M ¢ Tem, 4TO nNpoOieMbl TpaHULl U TOrPaHUYbS
npuobpenn 0coOylo aKkTyalbHOCTh B MOCIEIHHE TOABI, TO MaTepuanbl IyTeBOAWTENs, Oe3
COMHEHHMsI, OyayT BOCTpeOOBaHBI CIEIHATUCTaMU pPa3HbIX HAyK, H3Y4YalOIIMMU BOIPOCHI
JMMOJIOTHH.

PesynpraTel mposenaHHON paboOTHl (IYyTEBOIUTENIb CO3JAETCSI B TEUEHHE JIBYX JIET)
MOKa3bIBAIOT OOJIbIINE MEPCHEKTUBHBIE BO3MOXKHOCTH 3JIEKTPOHHOTO MyTEBOAUTENS 1O (HOoHIaM
IICKOBCKOTO apxuBa. BroiHe BO3MOXKHO, YTO BECh €r0 MOTEHIMAJ TOKa €IIe TPYAHO OLEHHTb.
Ho yxe ceifuac oueBHAHO, YTO CO3/IaHHBIN MYTEBOAUTENb 3aKJIaJbIBAET OCHOBY 3JIEKTPOHHOMN
BEPCHU BCETO apXWBa W B 3aBEPIICHHOM BHJIE TNPUMET (GOPMY CIEIHATN3NPOBAHHOTO
AIIEKTPOHHOT'O PECYpCa, OTPAXKAIOIIETO S3bIK U TPAAUIIMOHHYIO KYIbTYypy IICKOBCKOTO peruoHa.

Summary

Thus, the development of the electronic guide on the funds of the archive of the scientific-educational laboratory of
regional philological studies of the Pskov state University is a scientific information platform to form a unique
source of the linguistic and cultural information of a regional nature.

Cataloging of the contents of the Fund shows that the whole archive (both in the traditional form and in its electronic
variety) is a repository of ritual and folk songs, folk tales and non fairy-tale folklore prose, traditional children's
folklore.

The Fund, however, is an impressive source of the linguistic and cultural information of the folk traditions, the
peculiarities of everyday life, economy, worldview, traditional and new values for the carriers of the folk culture of
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the Pskov region. Thus, being the folk at the source of the formation, archives in its content go far beyond the
reflection of the local folklore traditions.

The form of the electronic guidebook to collections of the archive is a dynamic system that can expand because the
expedition work does not stop for one year.

A great potential is contained by such a function of the guide-book, as an accumulation in one system of two
interconnected sub funds — handwriting and sound. The unity of the text and audio allows the user depending on
their academic goals to pursue their own verification of texts on audio files.

The shape of the guide, which is based on an electronic database, not only organizes archival materials, but also
allows you to search for the information of interest. A feature request with the sorted data makes it possible to
choose, for example, toponymic legends (or any other genre texts) of an administrative district.

The most significant is the fact that the electronic guide organizes information based on the areal principle. The
experimental model of the guide has been tested on the basis of the historical data of the southern historical and
cultural area of the Pskov region, bordering with Belarus. Due to the fact that the issues of borders and borderlands
have become particularly relevant in recent years, the materials of the guide, no doubt, will be demanded by
specialists of different sciences, studying questions of limology.

The results of this work (the guide was created during two years) show large prospective opportunities of the
electronic guidebook on funds of the Pskov archive. It is possible that its full potential is still difficult to predict. But
it is already clear that the created guide-book lays the foundation for the electronic version of all the archive and
when finished it will take the form of a specialized electronic resource reflecting the language and the traditional
culture of the Pskov region.

Kopsavilkums. Raksts ir veltits zinatniski praktiskam uzdevumam izveidot Pleskavas dialekta un folkloras-
etnografiska arhiva elektronisko celvedi, kas atrodas Pleskavas Valsts universitates zindatnes un izglitibas
laboratorija. Témas aktualitati nosaka digitalo tehnologiju loma arhivu paplasinasana, lai tiktu organizéta unikalas
informdcijas drosa uzglabasana un atvieglota lietotaju piekluve materialiem. Celvedi veido speciali izstradata
elektroniska datu baze, kas ietver informdciju par vairakam informdcijas jomam, ieverojot lauka datu registracijas
prasibas. Ipasa vieta tiek pieskirta informativo arhiva vienibu ierakstiem, pieméram, ekspedicijas piezimjdatoriem
un audio ierakstiem. Eksperimentalais modelis ir izstradats un parbaudits, pamatojoties uz Pleskavas dienvidu
regiona, kas robezojas ar Baltkrieviju, arhivu vesturiskajiem un kultiiras datiem.
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APMEKLETAJS SAMU MUZEJA
A Visitor to the Sami Museum

Rita Burceva
Rézeknes Augstskola
e-pasts: Rita.Burceva@ru.lv

Abstract. The aim of the article is to study and analyse the peculiarities of one particular museum (The Sami
Museum in Norway) and the conditions that form the subjective attitude of the visitor experience gained there and
that strengthen the attitude towards the museum as an opportunity of spending leisure time. Case analysis is the
research method used. An important feature that allows the Sami Museum to stand out among other European
museums of similar purpose and functionality, it is its ability to create an offer for various target groups of visitors
in a relatively small territory, making use of diverse resources: authentic objects and their copies the visitors are
allowed to touch and take in their hands, the wildlife (reindeers on the grassland) and the traditional buildings of
the Sami people that can be entered to see their interior, the modern technologies and the tools of public relations
used purposefully, traditional cuisine, and the small shops of some products and souvenirs made by local craftsmen,
convenient parking places and loyal pricing policy for families, the symbols and visitor-oriented, thought-out
communication used in the museum. Based on the theoretical literature (tourism management, communication,
pedagogy, psychology, social anthropology, etc.) analysis and the quality data collected during the empirical
research, a model that demonstrates the impact of various conditions on the formation of the personal experience,
opinion and subjective attitudes of a visitor during the visit to a museum was developed and offered for discussion.
Keywords: conditions and peculiarities of museum, experience, visitor.

levads

Muzeju pastavéSanas misija ir veicinat sabiedribas tuvinaSanos kultiras mantojuma
objektiem un vietam, kas tiek saglabatas un uzturétas noteiktu kopienu kultiiras vertibu, tradiciju
un identitates demonstréSanai un So veértibu nodoSanai turpmakajam paaudzém. D.Hanovs,
raksturojot aktualas tendences postmodernaja sabiedriba, iztirza jautajumu ne tikai par
pamatnaciju kulttiru, bet ari uzsver, ka ar tam vienlaikus funkcioné ,.etnisko grupu, etnisko
minoritaSu kulttras, jeb subkultiras” (Hanovs, 2012: 26). Savukart J.Palsama tradicijas
nozimiguma sakara raksta: ,,Tradicija ir bitiski svarigs kultiiras un cilvéka identitates elements.
Tradicija padara makslu un jebkurus citus radoSos centienus jégpilnus. Tradicija uztur un saglaba
neskaitamo paaudzu dzives laika uzkrato kolektivo gudribu. Tapat ta ievirza pareiza gultn€ visu
jauno, nodrosinot ta saprotamibu un nozimi” (Palsama, 2013: 264)

Ipasu niSu $ada konteksta ienem brivdabas muzeji. To piedavajums ir daudzveidigs un
saturiski nozimigs, tade] ir verts pétit progresivo pieredzi pasaulé, lai iesp&ju robezas to izvertetu
un parpemtu muzeju darbibas standartu uzlaboSanai atbilstos$i sabiedribas pieaugoSajam
prasibam péc jégpilnas atpiitas apvienojuma ar pozitivam emocijam.

Tapéc raksta mérkis ir pétit un analizét viena konkréta muzeja (Samu muzejs Norvegija)
darbibas ipatnibas un nosacijumus, kas veido apmeklétaju subjektivo attieksmi pret tur gtto
pieredzi un nostiprina pozitivu attieksmi pret muzeju ka jégpilnu briva laika pavadiSanas iesp&ju.
Izmantota pétniecibas metode ir atseviska gadijuma analize. P&tfjuma jautdjums — kadi
nosacijumi ietekmé muzeja apmeklétaja subjektivas pieredzes un attiecksmes veidoSanos?
Empirisko datu ieguvei tie$a novérojuma lietota 2013.gada Latvija muzeju pétijumos aprobéta
novérojumu shéma (Burceva, 2013: 22).

Pétijuma objekts — Samu muzejs

Sami ir Norvégijas senaka minoritate, kas musdienas apdzivo valsts ziemelu daJu. Samu
muzejs (pasaulé pazistams arT ka Samu parks (Sapmi park)) atrodas Finnmarkas filkes pilséta
Karasjok (skat. 1.att.), kas tiek uzskatita par samu kulttras centru Norvégija.
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90% Karasjok iedzivotaju runa samu valoda, piekopj vietgjas brieZzkopju dzivesveida
tradicijas un lepojas ar savu izcelsmi. Viet&jo iedzivotaju centieni saskan ar pasaules kultiiras
filozofiskajas idejas pausto, pieméram: ,,Svarigi ir saglabat savu pagatni, neaizmirst pagatnes
gajumu. Cilveks ir izaudzis no sava vE€stures mantojuma, un aizmirst savus sencus nozimée
iznicinat savus bagatibas krajumus, savu Es” (Kultiras filozofija, 2004: 5).

Karasjok kops 1989.gada darbojas ari samu parlaments (Samediggi) (Josefsen E.,
Morkenstam U., Saglie J., 2013: 2). Potencialajiem pilsétas apmekletajiem adresétaja karte
att€lota 2000.gada atklata parlamenta €ka, kuras projekta ideja aizgiita ziemelbriezu audz&Sanas
joma — arhitektoniski ta atgadina lavwwo jeb tradicionalo samu vasaras telti (skat. 1.att.) ar
raksturigajam piramidas formam. Ziemelbriezu audzEéSana vesturiski bijusi samu
pamatnodarbosanas.

NORDKAPP )

1.attels. Samu galvaspilseta Karasjok karté (Evensberget, 2004: 199).

Misdienas samu kopienas apdzivo pavisam 4 dazadu valstu teritorijas (Norvégija,
Zviedrija, Somija un Krievija), savas nacionalas valsts viniem nav, tadel vini ir 1pasi ieinteresé&ti
samu tautas etniskas kultiiras, nacionalo ipatnibu, religijas, dzivesveida tradiciju un valodas
saglabasana, ka to paredz UNESCO Konvencija par kultiiras izpausmju daudzveidibas
aizsardzibu un veicinasanu: ,,... javeic pasakumi, lai aizsargatu kultiiras izpausmju daudzveidibu,
tostarp - tas satura daudzveidibu, ipasi tadas situacijas, kad kultiiras izpausmém var draudét
izzu$ana vai pastav iesp€ja, ka tas var tik nopietni vajinatas; [...] daudzveidiba ir iedzivinata
cilvéci veidojoSo tautu un sabiedribu unikalitate un identitaSu un kultiiras izpausmju dazadiba;
[...] kulturas izpausmju daudzveidiba, to vidii tradicionalas kultiiras izpausmes, ir bitisks faktors,
kas lauj individiem un tautdm paust savas idejas un vertibas un dalities tajas ar citiem”
(UNESCO, 2005: 1-2).

Specialaja literatira var atrast, piem&ram, S$adu jédziena ,tradicija” skaidrojumu:
,, Iradicijas — plasi pienemtie un ar laiku akceptetie sadzives rituali, nostadnes un darbibas veidi,
kuru atkarto$ana nozimé tautas (kopienas, nacijas) kultiiras péctecibu” (Aivars, u.c., 1999: 143).
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Apzinoties un respekt&jot samu kultiiras specifiku, Karasjok pasvaldiba ir izveidots Samu
muzejs, kas lauj ta apmekl&tajiem (ka norvégiem, ta ari arzemniekiem) iepazit vél vienu atsSkirigu
kulttru, ka ari cilvékus ar savdabigu dzivesveidu, nacionalo un socialo identitati. P&tnieks
S.Kruks, interpretéjot Eriksona (1968) teoriju, konstaté, ka identitate ,,nodroSina individam
relativi saskanigu izjiitu par to, kas vins ir, ko vin§ doma par sevi un kads vins$ vélas biit uztverts
no citu cilvéku puses” (Kruks, 2004: 7). Tadgjadi var secinat, ka Samu muzejs ar ta piedavajumu
apmekletajiem dod iesp&ju iepazit samiem raksturigo pasaules izpratni un uzvedibas modelus, ko
determing §Ts tautas vesturiska attistiba.

Muzeja unikalitati Eiropas Savienibas iedzivotaja skatijuma pastiprina vairaki apstakli:

- geografiska atraSanas gal€jos Norvégijas ziemelos (1769 km attaluma no Rézeknes),

- atraSanas arpus Eiropas Savienibas.

Klimata ipatnibu dél (zema temperatiira, v&ji, skarba un gara ziema (zemaka registréta
temperatura ir -51,4°C (Evensberget, 2004: 209))) Norvégijas ziemelu dala netick uzskatita par
pievilcigu tiirisma galamérki, tom&r Samu muzejs sp&jis pozicionét sevi ka ieveribas cienigu
objektu relativi 1saja tiirisma sezona no maija lidz septembrim.

Apmeklétaja pieredzes veidoSanas muzeja: petijjuma rezultati un to analize

Petijuma rezultati tiks analizEti saistiba ar teorctiskaja literatira paustajam nozares
profesionalu atzinam un balstoties uz tieSo novérojumu visparinajumiem.

Tirisma jomas specialisti muzeju vietu tiirisma produkta izveidé verté atzinigi. Piemé&ram,
B.Makkercers un H. du Krosa raksta: ,,Muzeju apmekléSana vienmer ir devusi savu artavu
turisma sniegtaja kop&ja pardzivojuma. [...] Sava dzilakaja bitiba 1sta celoSana uz laiku parce]
tliristus no tiem pierastas kultiras vides atskiriga kultturas vide” (Makkercers, du Krosa, 2007: 1).

Ideja par tematiska parka izveidi ap Samu muzeju ir pilniba sevi attaisnojusi. Tiirisma
vadibas teor€tiki norada, ka tematiskais parks ,,ir diezgan brivi saistits ar kadu tému —
geografijas, veéstures vai citu” (Holovejs, 1999: 198). Tadgjadi interesentiem par samu dzivi
paveras plasakas iespgjas intereSu un vajadzibu apmierinaSanai — pastaviga ekspozicija un
izglitojosa filma, gida stastijums par dazadiem samu dzives aspektiem un audiovizuala izrade
»Magiskaja teatri” paSas muzeja €kas teritorija, samu ziemas un vasaras mitnes to dabiskaja
lieluma un 1sti ziemelbriezi aploka, ugunskurs un samu tradicionala maltite velénam klata
restorana utt. Sadi veidots parka teritorijas un muzeja dizains lauj piepildit visdazadakas
apmekletaju gaidas jeb ekspektacijas pasaules izzinas un briva laika pavadiSanas joma.

Apmekletaju velmju atpaziSana ir nozimiga tiirisma marketinga sastavdala. ,,No tlrisma
pakalpojumu sniedz&a puses [..] prasa gan zinaSanas, gan sp&ju izprast viesu vélmes.
Pakalpojuma sniedz&jam noteikti jabtit gatavam klientu vélmes atpazit un iesp&u robezas tas
apmierinat...” (Freijers, 2011:76).

B.Makkercers un H. du Krosa (2007) defing vairakas veiksmigu kultiiras tlirisma piesaistes
objektu kopigas pazimes:

- ,»tie pastasta kadu stastu;
tie atdzivina konkréto ttrisma objektu;

- tie padara pieredz&jumu aktivu, respektivi, turists var piedalities notieko$aja;

- tiem jaatbilst turistu vélmeém;

- to centra ir kvalitate un autentiskums” (Makkercers, du Krosa, 2007: 125).

Jeédzienu ,,pieredz€jums” abi autori skaidro $adi: ,,objekta izbaudiSana, tirisma celojuma
laika gtie iespaidi un pieredze; pieredz&umam salidzindjuma ar apmekl&jumu raksturiga
specigaka personiska, emocionala elementa klatbiitne” (Makkercers, du Krosa, 2007:280).

M.Sérers, Vevé (Sveice) Alimentarium muzeja vaditajs, atzist, ka .,..apmekl&taji ir
visneparedzamakais faktors jebkura ekspozicija. Vini uz dazado individualo un socialo signalu
sisttmu fona viniem domatos (un Iidz ar tiem, dabiski, arT apsléptos un nejausos) vestijjumus
uztver dazadi (vai neuztver nemaz)” (Serers, 2014: 99).

15



IV STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTURAS DISKURSA”

Muzeja apmeklejumu personiski emocionalaku padara ta atbilstiba ekspektacijam (ko
esmu planojis un velgjies iegut, redz€t, saprast, uzzinat un vai es to sasniedzu?), kas ikvienam
cilvékam ir individualas, un piedavajuma novitate, kas ar1 katram biis vért€jama atkariba no jau
eso$o zinasSanu bazes, vispargjas erudicijas, izzinas vai hedoniskajam interes€m un ieprieksgjas
pieredzes. Saja zina apmeklétaja viedoklis var bit pilnigi individuals un var atikirties no citu
cilveku veért§juma, kas biis sap@musi identisku tirisma produktu. Piem&ram, ja viens muzeja
apmekI&tajs izrada neizpratni par samu tradicionalo briezadas apavu formu un Tpasi - par uzliekto
purngalu, tad cits gan sp&s koment&t iemeslus, kadel brieza spalvas sarini vienmér biis virziena
projam no purngala, t.i., labakai slidamibai, gan ari paskaidros, ka sadi apavi vienlaikus
funkciong ka 1sas slépes (zabaka purngals tiesam uzskatami atgadina slépes sakuma dalu), kas
samiem ir loti butiski, veicot lielakus attalumus kajam. Tatad pirmaja gadijuma samu autentisko
apavu izp€ti apmekl€tajs uztvers ka novitati, jo rezultata tiek iegiitas jaunas zinasanas un
apmierinatas izzinas intereses un vajadzibas, savukart otrajam apmeklétajam pozitivas emocijas
vairak saistisies ar pasapliecinaSanas iesp&ju, bet pieredz&uma novitates elements nebis tik
izteikts. Pie tam $ada nepastarpinata izp&tes procesa rodas aizvien jaunas izzinas intereses, kas
liek reflekt&t jau esoSo pieredzi un saistit to ar jauniegiito informaciju, individam dzilak apzinot
pasam savu darbibu. Saja sakara psihologijas un socialo zinatnu specialisti norada, ka socialo un
garigo vajadzibu veidoSanas un apmierinasana ,,nodroSina psihes attistibu un garigo izaugsmi.
[...] nav cikliskas un nevar bt piesatinatas” (Aivars u.c., 1999: 149).

Samu muzeja un parka teritorijas un noriSu novérojuma var fiksét dazadas situacijas, kuras
iepriek§ nosauktas pazimes ieglist savu apstiprinagjumu. Piem&ram, ,,Magiska teatra” izradé ar
skanam, gaismam, specialiem augstas kvalitates vizualiem efektiem tiek atainota samu dzives
uztvere, filozofija, mitologijas pamatmotivi, skarba dabas vide un cilvéku cipa par eksistenci
taja, savukart gids gan izskaidro dazadu priekSmetu nozimi un ipasibas, gan lauj pasSiem
apmekletajiem piedalities stasta veidosana.

Samu parka ir paredz&ta nesteidzigu, relaksgjosu pastaigu iesp€ja ikvienam apmekl&tajam
pienemama tempa, un objektu apskates seciba ir katra pasa izvéleta. Skiet, muzeja koncepcijas
veidotajiem ir izdevies ievérot P.Bendiksena bridinajumu: ,,Kultiras mantojums ir neaizstajams
un ierobeZota daudzuma resurss — gluzi ka dabas izrakteni. Kultiirtiirisma bistamiba slépjas
pavir§iba un masveidiba, kultiras celotaju jonoSana caur muzejiem, pilim un drupam”
(Bendiksens, 2008: 325). Jau informacijas centra ikviens var sanemt parka karti (Sapmi park,
2015) un patstavigi planot savu marSrutu cauri samu ziemas un vasaras apmetném, gar
ziemelbriezu aploku, ievérojot dzivnieku baroSanas reizes un laso meSanas aktivitatém paredzeto
laiku, ieltikoties suveniru veikalinos, lai iegadatos kadu sadzives priekSmetu, aksesuaru, sudraba
rotaslietu (skat. 2.att.), un piemest savu pagali ramaja ugunskura, kura dimi var kalpot arT par
orientieri parka teritorija.

Novérojuma var konstatét, ka pastaigu iesp&ju labprat izmanto gimenes ar bérniem un
draudzigas jaunieSu kompanijas. Dalgji to var izskaidrot arT ar atseviSkam apmeklétaju grupam
(gimenes, skoléni, studenti, seniori) lojalo ieejas bileSu cenu politiku muzeja.

Orientéties parka teritorija palidz estetiski veidotas norades, un informacija par tur
izvietotajiem objektiem ir norvégu un anglu valodas. Rakstiska komunikacija muzeja un parka ir
pardomata, mérktieciga un pietickama. Objekti (ar atseviSkiem izp€mumiem) ir pieejami
cilvékiem ar kustibu trauc€jumiem.

Muzeja tematika veiksmigi atklata, izmantojot ka autentiskus priekSmetus ekspozicija
(pieméram, samu nacionalie terpi stikla vitrinas, ragavas, Stpulitis utt.), ta ari interaktivo
materialu, t.i., kopijas, ko apmeklétaji var aptaustit vai izmantot kadu darbibu veikSanai. Iesp&ju
robezas redzamie priekSmeti tika demonstréti praktiska darbiba. Ar1 gide t€rpusies atbilstoSi
nacionalajam samu koloritam, tome&r pati atzist, ka ikdiena @gerbjas citadi. Komunikacija
vert§jama ka uz apmekletaju vajadzibu apmierinasanu orientéta — nepalika neatbildéti jautajumi,
bija iesp&jams saprast redzeto iespaidu, dzirdetas informacijas un turpmak gaidamo aktivitasu
kopsakaribas. Gides vizualais t€ls, komunikacijas forma un stils radija iespaidu, ka iegita
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informacija par dazadiem samu dzives aspektiem ir droSa un uzticama, ka ari fakti ir
parbaudami. Dabiskums gides valoda un darbibas nostiprina parliecibu, ka viss redz&tais un
piedzivotais ir patiess, bez seviskiem izskaistinagjumiem un saskan ar P.Bendiksena ieteikumiem:
»lendence no visa iesp&jama taisit Sovu ir biitiska tirgus ikdienas sastavdala [...]. Ir jacensas
radit transformacijas veidus, kas sp€j gaidamajas uztveres paradumu parmainas saglabat kultiiras
mantojumu, to saturiski nedeformgjot un nesagraujot” (Bendiksens, 2008: 325).

Samu parka teritorija esoSo biivju augstums neparsniedz divus stavus, veiksmigi
ieklaujoties 1€zenaja apkartéja ainava, nedaudz izcelas tikai ,,Magiska teatra” tornis taja vieta,
kur apmekletaji pie improvizétam ,debestm” var skatities optisko dabas paradibu —
ziemelblazmu.

Ziemelblazma ir viena no dabas paradibam, kas asoci€jas ar ziemelvalstim. Lidzas tai,
samu kultlira svariga nozime ir saules simbolam, jo no tas esamibas virs horizonta visos laikos
bija atkarigas gadskartu norises ar §is tautas dziveé. Saulei ir nozimiga vieta samu mitologija, ta
simboliski un stilizéti tiek att€lotas tautas t€rpu rakstos, sadzives priekSmetos un rotkalu
izstradajumos (skat. 2.att.).

2.attels. Samu amatnieku darindata rotaslieta. Foto: R.Burceva.

Samu dzive nav iedomajama bez ziemelbrieziem. To attéli skatami Altas (skat. 1.att.)
brivdabas muzeja klinSu zim&umos, kas raduSies jau pirms 6000 gadiem. Misdienas ir
briezkopiba ir piedzivojusi bitiskas izmainas, pieméram, sami ganibas pie lopiem dodas nevis ar
slepém vai pajiigiem, bet ar kvadracikliem. Tomér So dzivnieku nozime samu dzivé nav
mazinajusies, tie kluvusi par samu vizitkarti, un Samu muzeja galvenos vartus rota sudraboti
ziemelbrieza ragi, kas redzami no talienes (skat. 3.att.).

17



IV STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTURAS DISKURSA”

3.attéls. Stilizeti ziemelbriezu ragu dekorativie elementi pie ieejas muzeja.
Foto: R.Burceva.

Likumsakariga ir arT ziemelbrieza atraSanas Samu muzeja logo (skat. 4.att.).

S1 simbolika tiek izmantota uz visiem muzeja drukatajiem un elektroniska forma esosajiem
informativajiem materialiem, noradém muzeja parka teritorija, muzeja €ku fasadém, suveniriem
bodites, apmekl&taju uzlimém pie apgerba.

Uzlimes ir ieviestas, lai atpazitu tos, kas jau ir samaksajusi par iesp€ju atrasties parka
teritorija. Uzlime ir deriga visu dienu, un apmekletaji drikst vairakas reizes doties parka teritorija
pa dazadam ieejam, ja vélas, piemeram, noteikta laika piedalities kada radoSaja darbnica vai
velreiz pabarot briedi.

Zinama nozime apmekl&taju apmierinatibas veicinaSana ir muzeja piedavatajam
papildservisam. Papildservisu muzeja veido plasas autotransporta stavvietas un naksSnoSanas
iespg€jas. Viena no viesnicam atrodas Samu parka teritorija, citas — tulit aiz austrumu vartiem.

—

4.attels. Ziemelbrieza simbolika Samu muzeja logo. Foto: R.Burceva.

Labiekartotas atpiitas zonas un citas €rtibas apmekl&tajiem kalpo publikas piesaistiSanai un
rosina pavadit laiku Seit gan izklaidgjoties, gan jégpilni paplasinot redzesloku.
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Balstoties uz teorétiskas literaturas (tirisma vadiba, komunikacija, pedagogija, psihologija,
socialantropologija u.c.) analizi un empiriskaja pétijjuma iegutajiem kvalitativajiem datiem,
izveidots un diskusijai piedavats modelis (skat. 5.att.), kas parada dazadu nosacijumu ietekmi uz
apmekl&taja personiskas pieredzes, viedokla un subjektivas atticksmes veidoSanos muzeja

apmeklgjuma gaita.
PR instrumenti

Drosi

Muzeja Dabas
cka vide

Orientacija uz
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informacijas
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S.attels. Apmeklétdaja subjektivas pieredzes un attieksmes veidosanos ietekméjosie nosacijumi.

Modelt apvienoti bitiskakie aspekti, kas veido apmeklétaja subjektivo pieredzi un
attieksmi muzeja apmekl&juma laika un péc ta: muzeja ekspozicijas temats un saturs, ar to
saistita muzeja simbolika, pieredz€uma intensitate, komunikacijas ipatnibas un piedavatais
papildserviss. Katru aspektu konstrugjosie elementi var ar1 savstarp€ji parklaties, but aktuali vai
tikt ignoréti atkariba no apmeklétaja individualajam vajadzibam, tapt pienacigi novertéti tikai
péc refleksijas par notikuSo. Pieméram, ne visiem atbraucgjiem ir nepiecieSama viesnica, objekta
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pieejamiba tiek augstak veértéta to cilvéku skatijuma, kam ir funkcionali trauc&umi, moderno
tehnologiju izmantojums ziemelblazmas vizualizacijai ,,Magiskaja teatri” lielaku iespaidu atstaj
uz apmeklétajiem, kam domingjosa ir redzes uztvere utt.

Nobeigums

Klimata ipatnibu dél (zema temperatira, v&ji, skarba un gara ziema) Norvégijas ziemelu
dala netiek uzskatita par pievilcigu tiirisma galamerki, tomér Samu muzejs sp&jis pozicionét sevi
ka ieveribas cienigu objektu relativi isaja tirisma sezona no maija lidz septembrim.

Spilgta iezime, ar ko Samu muzejs izdevigi izcelas starp daudziem citiem lidzigas nozimes
un funkcionalitates muzejiem Eiropa, ir sp€ja salidzinosi neliela teritorija radit piedavajumu
dazadam apmekletaju merkgrupam, izmantojot daudzveidigus resursus: autentiski priekSmeti un
to kopijas, ko apmekletaji drikst nemt rokas, dziva daba (ziemelbriezi ganibas) un samu
tradicionalas biives, kur var ieiet iek§a un patstavigi izpé€tit tur esoSo interjeru, modernas
tehnologijas un mérktiecigi lietoti sabiedrisko attiecibu instrumenti, tradicionala virtuve un
amatnieku raZzojumu un vietéjo suveniru bodites, &rtas transporta stavvietas un gimeném lojala
cenu politika, muzeja izmantota simbolika un uz apmeklétajiem orienteta, pardomata
komunikacija. Visi ming&tie apstakli spgj ietekmet muzeja apmekl&taja pieredzes veidosanos un
noteikt vina attieksmi pret So kultiiras institiiciju un muzeju ka briva laika pavadiSanas iesp&ju
kopuma.

Balstoties uz teorétiskas literattras (ttrisma vadiba, komunikacija, pedagogija, psihologija,
socialantropologija u.c.) analizi un empiriskaja pétijuma iegltajiem kvalitativajiem datiem,
izveidots un diskusijai piedavats modelis, kas parada dazadu nosacijumu ietekmi uz apmeklétaja
personiskas pieredzes, viedokla un subjektivas atticksmes veidoSanos muzeja apmeklgjuma
gaita.

Summary

The museum’s mission is to promote drawing the public to the cultural heritage objects and sites that are preserved
and maintained for the purpose of demonstrating various cultural values, traditions and identity of the particular
community and passing these values on to future generations. In this context, a special niche is filled by open-air
museums. Their offer is varied and substantial contentwise, therefore, it is worth to study the global progressive
experience in order to assess and adopt the standard of museums’ activity as much as it is possible according to the
growing demand of the public for purposeful relaxation combined with positive emotions. Therefore, the aim of the
article is to study and analyse the peculiarities of one particular museum (The Sami Museum in Norway) and the
conditions that form the subjective attitude of the visitor experience gained there and that strengthen the attitude
towards the museum as an opportunity of spending leisure time. Case analysis is the research method used. The
observation scheme approbated in the museum researches in Latvia in 2013 was used to collect the empirical data.
Based on the theoretical literature (tourism management, communication, pedagogy, psychology, social
anthropology, etc.) analysis and the quality data collected during the empirical research, a model that demonstrates
the impact of various conditions on the formation of the personal experience, opinion and subjective attitudes of a
visitor during the visit to a museum was developed and offered for discussion.

The Sami are the oldest ethnic minority in Norway who inhabit the Northern area of the country. The Sami Museum
(also globally known as the Sami Park) is located in the Village of Karasjok, Finnmark Fylke, which is considered
to be the cultural centre of the Sami people in Norway. Since 1989 the Sami Parliament (Samediggi) also works
there. The present Sami inhabit the territories of 4 different countries, they do not have a country of their own,
therefore, they are particularly interested in preserving the ethnic culture, national peculiarities, religion, traditional
lifestyle and language of the Sami people.

Due to the climatic peculiarities (low temperatures, winds, harsh and long winters), the northern part of Norway is
not considered to be an attractive tourism destination, nevertheless the Sami Museum has succeeded positioning
itself as a site of interest in the relatively short tourism season from May to September. An important feature that
allows the Sami Museum to stand out among other European museums of similar purpose and functionality, it is its
ability to create an offer for various target groups of visitors in a relatively small territory, making use of diverse
resources: authentic objects and their copies the visitors are allowed to touch and take in their hands, the wildlife
(reindeers on the grassland) and the traditional buildings of the Sami people that can be entered to see their interior,
the modern technologies (“Magical Theatre) and the tools of public relations used purposefully, traditional cuisine,
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and the small shops of some products and souvenirs made by local craftsmen, convenient parking places and loyal
pricing policy for families, the symbols and visitor-oriented, thought-out communication used in the museum. All
conditions combined can have an effect on the formation of the museum visitor’s experience and they can determine
his/her attitude towards this institution of culture and the museum as an opportunity of spending leisure time in
general.
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MUZIKA UN IDEOLOGIJA: MUZIKAS VIDUSSKOLA REZEKNE
PEC OTRA PASAULES KARA

Music and Ideology: Musical School in Rezekne after World War 11

Valda Caksa
Rézeknes Augstskola
Jana Ivanova R&zeknes miizikas vidusskola
e-pasts: valda.caksa@inbox.Iv

Abstact. The aim of the article is to reflect the processes and problems of musical education renewal, which the
teachers of Rezekne Secondary Music School faced under the circumstances of sovietisation, by evaluating to what
extent the old elite (pre-war elite of National Conservatory) could adapt to the new circumstances and to what
extent it was allowed by the regime. The article is based on the historical analysis of a discourse by evaluating the
texts of documents available in the archives and identifying the dominant circumstances under which they have been
created. In order to evaluate the principles of ideology influence and formation of social reality, the author
compares the texts of the documents and conclusions found there with the opinions of representatives from various
scientific areas on the features of musical life in that period of time. During the research, the author established
that, on the one hand, the external factors and those, which are subjected to ideology, characterize the activity of the
school; however, on the other hand, there are also the internal, as well as determined and retained factors of
traditional requirements of music acquisition.

Keywords: Ideology, lecture cycles, K. Medins secondary music school, Rezekne, closed concerts, sovietisation,
festivity, power.

levads

Otra pasaules kara laika tika partraukta R&zeknes tautas konservatorijas (1932-1941)
iedibinatas miizikas izglitibas tradicijas, bet tas iesakto vél vacu okupacijas apstaklos un pec kara
beigam turpinaja Rézekné palikuSie tautas konservatorijas pedagogi, kuri Klementa Medina
vadiba organizg€ja macibu procesu mizikas vidusskola. Aplikojamais laika periods iezim€jas ar
Latvijas péckara reokupaciju, ar tas realu integréSanu PSRS varas, parvaldes, tiesibu un kulttiras
sistémas. Pirmie peckara gadi ienesa lielas parmainas gan valsts kultiiras dzivé kopuma, gan ar1
izglitibas politika. Ja sovetizaciju pilniba neistenoja pirms kara (1940-1941), tad ar plasu,
daudzveidigu terora un iebiede€Sanas metozu lietoSanu varmacigas parmainas tika integrétas
sabiedribas psihologija péc kara. Vislielako interesi komunistiskas partijas ideologiskie vadoni
pieveérsa izglitibas sistémai, jo tai bija javeido nakamie parliecinatie komunisti. Tapat ka citas
kultiras un izglitibas jomas, arT mizikas izglitiba tika paklauta sovetizacijas un komunistu
partijas, kurai piederja varas monopols, ideologijai; spéka stajas PSRS likumi, dala no kuriem
tika adreséti tieSi radoSo profesiju parstavjiem. Peéckara gados pamazam tika noardita neatkarigas
Latvijas laika izglitibas sistéma, skolas galveno uzmanibu pievérsa varas nes€ju ideologijai
atbilstoSa pasaules uzskata veidoSanai, macibu procesa apkarojot brivdomibu un ieaudzinot
palavibu tam, ka augstakstavoSu personu rikojumi vienmeér ir pareizi un nav apstridami. Ka
visparizglitojosajas, ta arm miizikas vidusskola visam macibu procesam, visam macibu stundam
bija japauz socialisma c€laju audzinasanas idejas.

Darba meérkis un teorétiskais ietvars

Miizikas izglitiba padomju totalitara rezimu apstaklos ir saméra maz pétita t€ma, jo ta ir
visai pretruniga. Raksta mérkis ir atspogulot mizikas izglitibas atjaunoSanas norises un
problémas, ar kuram sovetizacijas apstaklos nacas saskarties R€zeknes miizikas vidusskolas
pedagogiem, izvertgjot, cik liela méra veca — tautas konservatorijas pirmskara elite — spgja icaugt
jaunajos apstaklos un cik liela méra rezims tai to lava.
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Apskatamais laikmets vestures zinatné tiek veértéts ka padomju totalitarisma
nostiprinasanas posms, kuram raksturigi vienas valdosas ideologijas centieni mérktiecigi paklaut
savai ietekmei visu Latvijas sabiedribu. Sabiedribas politizéSana, izmantojot kultiiras,
ekonomikas un politiskas dzives norises, mérka istenoSana noteikta loma bija paredzeta
izglitibas, rado$as inteligences parstavjiem un pasdarbibas kolektiviem. Totalitarisma teorctike
Hanna Arente (Hannah Arendt, 1906-1975) savulaik ir uzsvérusi, ka totalitarisma “(..) darbiba
noris visas dzives jomas, [tomér] tas Tsta vide ir politika” (Arente, 2000: 148), ko pilna méra var
attiecinat arT uz muzikas dzivi péckara Latvija.

Raksts ir balstits uz diskursa vésturisko analizi (turpmak — DV A), ko teorétiski pamatojusi
Ruta Vodaka (Rutht Wodak), pieradot, ka “diskurss ir vienlaicigu un secigu savstarpgji saistitu
lingvistisku aktu kopums, kuri katrs sevi manifesté konkrétos socialas darbibas laukos un pari to
robezam savstarpgji saistitu semiotisku, mutvardu vai rakstu zimju veida (..)” (Reisigl, Wodak,
2001: 36). DVA ir viena no kritiska diskursa analizes pieejam (Meyer, Tischer, Vetter, Wodak,
2007/2000: 145), tas uzdevums ir “identifict iesp&jami vairak noteicosSo apstaklu, kados radies
pétamais teksts, cenSoties izprast socialas realitates veidosanas principus” (Phillips, Hardy, 2002:
82; Wodak, Meyer: 17). Norvégu antropologs Tomass Hillans Eriksens (Thomas Hylland
Eriksen, 1962) atzist, ka analiz&jot kadas socialas kopibas pagatnes iezimes no $odienas skatu
punkta, tas var ne vien saprast, bet individu darbibam rast ar1 jaunu jégu, uzradot daudzveidibu
“(..) zinaanu sisttmu un kultiras prak$u saskarsmé” (Eriksens, 2010: 399). T. H. Eriksens
uzskata, ka strukturalajos apstaklos, kados cilveks ir bijis, vin$ ne vienmé&r var rikoties citadak un
atseviSkai socialai grupai, izprotot sava laika “kultiru un sabiedribu péc to nosacijumiem”
(Eriksens, 2010: 405), ir raksturiga kultirrelativa atticksme. Tadgjadi, problémas izp&te, tas
vesturiskas dimensijas noteikSana ir jaieglist péc iesp&jas vairak informacijas par laikmeta
kontekstu un avotiem, kuros fikseti apskatamie notikumi, ka arT japievérS uzmaniba tam, ka
vesturiskie diskursi laika gaita tiek atspoguloti zinatniskaja vai novadpétnieciskaja literatiira.

Materials un metodes

Rézeknes miizikas vidusskolas dzive raksta tiek konstruéta vésturiska laikmeta ideologijas
noteiktos patiesibas rezZimos, un, identific€jot tas pedagogu darbibas motivus, tiek izverteti
apstakli, kados raduSies protokolu teksti, kas rasti Rezeknes Zonala Valsts arhiva (turpmak
teksta — RVZA) fonda ,,Rézeknes miizikas vidusskola” lietas. Témas izklastu ierobezo noteiktais
raksta apjoms, tapéc analizei galvenokart izraudziti Rézeknes miizikas vidusskolas pedagogu
konferencés, kas notika no 1946.gada 29.augusta lidz vidusskolas darba partraukSanai
1949. gada pavasari, apspriestie jautajumi un piegemtie l@mumi (par 1944./1945. macibu gadu
pedagogu konferen¢u materialu arhiva nav). Dokumentétas liecibas raksta ir izveértétas, atzistot,
ka ar DVA metodi problému var izvertét maksimali daudzveidigi, tomer, lai sasniegtu izvirzito
mérki, nepietiek tikai apzinat konkrétus izteikumus, bet ir nepiecieSams tos skatit plasaka
vesturiska konteksta. Vertejot diskursus, galvena nozime izraudzita laikmeta izpratné ir japievers
cilveku domaSanas veidam un idejam, kas ietekm&a sabiedrisko apzinu. Tap&c Reézeknes
miuzikas pedagogu — radoSas un vienlaicigi ideologizétas izglitibas jomas parstavju —
dokumentara mantojuma detaliz&ta izvertéSana ir jabalstas ari uz socialas antropologijas
metodém. Ja apskatamaja perioda miizikas izglitoSanas organizéSana RE&zekné iesaistijas
macibspeki, kuri bija sevi apliecinajusi tautas konservatorija Latvijas neatkaribas laika, tad
uzmanibu nakas pieverst ne tikai arhiva dokumentu liecibam, bet tajos rastie fakti ir jasalidzina
arT ar padomju kultiiras politikas pe&tnieku viedokliem. Tadgjadi detalizéta miizikas vidusskolas
atjaunoSanas un ikdienas darba izpété ir iesp&jams noSkirt PSRS ideologijas pieprasito un
konkrétu personibu mizikas vidusskolas ikdienas darba iedzivinato, vienlaikus iezim&jot ari
Latvijas péckara gadu miizikas izglitibas visparigas tendences, ko padomju miizikas dilemmu
raksturojuma veél 1966. gada 4. augusta, refergjot Eiropas LatvieSu Jaunatnes Apvienibas
13. kongresa Vestendé (Belgija), ir iezimgjis komponists Longins Apkalns (1923-1999), bet

23



IV STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTURAS DISKURSA”

misdienas analiz€jis muzikologs Martin§ Boiko (Boiko 2004), Arnolds Klotins (2011) un
Sergejs Kruks (Kruks, 2008), kur§ apskatamas problémas analizi ir ievirzijis sociologiski un
strukturali. Analizei izmantots arT Annas Abolinas (Abolina 2014), kura bija peckara gadu
Rézeknes miizikas skolas audzékne, narativs.

Rezultati

Mizikas macibu iestazu nosaukuma maigna — no tautas konservatorijam uz miizikas
vidusskolam — notika v€l pirms kara, to noteica LPSR Tautas Komisaru Padomes I€mums
nr. 638, atbilstosi kuram LPSR Makslas lietu parvalde izdeva pavéli ar 1941. gada 16. maiju
visam “tautas konservatorijam pariet uz jauno kartibu un saukties par valsts miizikas skolam”
(Klotins, 2011: 171). Izp&tot arhiva lietas, noskaidrots, kapec Otra pasaules kara R&zeknes
mizikas vidusskolas macibu procesa atjaunosana sakas 1944.gada (pé€c vacu okupantu
padzisanas, kad Rézekne bombardésanas rezultata bija dalgji sagrauta). Organizatorisko darbu,
veiksmigi sadarbojoties ar pilsétas vadibu un Kultliras ministriju (Abolina, 2014: 195), uznémas
un vadija Klements Medin$ (1907-1987) un Janis Usitis (1907-1977). K. Medins, kuru iecéla par
miizikas vidusskolas direktoru, sp&ja 1sa laika atrisinat organizatoriskos un saimnieciskos
jautajumus. Ta ka komercskolas €ka, kura lidz karam darbojas tautas konservatorija, bija
sagrauta, tad toposo audzeknu registré$anai Kaunatas iela telpu pieskira Rézeknes zemes bankas
direktors Valentins Lipskis, bet pirmie audzekni macibas uzsaka divas nelielas telpas
Ugunsdzeseju iela 29, kur vienlaicigi bija K. Medina dzivoklis. Pirmaja macibu gada, sadalot
jaunakajos un vecakajos kursos, audz€kni tika uzpemti klavieru un vijolsp€les nodalas. Pec
tautas konservatorijas parauga jaunakie vidusskolas kursi tika nosaukti par Bérnu miizikas skolu,
bet vecakie — par Vidusskolu (Abolina, 2014: 195). Arhiva dokumenti liecina, ka skolas
pedagogi, pamatojot miizikas macibu iestades atjaunoSanu, bija defingjusi, ka bernu skolas
mérkis ir dot audzekniem muzikalo izglitibu, bet vidusskolas — gatavot muzikas darbinieku
kadrus (RZVA 180.f.,1.a., 9.1.,14. Ip.). 24. septembr1 (p&c citiem avotiem — 5. novembri) sakas
nodarbibas. Skolas apstakli, ka jau péckara gados, bija Joti smagi. Nebija nekadas
paligsaimniecibas, €dnicas, kopmitnes. Visi audzekni vai nu stradaja, vai ar1 paraléli apmeklgja
visparizglitojoso skolu. Audzeknus slikti apgadaja ar apgérbu un apaviem, to iegadei skola
sanéma un audz€kniem izsniedza TIpasus orderus. Pieméram, skolas atskaité par
1945./1946. macibu gadu ir noradits, ka gada laika sanemti tikai pieci orderi ripniecibas prec¢u
iegadei, bet skola taja laika jau macias 74 audzekni (RZVA 180.f, 1.a.,1.1., 2. op. Ip.). Abas
skolas klavieru klases vadija Janis Usitis, bet vijoles klases — Stanislavs Silovs (1902-?) (RZVA
180.f.,, 2.a,, 1.1, 1. Ip.). A. Abolina raksta, ka klavieru klases stradajusas arT Valeska Pantelejeva
(1883-1958) un Marija Tihanova (1885-1967), savukart arhiva dokumenti liecina, ka
M. Tihanovas vards algu sarakstos paradas no 1945. gada marta, bet V. Pantelejevas — no
1945. gada junija (RZVA 180.f, 2.a., 2.1, 1.1p.). To var izskaidrot ar apstakli, ka audzeknu
uznemsSana notika visu macibu gadu un, pieaugot vinu skaitam macibu gada laika, pakapeniski
nacas piesaistit vairak pedagogu.

Par miizikas vidusskolas pirmo macibu gadu arhiva ir saglabajusies ari gramatvedibas
atskaite, ko parakstijis direktors K. Medin§ un gramatvedis (?) Zutis. Atskaite liecina, ka
pedagogu algam, kancelejas izdevumiem, apkurei, telpu uzturéSanai, gramatu iegadei, inventara
remontam u.c. pozicijam pirmaja skolas darbibas gada izlietoti 4.835 rubli un 87 kapeikas
(RZVA, 180.f, 1. a, 1.1, 1.-2. Ip.).

Skolas darbibas otraja gada, t.i. 1945./1946. macibu gada skolas vajadzibam pieSkira
J. Usi8a dzivesbiedres vecakiem nacionalizéto maju Darzu iela 61 (Abolina, 2014: 195), kur
macibu iestade atradas Iidz 1956. gadam. Ekas iekartoSana sakas 1945.gada 28. augusta;
privatmajas Saurajas telpas tika veikts remonts, macibu procesa vajadzibam iegadatas divas
koncertvijoles, vienas koncertklavieres (RZVA 180.f,, 1. a,, 2.1., 1. Ip.) u.c. inventars, uzsakta ar1
bibliote€kas un lasitavas veidoSana, bet nebija telpu koncertzalei. Miizikas vidusskolas darbibu tas
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pedagogi populariz€ja ar novada preses un ar radio starpniecibu, ari skolotaju konferencés un
starp paSdarbibas kolektiviem. Audzeknu uznemsana ar otraja darbibas gada notika visu macibu
gadu. Tika izsludinata uznemsana ar1 vokalaja nodala, bet no visiem pretendentiem labas balsis
bija nelielam procentam (RZVA 180.f., 1.a., 2.1., 1. Ip.), tap&c nodalu neatvéra.

No 1946. gada 1. janvara pedagogu saimi papildindja tautas instrumentu spéles pedagogi
Aleksandrs Starodumovs (1918-?), kurs izglitibu ieguvis IZevskas mizikas vidusskola (krievu
tautas instrumentu spéle), un latvieSu tautas instrumentu spéles pedagogs Arnolds Abolins
(RZVA 180.f,, l.a., 2.1.1. op. Ip.), kur§ nostradaja tikai lidz rudenim (RZVA 180.f,, 2.a., 3.1,
4. op. Ip.). A. Starodumovs macija ari muzikas elementarteoriju un solfedzo (RZVA 180.f., 2.a.,
3.1., 1. op. Ip.) 1946. gada 25. novembrT par ritmoplastikas skolotaju bija pienemta Zina C&rpina
(1914-?) (RZVA 180.f.,, 2.a., 3.1.6. op. Ip.), 1947. gada sakuma dazus mé&neSus par militaras
macibas skolotaju stradaja Jakovs Polaks (RZVA 180.f. 2.a., 5.1.32. Ip.), holokausta boja gajusas
tautas konservatorijas klavieru pedagoges Rebekas Polakas déls. Nakamaja macibu gada (no
1948. g. 1. septembra) par solo dziedasanas, muzikas literaturas, kora literatiiras, italu valodas un
solfedZo skolotaju vienu gadu nostradaja Lidija Cera, bet par klavierspéles un obligato klavieru
skolotaju Bérnu skola saka stradat Jefims Babcins (1921-?) (RZVA 180.f., 2.a,, 3.1. 24. op. Ip.),
kur§ 1948. gada pavasari absolvéja Latvijas Valsts konservatoriju. Ta ka vairakiem no
pedagogiem kara apstaklos izglitibu apliecinoSie dokumenti bija gajusi boja, tad tarifikacijas
sarakstos viena no ailém, kura noradits izglitibas ieguves laiks un vieta, daziem tas atzits,
balstoties uz apliecinajumu. Pieméram, M. Tihanovas P&terburgas konservatorija ieguto izglitibu
apliecinajis T.Reiters un P. Suberts. Daziem pedagogiem, pieméram, par Z.C&rpinas
vidusskolas un A. Kriimina 3-gadigajos ritmo-plastikas kursos (Jelgava) iegiito izglitibu un
S. Silova macibam Rézeknes tautas konservatorijas augstakaja kursa (RZVA 180.f, 2.a., 6.1.
8. Ip.) nav noraditi liecinieku uzvardi, dokumenta ir vien norade ,,liecinieku apliecinajums”.

Arhiva dokumentos ir saglabatas zinas ar1 par miizikas vidusskolas vispargjo personalu:
J. Usi8a dzivesbiedre, Zigrida Usite no 1944. gada rudens (RZVA 180.f., 2.a.,, 1.I, 1. Ip.) Iidz
1946. gada pavasarim ir veikusi vecakas gramatvedes pienakumus, sekretare bijusi Tatjana
Semjonova. Telpas kopusi Bronislava Moroze, tas kurinajusi Antopina Sikure (RZVA 180.f,
2a., 3.1, 1-5.1p.). Ta ka T.Semjonova nomainijusi dzives vietu, tad no 1946. gada
29. novembra par sekretari sakusi stradat Terézija Sadurska (Broka), kura vienlaicigi arT macijas
Mizikas vidusskola (RZVA 180.f., 2.a., 3.1., 1.-7. Ip.), driz vien — 1947. gada 15. janvari — vina
no sekretares amata tika parcelta par vecako gramatvedi (RZVA 180.f, 2.a., 3.1, 1.-7.1p.)
Z. Usites vietd. Savukart par sekretari, turpinot macibas vidusskola, sakusi stradat Antonina
Pukste (Mezinska).

Ar 1947. gadu Miizikas vidusskolas klas€s ieviesa vairakus visparizglitojosos priekSmetus,
tapéc pedagogu saimi no 1.septembra papildindja Veronika Ancupane (beigusi Ré&zeknes
ekonomisko tehnikumu), kura macija latvieSu valodu, v€sturi un vacu valodu, bet direktora
dzivesbiedre Milda Medina (beigusi P.Dzepa vidusskolu Riga un 3 meéneSu skolotaju
sagatavoSanas kursus) uznémas krievu valodas skolotajas pienakumus. Par vairaku citu
priekSmetu skolotajiem tika pienpemti vidusskolas vecako klasu audzekni: Stanislavs Orlovskis,
kur§ savulaik bija absolv€jis Rézeknes Valsts Skolotaju instititu, kluva par kimijas skolotaju,
Stanislavs Broks (vidusskolas izglitiba, vienlaicigi miizikas vidusskolas audzeknis) — par fizikas
un matematikas skolotaju, bet par skatuviskas sagatavoSanas skolotaju stradaja Janis Rimss
(RZVA 180.f., 2.a., 3.1, 16. Ip.). Vini skolotaju pienakumus veica lidz 1949. gada pavasarim,
kad vidusskolas darbs uz laiku tika partraukts.

No 1944. gada 5. novembra lidz 1949. gada 1. martam R&zeknes miizikas vidusskola un
bérnu miizikas skola bija paklautas LPSR Makslas lietu parvaldei (bérnu mizikas skola, kas
turpindja darboties péc miuzikas vidusskolas reorganizacijas, tas paklautiba atradas Iidz
1956. gada 1. septembrim). Pirma macibu gada sakuma skola macijas 111 audzekni. No viniem
J. Ustsa klavieru klasg 30, V. Pantelejevas klavieru klasé 31, A. Starodumova tautas instrumentu
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nodala 21, S. Silova vijoles klas€ 7, M. Tihanovas vokalaja nodala 22 (RZVA, 180.f, 1.a., 5. 1.,
2.-2. 0p. Ip.).

PievérSoties ideologijas atspogulojumam mizikas vidusskolas macibu procesa
organizacija, konkrétu fenomenu formali mainigo iezimju konstat€Sanai ir nepiecieSama
hronologiska konkrétiba, lai pamatotu, ka un ka padomju ideologija Rézeknes mizikiem
iezim&ja ne tikai Latvijas neatkaribas zaud€Sanu, bet arT “(..) kultliras un zinatnes darbinieku
marginalizacijas dé] deva triecienu valsts intelektualajai dzivei” (Boiko, 2004:
http://Imic.lv/core.php?Page 1d=724).

Longins Apkalns savulaik teica, ka “(..) mizika, brinumaini sakpodamas cilvéka
pamatiedaba, funkcioné ka varstulis, kam jamazina parmérigais spiediens” (Jauna Gaita (63),
1967). Doma netie$i liecina, ka padomju ideologija muzika tika uzlukota ka lidzeklis citu —
augstaku, galvenokart kolektivu un sabiedrisku mérku sasniegsanai. No arhiva dokumentiem to
visspilgtak apliecina skolas gada atskaites un pedagogu konferendu protokoli. Sie dokumenti,
salidzinot Rézeknes miizikas vidusskolas un R&zeknes tautas konservatorijas kultiirizglitojoSo
darbibu, uzskatami atklaj gan palicko$as vertibas, gan ari jaunas — padomju varas — noteiktas
miizikas izglitibas tendences. Dokumenti liecina, ka dala no miiziku raditas korporativas kultiiras
un macibu procesa organizacijas elementiem jaunajos ideologiskajos apstak]os mainijas, bet dala
tomér saglabajas nemainigi. Ideologijas konteksta tieSi S$is attiecibas musdienas “japéta
empiriski, jo uz $o jautdjumu nav vienas pareizas atbildes” (Eriksens, 2010: 412).

Arhiva dokumentos, konkréti Skolas gada atskaitém, redzams, ka tajas ir paredzeta Tpasa
aile — Politiskas audzinaSanas darbs, kura ietvertas zinas uzskatami ilustré ideologijas diktétas
izmainas skolas darba ikdiena. Piem@ram, atskait€é par 1945. gadu ir noradits, ka visi skolas
pedagogi apmekl€ partijas skolu un apmekl&jumu zina miizikas skola ienem pirmo vietu pilséta.
Skolas audz€kniem S$aja gada vien organiz@tas Cetras lekcijas: 1. Liela oktobra Socialistiska
revoliicija (turpmak teksta — LOSR), 2. Sarkana armija un tas uzvaras, 3. Proletariata vadoni —
Lenins un Stalins, 4. Parizes komiina, ka ari Cetri lekciju cikli: 1. Stalina Konstiticija,
2. Nolikums par PSRS Augstakas padomes véléSanam, 3. Lielais Tévijas kar§, 4. Ceturtas
piecgades plans (RZVA, 180.f, l.a., 1.1, 3. Ip.). Savukart ieraksts Pav€lu gramata 1946. gada
saimniecibas atjaunoS$anas un attistibas piecgadu plans 1946.-1950. gadam” bija ietvertas 10
lekcijas, par kuru nolasisanu “b. Cerbardei Annai Jana meitai, dzimusi 1898. g., izmaksata
vienreizgja atlidziba 150.00 rb]. Pamats: 1) PSRS Augstakas izglitibas ministra pavéle Nr. 2 no
1946. g.12.04, 2) LK(b)P CK Agitacijas un propagandas dalas noradijums par lektora darba
atlidzibu” (RZVA, 180.f,, 1.a., 3.1, 2. op. Ip.).

Ideologijas ietekmi parliecinosi un vispusigi atklaj arT pedagogu konferen¢u protokoli un to
norises kartiba. Konferencés piedalijas visi pedagogi, tas notika 1-2 reizes meénesi, lielakoties
velu vakara (péc stundam). Katru protokolu un konferences lemumus visi tas dalibnieki
apliecinaja ar savu parakstu. Pirmaja konferencé (29.08.1946.) direktors K. Medin$ atrefer&ja
mizikas skolu direktoru konferenc€ pienemtos [€émumus, uzsverot, ka “katram skolotajam katra
stunda ne tikai jamaca, bet ar1 jaaudzina padotie audze€kni komunisma gara, (..) katra stunda
jabtt politiskam momentam, ko (..) var ieviest, noskaidrojot jauno vielu un sniedzot zinas par
komponistu un vinga laikmetu” (RZVA, 180.f, 1.a, 5.1., 1. 1p.). Direktors uzsvéra arT prasibu
izskaust vardu ,,kungs”, ,kundze” un ,ar Dievu” lietoSanu (RZVA, 180.f., l.a. 5., 1.1Ip.)
ikdienas saskarsmé. Sis diskurss apliecina S. Kruka viedokli, kurs, atsaucoties uz 1957. gada
izdoto V. Razumna (B. Pa3zymnsrit) darbu, norada, ka padomju kultiiras koncepcijas audzinasana
paredzg€ja mérktiecigi, metodiski ietekmét individu, lai attistitu reZimam vélamas un izdevigas
ipasibas, uzskatus un sasniegumus. Sava biittba ta balstijas uz diviem galvenajiem
komponentiem: 1) atklat un attistit cilvékos vislabakas darba potences, vienlaicigi mainot vina
uzvedibu; 2) pieradit komunistiskas sabiedribas cilveka intelektualo parakumu par aprobezoto un
parak pragmatisko rietumu tirgoni un patérétaju (Kruks, 2008: 110-111).
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Otra konference notika 17. septembri un taja bez skolas pedagogiem piedalijas LKP CK
parstave b. Ziemele un LR Makslas lietu parvaldes Macibu iestazu dalas prieksnieks b. Zviedris,
kuri pirms konferences bija piedalijusies visu pedagogu vaditajas stundas. Zviedris, noradot, ka
skolas darbs ir visuma labs, akcentgjis ar1 katra skolotaja darba konstatétos trikumus. Vins
aizradijis, ka skolotajs A. Starodumovs ‘“nepilnigi defingjis, kas ir muzika, stunda bijusi
vienveidiga”; skolotajas M. Tihanovas “stunda viena audzékne ,,rupji uzvedas” (pamatojot to ka
skalu, parak brivu runasanu)”; K. Medinam vin§ ieteicis “labak lietot vardu ,,uzskats”, bet ne
»prieksSstats” un, rakstot diktatu, pirms spélésanas (..) dot izsmelosus paskaidrojumus un spélgjot
vairs nerunat ne varda. Mazak spélet (..)”. V. Pantelejevai aizradits, ka “janoveérs tendence par
daudz palidzét. Visi pedagogi novértésana bijusi parak stingri” (RZVA, 180.f., 1.a., 5.1, 4. Ip.).
Savukart CK parstave noradijusi, ka “mazakie bérni jasédina prieks€jos solos, skolotajam,
rakstot uz tafeles, jaienem tada pozicija, lai visi skoléni redz&tu uzrakstito; (..) skoléniem nav
jarada, ka nevajag, bet tikai to, ka vajag. Ja skoléns grib atbildét, tad vinam japacel] kreisa roka,
atbalstita uz elkona”. Sie aizradijumi galvenokart attiecinati uz A. Starodumova stundam.
Savukart skolotajai M. Tihanovai aizradits, ka skola ,,jastrada bez galvassegas” (RZVA, 180.f.,
l.a, 5.1, 4. op.-5. Ip.). Parbauditaji uzsverusi, ka ir jadoma par kora dirigentu nodalas atvérSanu,
ka arT par visparizglitojoSo macibu priekSmetu ievieSanu vidusskolas klases.

Nakamaja konferencé (01.10.1946.) K. Medins jau zinoja, ka kordirigentu nodala uznemti
25 audzekni, ka arT noradijis, ka vin$ pats vadis So nodalu un macis vidusskolas klas€s visus
teorétiskos priekSmetus latvieSu pliisma, bet A. Starodumovs — krievu plismas (RZVA, 180.f,,
l.a, 5.1, 5. 0p. Ip.). Oktobra beigas (27.10.1946.) K. Medin$ aktualiz&ja konferences dalibnieku
pienakumus, gatavojoties LOSR 29. gadadienas koncertam, kas jaorganizé Rézeknes Kultiras
nama. Direktors uzsvéra, ka turpmak miuzikas vidusskolas audzeékniem un pedagogiem bis
jauzstajas visos valsts svetkos un svinigajos aktos, tap&c savlaicigi no savu audzeknu vidus
jaizmeklé labakie izpilditaji. Saja konferencé ari nolemts sastadit audzeknu-pirmrindnieku
sarakstu, kurus atzimét LOSR 29. gadadienas svinibas (RZVA, 180.f., 1.a., 5.1., 8. Ip.).

Var secinat, ka padomju varas iestazu uzturétas ideologijas mérkis attieciba uz muzikas
1zglitibas organizaciju vienlaicigi bija saistits gan ar vélmi parvarét ierindas iedzivotaju kulttiras
prasibu Sauribu, uzskatot individu par lokanu, padevigu radibu, gan arT ar piep€émumu, ka mérka
sasniegSanu var nodroS$inat ar plasu pieeju kultiras institiicijam un “padarot veéstijumus (makslas
darbus) saprotamus iedzivotaju vairakumam” (Kruks, 2008: 111). To, ka ne visi toposie muziki
bija lokani un padevigi apliecina fakts, ka nakamaja konferencé (17.11.1946.) par LOSR
29. gadadienas koncerta ignoréSanu nolemts “izteikt rajienu vokalas nodalas audzeknei Eleonorai
Uspelei” (RZVA, 180.f, l.a., 5.1, 9. 0op. Ip.), kas lauj secinat, ka veidojot jaunu — reZimam
uzticamaku intelektualo eliti — macibu procesa uzraudziba tika kombinéta “patagas un klingera
politika” (Stradins, 2004: 130).

Ar1 nakamajas konferences pedagogi galvenokart apsprieda uzdevumus, kas bija saistiti ar
gatavoSanos citiem politiz€tajiem svinigajiem pasakumiem — 1.decembri sprieda par
gatavoSanos J. Stalina Konstitiicijas dienai, ko atzimg&ja 5. decembri (RZVA, 180.f, l.a., 5.1,
10. op. Ip.), 29. decembri — par véléSanu kampanas koncertiem, kuros “skapas un dziesmas
japarada padomju cilvéka prieks” (RZVA, 180.f, l.a, 5.1, 12.1Ip.). Ari 1947. gada janvara
konferencé K. Medins aicinaja skolas pedagogus “vienmér un visur sekmé&t un praktiski atbalstit
veleSanu iecirknu darbu, paSiem aktivi piedaloties koncertos gan ar padomu, gan ar1 ka
izpilditajiem” (RZVA, 180.f., l.a, 5.., 12.0p.-13.1Ip.). Savukart 9. februara konference
V. Pantelejeva, iepazistinot klatesoSos ar LPSRS Makslas lietu parvaldes seminara ieteikumiem,
uzsvera, ka muzikas skolas kolektivam “jastrada ta, lai ritdienas darbs butu labaks par Sodienas
darbu” (RZVA, 180.f, l.a., 5.1, 12. op.-14. Ip.). Ka liecina nakamo konferencu protokoli, tad
»stradat labak” galvenokart nozimé&ja gatavot repertuaru, kas lautu miizikas skolas audzekniem
iesaistities ideologizéto svétku, pieméram, 1. Maijam veltito u.c. koncertu norisés. Tapéc
pavasara pus€ skolas pedagogi sanéma jaunus varas sartipetos ieteikumus. Piem&ram, 17. aprila
konferenceé K. Medin$ klatesoSos pedagogus iepazistinaja ar seminara, kas bija veltits miizikas
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literatiiras uzdevumiem ideologijas iedzivinasana, lémumiem. Saja seminara Latvijas miizikas
pedagogus ,.apgaismoja” Leningradas konservatorijas V&stures katedras profesors
b. Mozulevskis, akcentéjot, ka turpmak “muzikas literatiras stundam jabat vadoSajam
audzinaSanas miuzikas izglitibas lauka un $a priekSmeta skolotajiem japulcina ap sevi visi pargjie
pedagogi, lai So priekSmetu padaritu péc iesp€jas interesantaku. (..) miizikas literattirai muzikanta
audzinasana piekrit izSkiroSa nozime, muzikas literatiiras skolotajam javada arT pargjo skolotaju
darbs makslas audzinasana” (RZVA, 180.f.,, 1.a., 5.1., 16. Ip.). Pildot Sos noradijumus, 24. julija
konferences dalibnieki, savlaicigi lemjot par gatavoSanos LOSR 30. gadadienas svinibam,
paredzg€ja skolas telpas rikot padomju komponistu portretu un darbu izstadi, bet izstades
atklasanu ievadit ar priekSlasijumu par mizikas sasniegumiem padomju varas pastavéSanas
30 gados. Konferences dalibnieki priekSlasijumu sagatavosanai latvieSu valoda nominé
K. Medinu, bet krievu valoda — A. Starodumovu. Spriezot par koncerta programmas
kuplinasanu, klatesoSie nolemj, ka taja japiedalas ari A. Pukstes vaditajam skolas deju
kolektivam (RZVA, 180.f,, 1.a., 5.1., 36. op. Ip.). Pirms jauna macibu gada sakuma — 1947. gada
29. augusta — Rézeknes miizikas vidusskolas pedagogiem tiek pieprasits nodroSinat vél vienu
varas nes€ju interes€m atbilstoSu pasakumu, proti, 7. septembrT macibu iestadé bija jaorganize
Maskavas pastaveésanas 800. gadadienas atceres akts, péc kura janodros$ina padomju komponistu
darbu koncerts (RZVA, 180.f, 1.a., 5.1., 37. op. Ip.).

1948. gada sakuma konferencu protokolos paradas jaunas iezimes, kas spilgti apliecina
nakamos véstures notikumus, proti, ienaidnieka, pret ko visiem jacinas, lai attaisnotu ideologiju,
tela uzturéSanu. 15. februara pedagogu konferenceé K. Medin$ iepazistina klatesoSos ar VK(b)P
CK lemumu par Vano Muradelli operu ,Liela draudziba”, kura sakara konference pienem
rezoliiciju. Taja teikts, ka Rézeknes muzikas vidusskolas kolektivs vienbalsigi atbalsta partijas
lémumu par V. Muradelli operu, kura neatbilst padomju cilvéka garam un vajadzibam (RZVA,
180.f, 1.a, 5.1, 36.Ip.). Pienemta rezoliicija spilgti ilustré vairakas emigracijas komponista
L. Apkalna atzinas. Vin$ dalg&ji piekrit, ka, atbilstosi totalitarisma teorijai, miizikai buitu jakalpo
,»socialisma cel$anai”. Tomér apgalvo, ka, attieciba uz Latvijas miizikas dzivi, $1 teorija “gan
atSkiras no istenibas, jo — ar makslu var ,,uzcelt” makslu, ar miiziku tikai miziku un neko citu,
vienlaicigi gan piebilstot, ka (..) drakoniskas diktatGras visos laikos ir mé&ginajusas paklaut
makslas produkciju savam ietekmém, lai panaktu sev tikamus rezultatus”. Tapat L. Apkalns
atzist, ka “okupétas Latvijas makslas dzivé — vismaz ne miizikas novada — tadas parliecinatajas
pazimes, kas Jautu runat par specifiski latvisku attistibu” (Jauna Gaita (63), 1966), neesot
saskatamas. Ar1 Rézeknes miizikas skolas pedagogu rezoliicija ka diskurss liecina, ka vismaz $im
kolektivam tada iezime nepiemita, kolektivam un ta vaditajiem drizak raksturiga bija
samierinasanas vai kompromiss ar varas dikt€tajam prasibam. Operas izvertéSanas rezoliicijas
sakara nakas piekrist L. Apkalnam, ka rezolticija kopuma “raksturo norises un ietekmes, kadam
krievu koloniala rezima ideologiskais diktats paklavis maksliniecisko dailradi visas padomju
impgrijas méroga” (Jauna Gaita (63), 1966). Lai ar autors uzsver, ka par makslas dzives noriseém
padomju varai paklautajas zemes rietumos vairak izcelts, ka “literatira un t€lotajas makslas
rezima ideologijas ietekmes nav noveérSamas, turpreti mizika, Ipasi koncertantajas formas, no
sadam ietekm&m sp&jusi izsargaties” (Jauna Gaita (63), 1966), tomér partijas lémumu
apsprieSanas rezultats liecina, ka Rézeknes mizikas vidusskolas pedagogi vismaz ar€ji reZima
ietekmei paklavas. Piebilde, ka vini vélas, “lai miisu ievérojamakie skanrazi, ka Mjaskovskis,
Prokofjevs, Sostakovi¢s, Hadaturjans, Muradelli u.c. rakstitu arT tadus darbus, kuri p&c uzbiives
un satura biitu saprotami un pieejami mazajiem pianistiem. Katrs tads miizikas formas skangjums
bis ka mil$ viesis miisu macisanas un audzinasanas darba” (RZVA, 180.f., 1.a., 5.1., 37. Ip.), nav
pretruna ar VK(b)P CK 1émuma ideju, tomér noliedz L. Apkalna viedokli par komponista
radoSuma izpausmes iesp&jam padomju rezima. L. Apkalns raksta, ka atskanojot kada
komponista simfoniju vai instrumentalu koncertu ““(..) $1 norise visuma atbilst attiecigajai norisei
citur pasaulé un (..) miizika sava materiala Tpasibu d&€] nav piemérota tadu satura maksimu
pausanai, kas atrodas arpus mizikas materiala substancialo 1pasibu kataloga” (Jauna Gaita (63),
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1966). Tacu Rézeknes mizikas vidusskolas pedagogu rezolicija pierada, ka ari muzikas joma
reZims sp&ja saskatit ienaidniekus, kura apkaroSana bija spiesti iesaistities visi radosas nozares
parstavji. Tapéc atliek piekrist citai L. Apkalna atzinai, ka “muziku komponé un atskano cilveki,
kam jadzivo ka realas sabiedribas locekliem, jaieklaujas sava sabiedriskaja vidé un zinama méra
jafunkcioné ka $1s vides inspirativo refleksiju paudéjiem” (Jauna Gaita (63), 1966), ko pierada
arT citetais diskurss. To, ka rezolticija neatbilst miiziku parliecibai, apliecina nobeiguma piebilde,
kura it ka attaisnojoties bilsts, ka “ievérojamie skaprazi ir aizmirsusi (..) mazos dziedatajus
visparizglitojosajas skolas, ka ar1 dziedatajus (koros) un spélétajus paSdarbibas kolektivos.
Dzivodami un stradadami provinces apstaklos Sos trukumus més jo seviski izjutam” (RZVA,
180.f, 1.a., 5.1, 38. Ip.).

Izvertejot arhiva dokumentu liecibas, nakas secinat, ka ar 1948. gadu miizikas skolas
ikdienas dzivé ideologijas ietekme ar€ji kluva vél manamaka. Tika ieviesti visparizglitojoSie
priekSmeti un skolotajai V. Ancupanei tika uzdots “nodrosinat politiskas audzinasanas darbu
audzekniem, neizlaizot no redzes aploka nevienu svarigu iekSpolitikas un arpolitikas notikumu,
ar1 katram skolotajam praktiskaja darba vienmér vadities no parvaldes vairakkartigi dotajiem
noradijumiem par politisko audzinasanu” (RZVA, 180.f,, 1.a,, 5.1., 39. Ip.).

Nakamais protokols (14.09.1948.) liecina, ka konferencé nolemts, ka lai “bez steigas un
kartigi sagatavotos LOSR své&tku svingSanai, katra skolotaja pienakums ir sagatavot atbilstosu
programmu, jo sevisku veribu veltot dziesmu izvélei” (RZVA, 180.f,, 1.a., 10.1., 1. Ip.). Savukart
lai veicinatu pedagogu un audzeknu, kuri macas tikai miizikas skola, politisko izglitibu “(..) katru
treSdienu no plkst. 21.30 lidz 23.00 noturét politiskas audzinasanas stundas”. K. Medins
akcentgjis, ka partijas komitejas Agitacijas un propagandas dala partijas uzraudziba ir at]avusi §is
stundas noturét pasiem skolas pedagogiem. Konferencé nolemts, ka katrai stundai paredzéta
b. Stalina biografijas studéSana, un lekcijas jagatavo vienam no skolotaju kolektiva (RZVA,
180.f,, 1.a., 10.1,, 1. op. Ip.). Lekciju norises plans un par to tematu saturu atbildigie skolotaji bija
noraditi macibu pusgadam izstradataja plana. Acim redzot direktors K. Medin$ nebija
parliecinats par sagatavoto lekciju efektivitati, jo 26. oktobra konferencé pazinoja, ka lidzis vel
“vienu lekciju pirms pasa svétku koncerta nolasit lektoram no partijas komitejas Agitacijas un
propagandas dalas” (RZVA, 180.f, l.a., 10.I., 1.op.Ip.), savukart “Asinainas svétdienas un
Lenina naves dienas atceres aktus” K. Medin$ aicinaja atzimeét ar tam piemerotam programmam,
piesakot, ka “visiem uz $iem pasakumiem jaierodas ar séru noskanojumu” (RZVA, 180.f, 1.a.,
10.1., 6.0p.1p.). Saja laika K.Medina ieguldijumu R@&zeknes miizikas skolas kolektiva
ideologiskas audzinaSanas ievirz€ novértgja atbilstosi varas organi un piedavaja vipam amatu
Makslas lietu parvaldeé. Vina pédgjais rikojums Nr. 131 (28.02.1949.) ir par direktora postena
nodosanu Janim Usitim. Ta ka 1949. gada 1. septembra Rézeknes mizikas vidusskolu pievienoja
Daugavpils miuzikas vidusskolai, tad J. Usitis ir parakstijis pavéli par K. Medipa un citu
vidusskolas klasés stradajoso pedagogu (M. Tihanovas, A. Pukstes, T. Sadurskas, E. Belasova
S. Silova, S. Broka u.c.) atbrivoSanu no darba pienakumiem. J. Usitis turpinaja vadit Rézeknes
Bérnu miizikas skolu, pienemot no jauna darba ari bijuSos mizikas vidusskolas pedagogus
(RZVA, 180.f,, 2.a,, 3.1., 37. 0p.-100. op. Ip.).

Tadgjadi Sie konferencu protokoli, no vienas puses, apliecina, ka padomju reZims prasija
kardinali mainit gan sabiedribas, gan ar1 miizikas pedagogu vértiborientaciju. Ta balstijas uz
marksisma-leninisma macibu, ka arT uz tautiskuma, Skiriskuma un partejiskuma principiem, kas
nesaskangja ar latvieSu tautas [1dzSin€jiem sv€tumiem, tostarp radosas brivibas un izglitibas vide
lerastajam miiziku saskarsmes formam. Padomju funkcionari, inspic€jot miizikas vidusskolas
pedagogu darbu, kategoriska forma pieprasija savstarpgja saskarsmé ieviest uzrunu ,biedrs”,
noradot, ka ieprieks€ja reZima uzturétie muziku korporativas kulttiras elementi ir ,,burzuaziski”
un neatbilst padomju sabiedribas celtniecibas idealiem un izglitibas stenosanas politikai.

Dala no arhiva dokumentiem pierada, ka varas nes€ji muzikas izglitibas organizatoriem
piedavaja tadus darbibas priekSnoteikumus, kuru istenoSana nacas iesaistit iesp&ami lielaku
dalibnieku daudzumu. Tadgjadi oficialajiem skolas pasakumiem bija raksturigs publiskums, kurs§
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imit€ja kopigas intereses un iedvesmojoSu tradiciju iedzivinasanu. Nemirstigas slavas
iespgjamibai bija jaizaicina muziki ,,iedroSinaties neparasto” un piedalities iedvesmojoSu stastu,
kas pieskir vinu eksistencei jaunu jégu, veidosana. Uzdevuma celt kopigas dzives Iimeni,
politizétaja sabiedriba miuzikiem bija jasekmé ne vien kopigs izturéSanas un domasanas veids,
bet arT muzikala gaume, tadejadi apliecinot un vienlaicigi uzturot padomju cilvéka eksistences
augstako potencialu.

Tomér Rézeknes miizikas vidusskolas macibu procesa organizaciju raksturo ne vien
pedagogu konferenc€s apspriestas argjas problémas, bet arT ieks$€jais, ar jauno miziku
sagatavoSanu saistitais aspekts. Restauréjot miuzikas vidusskolas ikdienas hronologisko
konkrétibu, ir japievers uzmaniba ne tikai tam, kur un kapéc koncertgja skolas audzekni, bet ari
tam, ka vini kluva par miizikiem varda tie$aja nozimé. Saja sakara uzmaniba japievers audzeknu
koncertiem, kuri, tapat ka tautas konservatorijas darbibas laika, notika macibu procesa ietvaros,
bet atskiriba ir apstakli, ka tautas konservatorijas laika tie bija atklati, savukart mizikas
vidusskola — slégti. Parbaudot koncertu programmu un eksamenos atskanojamo skandarbu
sarakstus, konstatéts, ka audze€knu apgiistamais repertuars galvenokart ir versts uz izpilditaja
tehnikas, muzikalas domasSanas, skandarba izpratnes u.c. ar mizika kompetenci saistitiem
elementiem, bet ne kada zina neatspogulo padomju ideologiju. Sis apstaklis lauj hipotétiski
pienemt, ka skolas macibu procesa, neraugoties uz ideologijas nostadném, pedagogi ka
profesionali miziki, centas saviem audz€kniem galvenokart nodroS§inat profesionalas
muzicé$anas iemanas un miizikas veértibu izpratni, ko apliecina arT slégto koncertu programmas.

Secinajumi

Mizikas un tas izglitibas vestures petijumi izvirza nepiecieSamibu pieversties ne tikai
politiskas véstures problematikai, bet, aktualiz€jot padomju reZima kultiiras un izglitibas politiku
miizikas joma, balstities uz starpdisciplinaru pieeju, sasaistot v&stures pétijumus ar politikas
zinatnes, kultiiras, muzikologijas un socialas antropologijas teorijam un pé&tniecibas metodém.
Zinatnes parstavju diskursi par padomju ideologijas izpausmém liecina, ka sovetizacijas
kulttrpolitikas meérki bija saknoti kultiiras un makslas izpratnes divos pamattipos jeb veértibas,
kas klasific€jamas ka simboliska paSvertiba un instrumentala veértiba.

Miziku PSRS ideologija centas padarit par propagandas lidzekli, kam bija jaapliecina
ideologijai vélama — ,,jauna” socialistiskas sabiedribas pilsona — veidols. Miuzikas izglitibas
procesu reZims nenoliedzami ietekm&a un taja atklajas individa un varas attiecibas.
Sovetizacijas apstaklos muzikas izglitiba bija ciesi saistita ar socialistiskas sist€mas un padomju
socialistiskas kulttiras glorifikacijas istenoSanas diviem uzdevumiem: 1) atgadinat padomju
pilsoniem, ka padomju iekarta ir vislabaka, vishumanaka, vistaisnigaka valsts iekarta cilvéces
vesture; 2) masveidigi iesaistit plasas iedzivotaju grupas kultliras un makslas pasakumos un
praks€s. Padomju valstij nebija vajadzigas radoSas personibas, bet gan paklausigi pavélu
izpilditaji un mizikas vidusskolas darbiba, kas liela mera bija saistita ar uzdevumu iesaistit
masas miizikas apguvé un makslinieciskaja pasdarbiba, tadgjadi kalpojot gan ideologiskiem, gan
ar1 socialiem mérkiem.

Ideologijas prasibas atspogulojas gan macibu procesa parraudzibas sistéma, gan ari
pedagogu un audzeéknu ideologiskas parliecibas ietekméSana. Sovjetizacija un ideologizacija
miizikas izglitiba, metodologija un vértibu aktualizé$ana izcéla krievu padomju miziku, kura
ideologija un rezima noteiktas vertibas izpaudas skandarbos, kas ka koncertdzives piedeva
glorificgja Leninu, Stalinu un citu socialistiskas ievirzes tematiku.

Rézeknes miizikas vidusskolas darbibas sakuma, kas sakrita ar padomju kultiras
iedzivinaSanas pirmo posmu, arT mizikas pedagogu kompetences pilnveidé atspogulojas Stalina
personibas kults, uz ko norada gan varas pieprasito svétku atziméSana, gan ari direktivam
noteiktas obligatas partijas vadonu darbu studijas un propagandas lekciju apmeklesana. ST
perioda mizikas pedagogu uzdevums, vinu pasu izpratn€, bija paplaSinat mizikas saprat&ju loku,
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bet iekartas funkcionaru izpratné — atgadinat sabiedribai, ka padomju iekarta ir vislabaka,
vishumanaka, vistaisnigaka valsts iekarta cilvéces vesture.

Tomeér Rézekné muzikas pedagogu un audzeknu attiecksme pret macibu procesu bija dzivas
tradicionalas miizikas izglitibas alkas, un muzikas vidusskolas pedagogi, neraugoties uz varas un
ideologijas spiedienu, péckara gados centas uzturét un saglabat dzivu muzikas garu un vértibu
izpratni.

Summary

The scope of the researched problems is introduced by the occupation of Stalinist Soviet Union on 17" June, 1940;
this period is the least researched and ideologized period in the history of Latvian music. Already in September,
1940, the School Department Council of the People's Commissariat for Education made a decision that the
maintenance of the provider of musical education in Latvia — National Conservatory, which had been operating in
Latvia since the 1920s — is given to the state. In order to manage the artistic life, including musical education, in a
direct and centralized manner, on 26" September, 1940 there was established the Art Affairs Administration;
musical education was under its command. On the basis of the decision No. 638 made by the Council of People's
Commissars of Latvian Soviet Socialist Republic, the Art Affairs Administration issued an order that from 16™ May,
1941 all the national conservatories must accept the new practice and call themselves music schools (Klotins, 2011:
171). In such a way, the ideology of first sovietization stage reflected in both determination of subjection of musical
education institutions and deformation of traditions of musical education, established by national conservatories.
The Art Affairs Administration was subjected to two authorities by dictating centralised planning requirements to
the music school teachers, which were determined by both the Latvian Soviet government and the Art Affairs
Administration of the Council of People’s Commissars of Latvian Soviet Socialist Republic. In these requirements,
the ideologized activities, as well those declared to be mandatory, were dominant; the Second World War and
occupation of Nazi Germany stopped the implementation of these activities.

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

During the World War Il the music education tradition established by the Rezekne National Conservatory was
interrupted, but the ex-teachers of the National Conservatory continued its work, commenced under the
circumstances of German occupation and during the first years after the War; they organized the activity of Music
Secondary School.

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

Rezekne Music Secondary School opened on the 5" November 1944, and the renewed soviet rule appointed
Klements Medins (1907-1987) as its new Head Teacher, who in his turn hired a pianist Janis Usitis (1907-1977) for
the position of the Manager of the Study Department. Since the National Conservatory activity period a pedagogue
of singing and piano lessons M. Tihanova (1885-1967) and the former student of the National Conservatory —
violinist S. Silovs (1902-?) commenced their work as the teachers of the School. Later on a piano playing teacher
V. Pantelejeva and several other experts, who stayed in Rezekne for a short period of time, joined the school staff.
Whereas since 1947 the most active and the best, in terms of school results, senior-year students Stanislavs
Orlovskis and Stanislavs Broks had been involved in teaching general subjects. Later on, also Edurds Belasovs,
Terézija Sadurska (Broka) and Antonina Pukste (MezZinska) joined them. After graduation of the Conservatory, they
gradually obtained reputation of excellent professionals both in Latgale and among the conductors of other regions
of Latvia.

Considering the system of the National Conservatory, students in the Music Secondary School were divided
according to the two level training: the lower level training was called Children Music School, and the higher one —
Music Secondary School. Until the 1% of March 1949, Rezekne Music Secondary School was subordinated to the
Art Affairs” Administration of the LSSR.

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

The Soviet Regime demanded to introduce drastic changes in the value orientation of both the society and music
teachers. It based on the Marxism-Leninism theory, as well as principles of national identity, class membership and
party membership, which did not match the previous sacred things of the Latvian folk, including musicians’ habitual
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forms of communication in the environment of creative freedom and education. Soviet official persons when
inspecting the work of teachers in the Music School, categorically demanded to introduce within the internal
communication an address “comrade”, indicating that the musical corporative culture elements maintained by the
previous regime are “bourgeois” and do not correspond to the ideals of Soviet society formation and to policy of
education implementation. The archival documents evidence that in the beginning, when Rezekne Music Secondary
School started its work, which was simultaneously with the first stage of Soviet culture embodying, the development
of music teachers’ competences reflected the cult of Stalin’s personality, as indicated not only by the repertoire to be
acquired, but also mandatory studies of party leaders’ works and attendance of lectures of propaganda established by
the directives. The task of the music teachers of this period, from their own point of view, was to broaden the range
of music experts, but from the point of view of the system — to remind the society that the Soviet system is the best,
the most humane and the fairest state system in the history of humanity.
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MICROTONAL INTONATION FROM COMPOSER’S,
PERFORMER’S AND CONCERT-AUDIENCE’S PERSPECTIVE:
THE CASE OF GYORGY LIGETI’S Hora lungd FOR VIOLA SOLO

Mikrohromatiska intonacija no komponista, atskanotdja un koncerta klausitaja
perspektivas: Gerga Ligeti Hora lunga altam solo

Karlina Ivane
Jazeps Vitols Latvian Academy of Music
e-mail: karlina@karlina.eu

Abstract. The aim of this study is to explore the microtonal intonation, i.e., pitch lowered by a quarter-tone, in
Gyorgy Ligeti’s (1923-2006) ,, Hora lunga” for viola solo. It is examined from three points of view. composer’s,
performer’s, and concert-audience’s. The artistic reasons for the use of microtonality in this piece were explored in
Ligeti’s own and other written sources. The difficulties performer encounters hitting the microtonal pitch on viola
(corresponding to the 11™ harmonic in the overtone series) were investigated practicing the piece by the author of
this paper herself. Two methods of practicing microtonal intonation were tested. Firstly, the out-of-tune (“false”)
sounding pitch was searched by ear. Secondly, the validity of the second method — listening to harmonics of open C
string was proofed, measuring pitch frequencies of open string harmonics in 16 recordings, including the author’s.
Finally the perception of microtonal intonation by 26 subjects in live concert setting was tested. Pitch frequencies of
performed excerpts were also analysed. Additionally, 17 subjects were interviewed about the perception of
microtonal intonation. It was concluded that the appropriate way to practice microtonal intonation is to search the
out-of-tune sounding pitch by ear, while other method — listening to open string harmonics, could be guestionable as
frequency measurements of harmonics showed that 11" harmonic deviated largely from the target. Perception test
results have shown that both musicians and non-musicians were able to hear by a quartertone lowered pitch in the
author’s performance. Frequency analysis has shown that microtonal intonation in the author’s performance was
reliable. From answers in questionnaires and additional interviews it could be concluded that the composer’s
intention to create the impression of a ,, strange, magical, nostalgic world ” through the use of microtonal intonation
worked, although it remains unclear, if the result would be similar without preparatory explanations before the
interviews.

Keywords: composer, concert-audience, intonation, Ligeti, microtonal, performer, perception, viola.

Introduction

Violinist and violist Barbara Liineburg in her PhD Thesis® describes the extended
techniques, which modern music performer need to have knowledge about. These techniques
includes “complex rhythmic or microtonal worlds, graphic notation or improvisation requiring
them to compose; or they may become involved with elaborate technical devices such as motion
sensors, attached to their body, or instrument, that enable them to extend their expressivity or
control electronics” (Liineburg, 2013: 9).

In fact, every viola player who performs contemporary music encounters a variety of
unusual technical challenges. Contemporary Viola Studies (2009) composed by Gart Knox, for
instance, reveals eight different non-traditional technical aspects in viola playing, such as playing
only with one left hand finger, pizzicato using nine of our ten fingers (including even the right
hand’s thumb), or unusual bowing techniques, such as a vertical bow movement. The study Nr. 7
In between, in turn, is dedicated to the microtonal quartertone technique. Microtonal intonation is
certainly one of the most difficult contemporary viola technique aspects, but apart from Knox’s
study there are still few methodologies for learning this kind of intonation. It is also unclear,
whether the perception of its artistic purpose could be perceived by concert-audience. In preface
of his microtonal study Knox writes: “Many viola players’ first experience of quartertones will

! A holistic view of the creative potential of performance practice in contemporary music (Liineburg, 2013: 9).
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be in (Gyorgy) Ligeti’s Viola Sonata” (Knox, 2009: 5). My first encounter with quartertones also
happened exactly in this piece, in the first movement of Ligeti’s Viola Sonata, Hora lunga.

The aim of this study is to study microtonal intonation in Hora lunga from three aspects. It
was studied from performer’s, composer’s and concert-audience’s perspective. In this paper the
process and methods used to practice microtonal intonation will be described. The artistic reason
of the use of microtonal intonation from the composer’s and other musicological writings will be
taken into account. Finally, the results of an experiment, in which the audibility and the
perception of microintervals performed by the author were tested will be presented.

Methods

To discover fully the microtonal intonation in Hora lunga, it was necessary to study it,

answering three different, but complementary questions:

1)  What was the composer’s artistic intention to use the microtonal intonation? For this
scope Ligeti’s and other musicological texts were analysed.

2)  What difficulties does the performer meet in the process of learning to perform the
microtonal pitch? What methods are suggested in literature? Hora lunga was
practiced by the author and discussed with the viola professor. Two methods of
learning to play pitch lowered by a quarter-tone were tested: searching the out-of-
tune sounding pitch by ear and listening to open C string harmonics. Frequencies of
harmonics of open C string in 16 performances, including the author’s own, were
analysed to test the reliability of the second method.

3)  Whether and how does a concert-audience perceive microtonal intonation and its
artistic meaning? For this scope an experiment in live-concert setting with 26
subjects participating was conducted. Additionally 17 subjects were interviewed
afterwards.

1. Searching for the artistic purpose of microtonal intonation in Ligeti’s Hora lunga

Russian pianist and composer Samuil Feinberg stresses the importance to blend the
composer’s idea in the performance: “The mind of the composer should become the performer's
own [...]. Individuality of performance may shine brilliantly only when it is illuminated by the
light emanating from the composer’s idea’,,.

Approaching the microtonal pitch deviations in Viola Sonata’s® 1st movement Hora
lunga®, a performer should first answer two questions. What kind of microtonal system is used
and what was the composer’s artistic purpose to use microtonal intonation?

The intonation in Hora lunga is built on the so-called ,,acoustic scale”. It has microtonal
deviations from a standard equally tempered scale®, derived from the natural overtone scale (see
Figure 1)

2 Samuil Freiberg, The Composer and the Performer (http://math.stanford.edu/~ryzhik/Feinbergl.html).

¥ Sonata for Viola Solo was composed during the period from 1991-1994.

* Hora lunga was originaly a “long song”, a genre which Bartok recorded in Maramures and Nothern Sathmar
counties, Romania, and which he employed himself in the third movement of the Fourth Quartet. These extended
songs were improvised around a “family of slow, stereotyped melodic formulas and figures which are strung
together”, hora here referring back not to the dance form, but to the Romanian word for “oration”. The hora lunga
is also known by the urban term Doina, which specifically means “melancholly song” (Bauer 2011: 196-197).

® When the 12 semitones are equal in size, the chromatic scale is said to be equally tempered.
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Figure 1. Deviations from equal temperament in natural overtone scale in cents®
(Geller, 1997: 18).

Ligeti uses pitch deviations corresponding to the 5™, 7" and 11" overtones. In the score of Hora
lunga special arrows are indicating these deviations from standard equally tempered tuning
precisely in cents: lowered by 14, 31 and by 49 cents. In Hora lunga these microtonal pitches
correspond to overtones of an imaginary F string, which would be a fifth lower than the viola’s
lowest string C. | will focus my study on the pitch B3 (hereafter B3\/%)’ which corresponds to
the 11™ overtone, i.e., by 49 cents or by a quartertone lowered pitch. The pitch B3¥:% together
with the next pitch C4 forms an unusual interval: by a quartertone enlarged standard semitone®
(149 cents), or we can call it a large microinterval (see Figure 2)°.
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Figure 2. Large microintervals B3 V% C4 in Ligeti’s Hora lunga (Ligeti 2001: 12).

Searching the artistic purpose of these microtonal inflections, I will consider the point of view of
the composer himself and that of other specialists. The musicologist Amie Mary Bauer in her
book ,,Ligeti's Laments: Nostalgia, Exoticism and the Absolute” describes this type of intonation
as ,,microtonal flights of fancy” and she also mentions the eventual influence of Harry Partch’s™®
adapted Viola on Ligeti, who became fascinated with its ability to impart a ,,strange, magical,
comletely alien atmosphere” (Bauer, 2011: 196). The violist and composer John Stulz, writing
about the ,,hermeneutic crisis which Ligeti faced, like other composers, in the period of the
1970s”, concludes, that ,.the solution that finally freed him from his aesthetic prison was the
synthesis of a unique language of multiplicity referencing an entire world of ideas ranging from
the chaos theory and the French spectral music to the musics of Africa, the Carribean and Conlon
Nancarrow. For performers of Ligeti’s late music this multiplicity presents a unique set of
challenges: how can references be shown in performance? What is the responsibility of the
performer-interpreter when it comes to recognizing references? How do you perform an

® The cent is a logarithmic unit of measure used for musical intervals. Twelve-tone equal temperament divides the
octave into 12 semitones of 100 cents each.

" The reason for the interest exactly in this deviation will be cleared in the next section, Practicing microintervals of
“"Hora lunga”.

® The size of a standard equally tempered semitone is 100 cents.

% The reason for the interest exactly in this deviation will be cleared in the next section “Practicing microtonal
intonation in Hora lunga”.

19 Harry Partch (1901-1974) was an American composer, music theorist, and creator of musical instruments.

1 Partch’s adapted viola is tuned a fourth lower than the standard instrument. Ligeti discovered Partch’s viola
during his California sojourn in the early 1970s.
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extra-musical concept? And how can we ever expect the audience to understand this language of
reference?” (Stulz, 2012). Ligeti himself explains that Hora lunga evokes the spirit of Rumanian
folk music, which, together with Hungarian and Gipsy music had strong influence on him in his
childhood in Siebenburg. But he also reminds that he has not used any direct citations, rather
allusions. These songs, as Ligeti described them, are nostalgic and melancholic. In his writings,
furthermore, Ligeti mentions that it is possible to understand the sense of Hora lunga only in
connection with other compositions of that period — the Violin Concerto, the second part of
Piano Etudes and Nonsense Madrigals (Ligeti, 2007: 307). The common trait of all of them is
the search for alternative system for equally tempered tuning®?. It is also possible to extract
information from descriptions of those compositions, suitable for my scope. From etude Nr. 7
,,Galamb borong™: ,,It is the music which exists on an unknown island which can not be found
anywhere on a map (Ligeti, 2007: 293)”. From Nonsense Madrigals: the idea of the composer’s
fascination with ,,strange non-existing worlds”, deriving from his love for Lewis Carroll’s ,,Alice
in Wonderland” (Ligeti, 2007: 302).

Resuming, let us try to describe the musical world, which Ligeti wanted to create using
microtonal intonation:

This is magical, strange, alien, non-existing world on an unknown island, where
multiplicity of ideas and extra-musical concepts mees, and allusions to Rumanian, Hungarian
and Gypsy folk music melodies are sounding melancholically and nostalgically.

2. Practicing microtonal intonation in Hora lunga

David McGill, principal bassoon of the Chicago Symphony Orchestra and teacher at
Northwestern University’s Bienen School of Music is well aware of difficulties, which musicians
meet during learning: “The process of opening the ears to the sound we make is a constant
struggle. Our idea of what we wish to produce often obscures the reality of the sound coming
from the instrument (Mcgill, 2007: 271)”.

Ligeti himself has described the microtonal pitches in Hora lunga as out-of-tune (falsch)
sounding pitches (Ligeti, 2007: 310). When author studied Hora lunga with viola professor at
Jazeps Vitols Latvian Academy of Music, exactly this terminology was used. The professor
approved the intonation as succesful when microtonal pitches sounded out-of-tune. However,
this worked well only with the largest microtonal deviation, that of 49 cents or a quartertone. The
pitches with smaller deviations of 31 and 14 cents resulted to be very hard to hear. This is the
reason why it was decided to focus the study of microtonal intonation in Hora lunga on the pitch
B3\ Y (see Figure 2).

Besides the out-of-tune strategy for learning microtonal intonation, there is also an advice
to learn it from listening to natural harmonics on viola’s C string (DeStefano, 2010: 22). This,
however, could be a questionable ,.learning technique”, according to frequency measurements in
16 performances of Hora lunga®. In the majority of performances where 2™, 3" 4™ 5" 6" 7%
8™ and 11" overtones played on C string were measured, the 11" overtone (which should be
lowered by 49 cents compared to an equally tempered standard), turned out to be about 20 cents
higher in average (see Table 1). This deviation is significant, but the reasons for that are still
unclear for the author of this article®.

12 Ligeti also mentions that this search begins already in Atmospheres (1961) and Requiem (1963-65) (Ligeti 2007:
304).

3| used software Praat.

! The detailed presentation of the results of these measurements are in preparation for the upcoming publication.
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Table 1
Deviations of natural harmonics on C string in 16 performances

Statistical deviation of harmonics on C string in 16 performances

0,20

0,15 //
0,10

0,00

-0,05

3. Studying the perception of microintervals in live performance

The importance of the third aspect of this study — listener, is well explained by McGill:
“Music making must be shared by one person with another in order to be complete, just like a
conversation, where an idea is put forth and then absorbed by another person. Performing is
shared communication. It is the time when we show our hard-won understanding of composer’s
message to the listener” (McGill, 2007: 204-205).

There were three main questions which naturally followed, studying microtonal intonation
in Hora lunga:

1)  Are microintervals audible to non-musicians?

2)  Could it be, that microintervals will be perceived as out-of-tune?

3)  Could actually microtonal intonation in Hora lunga induce a listener into something

like the before discussed strange and magical atmosphere on an unknown island?

With the aim to answer these questions, a perception experiment in live concert setting was
conducted. Performer was an author of this article. In the midst of the concert, before playing
Hora lunga entirely, the audience (26 subjects) was asked to take part in three perception tasks.
Afterwards most of them (17) additionally gave short interviews™.

First task. 3-bar excerpt from Hora lunga in two versions (repeating each two times), was
performed:

1)  version ,,a” — pitches with microtonal deviations non included,;

2)  version ,,b” — including pitches with microtonal quarter-tone deviation (see Figure 3

and Figure 4).
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Figure 3. Excerpt from Ligeti’s Hora lunga without microtonal deviations (version ,,a").

!> The intonation of performance in experiment was also analysed with software Praat. The results indicated a clear
difference between the sizes of intervals in microtonal or standard version (lvane 2014: 411-418).
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Figure 4. Excerpt from Ligeti’s Hora lungd with microinterval B3 ¥%-C4 (version ,, b ).

Listeners gave their answers in apposite questionnaires, stating whether they have heard or
not any difference between two versions. They had to choose between: yes / rather yes / rather
no / no. More than a half of listeners (17), have answered ,,yes”, but 5 chose the answer ,,rather
yes” (see Table 2). From these 17 listeners only two were professional musicians.

Table 2
Answers to the first task

Did You hear the difference between two versions?
(First task )
1 1

= yes

= rather yes
® rather no
Eno

® no answer

Second task. | played the same excerpts, in order b/a, but without informing the audience
about it. Listeners had to choose a correct answer for the heard versions from these options: (a)
a/b; (b) b/a; (c) b/b; (d) a/a; (e) I don’t know. Thirteen listeners have answered correctly. Only
two of them were professional musicians who also declared to have absolute pitch. Five or six of
them were without any musical training, one had self-taught musical skills, three had basic
musical training from music school, one was a professional ballerina (see Table 3).

Table 3
Musical training of subjects who gave correct answers in the second task

Information about musical education of 13 listeners who
indicated correct answer in the second task

Professional Professional Basic musical Self-taught muic  Any musical No information
musician ballerina training at music skills training presented
school
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Third task. After the two tasks the Hora lunga was performed entirely. Subjects were
asked to complete the questionnaire describing their feelings about the effect of microtonal
intonation®®, choosing between such descriptions as ,,unpleasant”, ,wrong”, ,.strange” or giving
their own description. Summarising the answers, 19 of 26 listeners chose the description
,strange” for microtonal intonation. Only one subject described it as ,,unpleasant”. But in
interviews after the concert some more listeners confessed that the sounding was not pleasant.

From those who chose to give their own description for microtonal intonation, some
valuated it as out-of-tune. One subject also gave a precise indication that ,,some of the pitches
were lowered”. One subject without any musical training described the version ,,b” (microtonal)
as ,,more moving”. There were also such descriptions as ,,an interesting kind of musical
expression”, ,.sad”, ,,depressing”. These four subjects, who gave their own descriptions, had also
distinguished correctly two versions in the second task.

Interviews. From after-concert interviews with 17 listeners it was possible to get the
description of the effect of microtonal intonation in my performance as ,harsh” or ,,non
melodic”. There were also given such associations as hearing ,,somebody who stumbles
deliberately while walking”. Several of listeners stated that microtonal intonation had an
unpleasant effect only in the first two tasks, but no more in the whole performance of Hora
lunga. One subject stated, ,,if there is a warning before the performance, everything is fine”. One
of the professional musicians summarised: ,,This kind of intonation helped me to get in the
atmosphere which the composer had intended”.

Results and conclusions

Microtonal intonation in Ligeti’s Hora lunga was studied in practising process, concluding
that the method of hearing the out-of-tune pitch works well, but only in case with by a quarter-
tone lowered pitch, not with slighter deviations. The method of listening to open string
harmonics turned out to be questionable, because the frequency measurements of open string
harmonics showed quite large deviations of the 11™ overtone. The artistic meaning from
literature research followed to be a creation of a strange, magical, nostalgic and melancholic
atmosphere on an unknown island. The perception and performance was also studied in an
experiment in live-concert setting. The results showed that microtonal quartertone pitch
deviation or by a quartertone enlarged semitone B3\'4-C4 was well perceived by musicians and
non-musicians as well. This could be also supported by the recent results in the brain research
which showed that musically untrained subject brain reacts unconsciously to by a quartertone
altered ,,out-of-tune” pitches under both passive and active experiments (Brattico et al., 2006:
162-174), demonstrating also our culture-dependant musical knowledge that is implicitly
acquired by exposure (Krumhansl, 2000). From this study it has been concluded that microtonal
intonation could create both the out-of-tune effect and to help the listener to enter the particular
aura which Ligeti intended, especially if audience get prepared before.

Kopsavilkums. Viens no laikmetigas miizikas atskanoSanas tehniskiem izaicinajumiem ir mikrohromatiska
intondcija. Altistiem pirma saskare ar mikrohromatisko miiziku parasti notiek Gérga Ligeti (Gydrgy Ligeti) sonates
altam solo 1. dala Hora lungd. Mikrohromatiskas intondacijas makslinieciska nozime tika mekleta Ligeti pasa atzinas
un citos rakstu avotos. lestudéSanas procesa tika izméginatas divas metodes. Savukart ar mikrointervalu
uztveramibu tika eksperimentets dziva koncerta ietvaros. Papildus atzipas tika gutas, ari intervéjot koncerta
klausitajus. Pétijuma tika noskaidrots, ka piemérots veids, ka apgiit mikrointervala atskaposanu, ir netiri (falsch)
skanosa skanaugstuma meklesana. Varéja parliecinaties, ka ceturtdaltona atkape ir drosi sadzirdama gan
miizikiem, gan nemiizikiem. Intervijas ar klausitajiem parliecindja, ka mikrointervali atskanojuma spéj gan radit

'® The frequency analysis of intonation of my performance was also performed. It indicated that although there were
deviations from the target microinterval (149 cents), in general they were always larger than a standard semitone
(100 cents), thus confirming the ”out-of-tune” sounding compared to equally tempered standard. For a detailed
discussion of results see my previous publication (lvane 2013: 411-418).
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netiras intondcijas iespaidu, gan realizet komponista ieceri par ,,neparastu, magisku” atmosferu. Sobrid gan nevar
apgalvot, vai tas biitu izdevies, ja klausitaji eksperimenta gaita nebiitu sanémusi informdciju par atkapém no
standarta vienmérigi temperétas intondcijas.
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MUZIKAS KLAUSISANAS UN KOMUNIKACIJAS PRASMJU
PILNVEIDOSANA BERNIEM LIDZ TRIM GADIEM

Music Listening and Communication Skills Improvement
for Children up to Three Years

Sandija KuSnere
Latvijas Universitate
e-pasts: sandija.kusnere@inbox.Iv

Abstract. Theoretical part of paper will be devoted to an important problem at an early age the child’s development
i.e. listening skills and communication skills development for children up to three years. The aim of the report —
explored music listening and communication skills development opportunities for children up to three years. The
theoretical part will be based on scientific research. The empirical part will be offered and described in music
lessons, which will improve the communication skills of children up to three years. The paper will be used
qualitative method research approach which will consist of a children’s activity monitoring, observation describe
their interpretation of the results obtained and conclusions.Conclusions of the paper: in music lesson, it is possible
to improve communication skills, using gestures, facial mimicry, body language, which is supplemented with is
supplemented with voice intonation. Communication skills for children up to three years are non-verbal
communication, whith includes facial mimicry, body language, gestures, different voice intonation and vocalization.
Listening to music in music lessons should be used voice and body movements it easier to remember the musical
material and can improve the communication skills of children up to three years.

Keywords: children up to three years, communication skills, musical lesson, listening to music, improvement.

levads

Raksta mérkis ir pétit mizikas klausiSanas nozimi un komunikacijas prasmju
pilnveidosanas iespgjas berniem lidz trim gadiem. Raksta tiek pétita un aprakstita mizikas
klausiSanas nodarbibu daudzveidiba un komunikacijas prasmju veidoSanas un pilnveidoSana
bérniem lidz trim gadiem. Veikts teorétiskais un empiriskais pétijums. Teorétisko dalu veido
zinatnisks pétijums, kur§ balstits I. Klatenbergas, M. Montesori (M. Monreccopu), L. Zurbas
(JI. T. XKypb6a), E. Iseninas (E. U. Mcenuna), 1. Korolovas (M. B. Koponesa) atzinas. Teorgtiski
pamatotas parbaudes sist€émas izmantoSana lauj precizak noteikt katra bérna muzikalo attistibu
un komunikacijas prasmju pilnveidoSanu, ieverojot individualas attistibas 1patnibas, empiriskaja
dala ir izpétitas un aprakstitas izstradatas muzikalas nodarbibas. Referata empiriskaja dala ir
pielietota kvalitativa metode, lai nov€rotu un aprakstitu bérnu darbibas, analiz€tu iegiitos
rezultatus, veiktu secindjumus. Lai izvert€tu mizikas nodarbibu efektivitati, miizikas klausiSanas
un komunikacijas prasmju pilnveidoSana, ir piedavats nodarbibu novértéSanas instruments, kura
uzskatami ir redzami rezultati, uzsakot un noslédzot nodarbibu tris ménesu intervala.

Miizikas klausiSanas prasmju pilnveidoSana bérniem no dzimsanas I1dz trim gadiem

Muzikas klausiSanas bérniem Iidz trim gadiem ir nozimigs process, jo vinpu uztvere ir
versta uz kustibu un izteli. Katra bérna darbiba veidojas no vina pieredzes, kuru vins apgst
nodarbibas laika. “Bérns, kad ienak S$aja pasaul€, ir gatavs uztvert apkartgjas skanpas, jo vina
dzirdes funkcija ir pietieckami attistijusies” (Klatenberga, 2014: 29). Ne tikai bérna dzirdes
funkcija attistas 1énam un pakapeniski, bet arT vina kustibas veidojas un attistas pakapeniski
sakot no primitiviem zestiem lidz pirmajam dejas solim. “Pirma balss skana, uz kuru reagé tikko
dzimis bérns, ir mates balss, jo ta vinpam ir pazistama un emocionali loti tuva” (Monrteccopu,
2008: 191). Art apkartgjas skanas un trokSnus bérns iemacas uztvert pakapeniski (sakuma beérns
sadzird skanas, bet neizprot skanu avotu, vélak vins ir spg&jigs sadzirdét un nosaukt to), jo bernam
ir jaadaptejas apkarteja skanu vide.
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Pirmajos divos dzives gados bérns uzkraj dzirdes pieredzi, lai divu gadu vecuma dzirdetu
tapat ka pieaugusais, jo dzirdéto skanu nepiecieSams uztvert, atskirt, atpazit un saprast un velak,
kad bérns to ir iemacijies, spetu S§is skanas papildinat ar balss intonaciju, kermena valodu,
dabigiem Zestiem un mimiku.

“Lai attistitu b&rna klausiSanas prasmes, svarigi izmantot vingrinajumus, kuri vérsti uz
komunikacijas attistibu, jo svarigi ir netikai dzirdét, bet klausities un ieklausities apkartgjas
skanas” (Klatenberga, 2014: 29). Bérna klausiSanas attistiba jau kop$ dzimsSanas notiek, vérojot
un atdarinot pieauguso. “Tikko dzimis bérns reagé uz skaliem trokSpiem, saraucot pieri un
mirkskinot acis vai skali raudot” (OKyp6a, MacTtiokoBa, 1981: 8).

Lai precizak izprastu bérna sp&jas sadzirdét un prasmi klausities, un lai veiksmigak
norit€tu vipa iesaistiSanas miizikas nodarbibas, biutiski ir izp€tit bérna vispargjas attistibas
posmus, kuros pakapeniski attistas vina dabigas prasmes un uztvere dzirdet, sadzirdet, klausities
un ieklausities. Bernam divos méneSos reakcija uz skanam un troksSpiem klust diferencétaka: ja
sadzird skanot zvaninu, bérns sak taja icklausities, vina kustibas uz mirkli sastingst. “Piecu
meéneSu vecuma bérns sak uztvert jau péc pieauguSo mimikas un balss intonacijas. SeSu ménesu
vecuma bérns sp&j noteikt skanu avota atrasanas virzienu” (XKyp6a, MactiokoBa, 1981: 66).

“Devinu ménesu vecuma bérns koncentré savu dzirdi uz klusam skanam un trokSpiem un
sp&j ilgstosi koncentréties uz vienu skapas avotu” (OKyp6a, MactrokoBa, 1981: 103). Spgju
koncentréties uz vienu skanu avotu dod iesp&ju atkartot So darbibu vairakkart, jo biezak bérns
dzird€s skanu avotu vairakkart, jo atrak bérns centisies o skanu atdarinat. Lidz gada vecumam
svarigi iepazistinat bérnu ar jebkada veida muzikalu materialu, veidojot muzikalu fonu bérna
rotalasanas bridi. M. Montesori iesaka, fona uzliekot muziku, laut bérnam darboties — &st,
vannoties vai rotalaties (Monteccopu, 2008).

Pakapeniski var pievérst bérma uzmanibu skanam, pajautadjot, vai vin$ dzird, ka skan
miizika. Pastastit par miizikas izteiksmes lidzekliem (Iéna, atra, skala, klusa, jautra vai bédiga).
Mgginat péc iesp&jas vairak stastit par mizikas raksturu, jo tas vairak palidz&s bérnam attistit
valodas prasmes un veicinas runas attistibu. Sada veida nodarbibas lieliski ieved bérnu miizikas
pasaulé, veicinot muzikalo dzirdi, izt€li un fantaziju.

M. Montesori runa par miizikas klausiSanos makslinieciskajos izpildijumos, par iesp&ju
veidot sevi maksliniecisko gaumi ,,izdzivot to caur sevi” caur savam emocijam un jitam. Vina
saka, ka bitiski ir attistit bérna maksliniecisko gaumi péc iesp€jas agrak, jo tas paveérs bérna
brinumainu mizikas pasauli gan literatiira, gan maksla (Mounrteccopu, 2008). Makslinieciska
gaume berniem lidz trim gadiem veidojas caur kustibu un darbibu, butiski ir vigus motivét
lidzdarboties un iesaistities muzikalajas aktivitates.

Ka norada K. Martinsone bérniem miizikas klausiSanas norit div&jadi: ir pasiva un aktiva
miizikas klausiSanas” (Martinsone, 2011: 355). Pasiva miuzikas klausiSanas norit ikdiena.
Berniem tiek piedavatas dazadas aktivitates, kuras nav saistitas ar mizikas nodarbibu un fona
tiek uzlikta muzikals pavadijums. Muzikalaja fona varbiit gan klasiska muzika, gan dziesmas
bérnu balss izpildijuma, gan instrumentalie skandarbi. Bérns So muzikalo izpildijjumu uztver caur
kermeni, caur kermena vibracijam, kuras notiek miizikas skangjuma bridi (Kupnapckas, 2004).

Aktiva miuzikas klausiSanas norit nodarbiba, kura bérns aktivi iesaistas ar pieaugusa
palidzibu. Tajos var izmantot programmatiskus (skandarbiem ir konkréts nosaukums: piem.,
simfoniskas po€mas, simfoniskie t€lojumi un instrumentali skandarbi) un neprogammatiskus
skandarbus. Programmatisku skandarbu klausiSanos var apvienot ar dazada Zanra
neprogrammatisku skandarbu analizi. L. Lasmane norada, ka skolotaja galvenais uzdevums
bagatinat bérna klausiSsanas pieredzi, kur izzina un sapratne ir vienots process (Lasmane, 2012).

Savukart M. Montesori uzskata, ka ,,bérnus Iidz gada vecumam ir batiski sakt iepazistinat
ar klasisko miiziku” (Monteccopu, 2008: 198). Sakuma, kad b&rnam ir aktivais laiks, var uzlikt
muzikalu fonu. Péc divu, tris ménesu intervala sakt pieverst bérna uzmanibu atseviskam skanam,
kuras var sadzirdeét muzikalaja fona. Laikam ejot, b€rmam saks attistities miizikas klausiSanas
prasmes un saks macities ieklausities taja, kas skan vinam apkart.
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Bérniem lidz trim gadiem miizikas klausiSanas sasaistisies ar vinam zinamam emocijam.
L. Lasmane atklaj, ka estétiska pardzivojuma pastiprinasanai mizikas klausiSanas bridi butiski
apvienot ar stastijumu, att€lu, kustibu priekSnesumu un skanu atdarinasanu (Lasmane, 2012).

Bérniem ir nepiecieSams radit un lidzpardzivot, lai saprastu un pilnveidotu savu muzikalo
pieredzi. Jo ta ir veidots cilveks, ka jebkurai vinu pieredzei ir jabiit radosi piesatinatai, nevis tikai
apgutai.

Komunikacijas prasmju attistiba bérniem Iidz trim gadiem

Bérns, lai sazinatos un spétu izteikt savas vajadzibas, vinam ir nepiecieS$ama komunikacija
un sazina ar pieauguso. Agrina attistibas posma bérns nespé€j pateikt vardos to, kas vinam dotaja
bridi ir nepiecieSams, toties vins sp&j komunicét ar zestiem, mimiku, kustibam vai vokalizgjot.
“Komunikacija ir saskarsmes sastavdala, domu, priekSstatu, jutu u.c. apmaina starp cilvékiem
vinu darbibas procesa. Ir verbala un neverbala komunikacija. Verbala komunikacija ir ar vardiem
izteikts, nerakstits. Verbala komunikacija nozimé sazinaties, dalities domas. Neverbala
komunikacija ir sazinasanas bez vardiem, izmantojot acu skatienu, pozas, mimiku, Zestus, balss
intonaciju, pauzes, izvietojumu telpa, fizisko distanci, pantomimu u.c.” (Lise, Miltina, Tibele,
2012: 157, 214). Beérni lidz diviem gadiem izmanto neverbalo komunikaciju, un pakapeniski
bérns uzkrajot sazinasanas pieredzi un vardu krajumu, sak komunic@t ar pieauguso verbali.

Komunikacijas procesa bérns apgiist iesp&ju sazinaties ar sev apkart esosiem cilvekiem, ka
rezultata vins apgust jaunu vardu krajumu un jaunas emocijas, kuras var pilnveidot un bagatinat
visu savu turpmako dzivi. “Piedzimstot bérns sak veidot skanas, tas sakas ar skalu kliegSanu, kas
sakotngji ir vienada un neatskiras, bet jau péc dazam dienam klust diferenc@ta: izsalkums vai
nogurums, slapes vai sapes” (Klatenberga, 2014: 32). B&rnam jau no dzimsSanas Iidz gada
vecumam ir pirmsvalodas attistibas periods. Bérns sak izrunat skanas, kuras ir ka balss reakcija
uz apkartgjo skanu vidi. “Ta ir vipa turpmakas dzives viena no svarigakajam fiziologiskajam
funkcijam” (2Kyp0Oa, MactiokoBa, 1981: 10).

Bérns sak saprast valodu pirms vin$ sak runat. Sazinoties ar apkart esoSiem cilvékiem, vins$
sak parvaldit runas valodu apzinati un apdomati. “Runas attistiba sakas no pirmsvalodas
komunikacijas — protovalodas, kas sevi ieklauj mimiku, Zestus, pirmssvalodas vokalizaciju
(kliegSana, lalinaSana, guginasana utt.)” (Mcenuna, 1986: 38).

Lai komunikacija starp pieauguSo un b&rnu biitu veiksmigaka un produktivaka, svarigi
izpétit bérna vispargjas attistibas posmus, kuri veidojas un attistas dabiga procesa. L. Zurba runa
par agrino b&rnu attistibu un vina atzimé, ka jau pirmajas Cetras ned€las bérns reagé uz
apkartgjam skanam, trokSpiem un balsim. Kad vinam pieaugusais pievér§ uzmanibu ar smaidu
un runadjot maiga balsi, tad veidojas atgriezeniska saite: bérns sastingst un klausas, skatoties uz
lipam. Kad pieaugusais runa, bérns kustina savas liipas, it ka runatu kopa ar pieauguso (XKyp0a,
MacrtiokoBa, 1981: 8). Jo vairak nianses pieauguSais manis bérna darbiba, jo niansétaka bis
komunikacija starp bérnu un pieauguso.

I. Korolova raksta, ka ,,agrinaja vecuma bérnam nav V€l attistijusies runasanas prasme,
tomér vigpam ir vélme sazinaties un komunic€t ar pieaugusiem un vienaudziem. Pirms b&rns
iemacas runat, vin§ sak pielietot pirmsvalodas komunikacijas prasmes, t.i. dazada veida
komunikativi skatieni, estetiski Zesti, mimika un balss reakcijas, kuras verstas uz to, lai pieverstu
sev pieaugusa uzmanibu, ka arT imite to, ko pieaugusais saka (intonacija, runasveids un atseviski
vardi). Bé€rnam jau pirmajos méneSos attistas prasme veidot vardu kartibu, prasme atdarinat
pieaugusa darbibu, tai skaita arT vipa runas veidu” (Koponesa, 2009: 312). Pirmsvalodas perioda
pieaugusajam ir bitiski iepazit bérna Zesta un mimikas valodu, jo, ja b&€rns manis, ka vinu saprot
un, ka vina vajadzibas tiek nemtas véra, tad vin$ atri reagés uz picaugusa darbibu un vélgsies
atdarinat un iesaistisies komunikacija ar vinu. “Divu, tris méneSu vecuma b&rnam paradas
dazadas mimikas izteiksmes un no tris Iidz seSu méneSu vecumam mimika sak Joti biezi
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mainities: viena mirkli smaida, tad koncentréjas uz kadu darbibu, otra mirkli Skobas vai 1d”
(Kypba, MacrtiokoBa, 1981: 65).

Bérns no seSiem lidz deviniem méneSiem uzsak pats kontakt€ties ar pieauguso, aktivi
kustoties un klusi sakot dazadas skanas, piem., ,,e”, “Saja laika paradas daudzveidigas mimikas
izteiksmes, lai piesaistitu pieaugusa uzmanibu.Var atpazit bérnam mimikas daudzveidibu, jo
veidojas sasprindzindjums sejas muskulatiira. Saja vecuma perioda, kad bérns aktivi darbojas,
biezi var manit hipomimiju. Hipomimija nozimé atdarinasanu” (Luse, Miltina, Tubele, 2012:
124). Muzikas klausi$anas bridi bérnam Iidz deviniem méneSiem uzmanibu vélams vairak veérst
uz pieaugusa sejas izteiksmju daudzveidibu, nevis uz kustibu, jo bérnam tas rada lielu prieku un
jaunu pieredzi.

“Beérnam devinos ménesos paradas jauns komunikacijas komponents — roku stiepsana, kas
nozimé ka jauns elements, lai sazinatos ar pieauguso, izmantojot zestus” (?)Kyp6a u MacTiokoBa,
1981: 42, 92). Bérns So zestu izmanto dazadas situacijas: stiepSanas péc kadas rotallietas, vai
izstiepjot rokas, parada pieaugusajam, ka vélas, lai pagpem vinu rokas. “No devigiem Ilidz
divpadsmit méneSiem bérni pie jebkuras darbibas sasprindzina sejas izteiksmi, lai koncentrétos
konkrétai darbibai” (JKyp6a, MactrokoBa, 1981: 102). Ja darbiba izdevas, tad bérna tas izsauc
priecigas emocijas — smieklus un lalinaSanu. Ja neizdevas, tad vina sejas mimika ir
neapmierinata un protesta reakcija un raudas.

“No 18 Iidz 24 meneSiem sak attistities patstaviba un bérns priecajas biit kopa ar citiem
cilvékiem, uztur sarunas (lieto vardus, lai veidotu sarunu), reiz€m spontani runa ar lielu prieku”
(Landy 2004: 12). Bérns ir paaudzies un kluvis pratigaks. Sarunajas ar pieauguso par pazistamu
temu. Ir atbildes reakcija uz picauguso ligumu, attistas saruna atgriezeniska saite. Prot uzdot
jautajumus, reizé ari iegiist informaciju prieks sevis. Saja attistibas posma viegli sadarboties un
iesaistit bernu dazadas muzikalas aktivitates.

“Visbeidzot no 24-36 méneSiem bernam ir attistijusies verbala komunikacija. Vins sak
atbildet uz jautajumiem. Jauta p&c palidzibas ar diviem vai vairak vardiem, uzdod jautajumus,
dazadu iemeslu dél, lai iegitu informaciju vai, lai paltigtu kaut ko. Prot lietot garakus izteicienus,
deklameé dzejolus. Patik klausities citu sarunas” (Landy, 2004: 12). Bérnam §aja attistibas posma
patik sarunaties ar pieauguso un uzturét sarunu ar dazadiem jautajumiem. Biezi vins izliekas, ka
runa pa talruni. Prot gaidit savu kartu sarunas, prot izteikt komentarus. Macas ieklauties
vienaudZu spéles, spel&joties vairak sarunajas, prot izskaidrot, ko vélas. T€lo, ka dzied dziesmas;
nobeiguma kaut ko izmaina.

Bérnam katra attistibas posma notiek parmainas, kuru rezultata bérna dzive bitiski mainas.
Izmainas notiek bérna emocionala attistiba, un, kad bérns izzinas procesa ir apguvis jaunas
prasmes, taja bridi bérns redz pasauli ar citaddam acim.

Mizikas klausiSanas prasmju veicinaSana komunikacijas prasmju pilnveido§ana bérniem
Iidz trim gadiem

Bérna klausiSanas attistiba notiek jau no dzimSanas, vérojot un atdarinot pieauguso.
Mizikas klausiSanas bridi veiksmigi pilnveidojas komunikacijas prasmes, ka to atklaj
I. Klatenberga un norada, ka ,piecu méneSu vecuma berns sak pievérst uzmanibu arvien
smalkakiem dzirdes kairindjumiem un sak uztvert pieauguso péc balss intonacijas un mimikas.
Toties devinu méneSu vecuma bérns koncentrgjas uz klusam skanam un trokSpiem, spgj
uzmanigi un ilgstosi tajos ieklausities” (Klatenberga, 2014). Saja attistibas posma vérst bérna
uzmanibu uz dazadam dzivnieku balsim gan vizualiz€jot, t.i. radot bildes vai kartinas, gan
klausoties ieraksta un velak jau pieaugusa balss izpildijjuma.

Savukart M. Monesori runa par klusumu nodarbibas laika. Viga atzimé, ka bérni ir jutigi
pret katru kairinajumu. Ja ir parak daudz kairinajumu, tad bérns kliist parmerigi aktivs. Bet ja
grib, lai bérns nomierinas nepiecieSams ir klusums. Tad bérns sak ieklausities, dzirdét, ko vinam
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saka, sak saprast ko doma, ko redz, ko atceras un ar ko vé€las darboties (Monteccopu, 2004:
171).

Mizikas nodarbibas svarigi izmantot bridi ieklausiSanos klusuma. Ieklausoties klusuma,
bérni ieklausas sevi un visa, kas vinam apkart, vini to v€las darit vairakkart, jo neapzinati vini
piedzivo pozitivas emocijas. “Tada veida bérni saglaba sevi veseligu un jutigu dzirdi, tiek
attistista koncentréSanas sp€jas, [idzsvaro ieksgjos psihiskos procesus, var sadzirdét savas vélmes
un intereses un klusuma veidojas miizika ka maksla” (Lasmane, 2012: 103).

I. Klatenberga iesaka, kam pievérst uzmanibu bérna miizikas klausiSanas prasmju
veicinasana lidz trim gadiem. Bérni lidz gada vecumam jaradina reagét uz pieaugusa balsi un
uzmanigi skatities uz runataju. Javeicina berna atdarinaSanas sp€jas, jo tas vigpam palidz
pilnveidot uzvedibu, apgiit valodu, iemacities dazadas rotalas. Javeido prasme ieklausities un
atSkirt dazadas apkartgjas skanas. Radinat muzikas pavadiba izmantot skanosos zestus. Japievers
bérna uzmanibu mizikas skanam — ar dziedasanu vai skand&Sanu, lai vélak spetu atskirt dazadas
balss intonacijas un spétu atceréties atseviskus vardus, kuri tika izmantoti dziedasanas bridi.
Piesaistit vina uzmanibu uz kustibam, kuras izpilda pieaugusais. Javeicina, lai visu nomoda laiku
biitu prieciga noskanojuma, jo smaidot b&rns sak izrunat dazadas skanas, vokalizét un veidot
energiskas kustibas. Jasekmé redzes — dzirdes attistiba, radot dazadas kustibas, muzikalos t&lus
un atskanojot dazada rakstura muzikalo materialu. Jaseko, lai bé&rns uzmanigi verotu pieaugusa
raditas rotalas (Klatenberga, 2014). Pat, ja bérns neatdarina pieaugusa kustibas, tomér skatoties
un ieklausoties, b&rns atceras iepriekS redzetas kustibas. Autores ieteikumi ir cie$i saistiti ar
mizikas klausiSanas un komunikacijas prasmju pilnveidoSanas mijiedarbibu. KlausiSanas bridi
bérns lidzdarbojas ar pieauguso un tada veida pinveidojas komunikacijas prasmes.

Autore turpina, ka gada vecuma japilnveido redzes — dzirdes — taustes uztvere, javeido
prieksstati par apkartgjiem priekSmetiem un paradibam, sekmgjot vienkarSo domasanas procesu
attistibu. Un divu gadu vecuma lidz trim gadiem bérns jau dazadi spg&j reagét uz miizikas un deju
melodiju, bérnam ir emocionala atticksme pret muziku un emocionalu runu. Sak izpausties
visvienkarsakas dziedaSanas intonacijas: bérns piebalso ar atseviskam zilbém, atkarto
intonacijas. Bérnam attistas sp&ja saskanot kustibas ar miizikas melodiju, veidojas elementara
ritma izjita. Daudzveidigakas klist bérna kustibas miizikas pavadiba. Seko pieauguso
dziedajumam, intonacijai un dziesmu vardu saturam (Klatenberga, 2014).

L. Lasmane pirmaja nodarbiba iesaka, ka muzikas klausiSanas var ilgt 2-3 min., kura var
veidot miizikas noskanu bérnu att€lojuma kustibas, attiecksmée, Zestos, mimika un rotalu kustibas
(Lasmane, 2012). Pamazam miuzikas klausiSanas ilgumu palielina no 3-5 min., kura laika ir
lepaziSanas ar mizikas izteiksmes Iidzekliem (dinamika, ritms un temps), ka ar1 ar
instrumentiem un to skan&umu (tembrs). Ja tiek atskanota programmatiska mizika vai
neprogrammatiska. Tiek runats par dabas teliem vai miizikas skangjuma noskanu. Svarigi zinat
miuzikas klausiSanas laika ko darit, ja atskano instrumentalu miiziku vai vokalu skandarbu.
Instrumentalu skandarbu var atveidot improvizétas kustibas, bet vokalo skandarbu var atveidot
kustibas, ieklausoties dziesmu vardos.

Miizikas klausiS8anas bérniem Iidz trim gadiem var organizet ka tematisku nodarbibu, kura
izmanto uzskates materialus: fotografijas, videomaterialus vai CD sagatavotus materialus, kuros
var redz&t un dzirdét kada konkréta dzivnieka bildi un balsi vienlaicigi. Bérns redz un dzird,
vienlaicigi iemacas atdarinat gan redzeta kustibas, gan dzirdeta skanas.

Muzikas atskanpojumam nav obligati jabut ierakstu izpildijjuma. Arl pieaugusa
priekSnesums — dziesma a cappella, klavierskandarbs, flautas vai kokles spéle — veidos bérna
interesi un koncentréSanos miizikas uztverei.

Pedagoga stastijumam par miizikas atveidojumu jabiit 1sam, spilgtam, t€lainam, virzitam
uz skandarba satura raksturojumu, kas ietver arl muzikas izteiksmes lidzeklus. Lai bé&rnos
paspilgtinatu muzikas skangjuma tempu, dinamiku vai registru, var pavadit ar instrumentu
pavadijumu. Pirms atskano miuziku, izdalit bé&rniem koka instrumentus (kocini, klabatas, koka
karotes u.c.). AtskanoSanas bridi bérni tiek iesaistiti muzikas instrumentspéles improvizacijas.
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Pieaugusa uzdevums sekot Iidzi miizikas raksturam, tur€t vienmerigu ritmu un mainit kermena
stavokli, ja tas ir nepiecieSams.

Raksta autores muzikala izglittba un ilgstosa darba pieredze lauj ieteikt konkrétus
skandarbus miizikas nodarbibas procesa organiz&Sana.

Miizikas klausiSanas laika bérni Iidz trim gadiem neapzinasies, cik spilgtu komponistu
darbus vini dotaja bridi klausas. Bet tas nenozimé&, ka vigpam pieaugot nebiis atkal ar to
jasaskaras. Tapéc autore iesaka pieverst uzmanibu miizikas atskanojuma kvalitatei un kvantitatei.
Varbiit bérns nezinas ne skandarba autoru, ne nosaukumu, bet dzirdéta skandaba melodija
bérnam paliks atmina vél loti ilgi.

Antonio Vivaldi (1678-1741) koncertu cikls Gadalaiki. Sos skandarbus var klausities,
izmantojot garas lentas vai caurspidigus lakatus. [zmantojot Sadus elementus, ir iesp&jams spilgti
atveidot muzikalo t€lu, raksturu un melodisko Iniju.

Klausoties Jozefa Haidna (Joseph Haydn, 1732-1809) programmatiskas simfonijas Rits,
Pusdiena, Vakars, var izmantot maza izméra lakatinus, viena vai abas rokas.

Ungaru komponista Ferenca Lista (Ferenc Liszt, 1811-1886) koncertetides Ritku gdajiens,
Meza salkas var klausities, izmantojot sitaminstrumentus, lai paspilgtinatu ritma struktiiru.

Krievu komponista Pétera Caikovska (ITérp Mmbnu Yaiikoscknii, 1840-1893) dailradi
autore iesaka atskanot bérniem no dzimsanas Iidz gada vecumam, vinu aktivaja laika, kad vini
rotalajas vai gérbjas. Autore ir novérojusi, ka bérni, klausoties §1 komponista dailradi, ir
omuligaki un reagé uz miziku ar kermena kustibam.

Muzikas klausiSanOs var veicinat art ar rotalam un dejam. Muzikalas rotalas var atveidot
gan dziedot a cappella, gan dziedot un kustoties ar kadu instrumentalu pavadijumu. Piem&ram,
deja Zakisa sapnis (miuzikas autore E.Putnina) veicina prasmi komunic&t ar picaugu$o un
vienaudziem, izmantojot atdarinaSanu un kustibas daudzveidibu. Pieauguso uzdevums piedavat
bérniem ritmisku muzikalu atskanojumu un lidzdarboties ar be€rniem. Savukart bérnu uzdevums
sekot I1dzi pieaugusa un vienaudzu kustibam. Vajadzibas gadijuma pielietot kustibu variacijas
sava deja. Prognozg&jamais laiks uzdevuma izpildei 4 miniites. Norise un instrukcija: 1. dala bérni
stav uz vietas un imit€ guléSanu, mizikas 2. dala visi sadodas rokas un iet pa apli viena virziena.
3. dala visi pietupjas un piecelas divas reizes. 4. un 5. dala atkartojas ka 1. un 2. dala. Iesp&jamie
varianti uzdevuma paplasinasanai: veidot divus aplus, viens aplis arpus€, otrs — iekSpusé un
kustibas paliek tas paSas.

Rotala Dari ka es ir autores komponéta, tas meérkis ir veicinat prasmi pielietot skanoSos
Zestus un koncentréSanas sp&jas. Pieaugu$o uzdevums ir organizét bérnus viena apli un sekot
l1dzi kustibu precizitatei. Bérnu uzdevums uzmanigi klausities un sekot 1idzi nodarbibas gaitai.
Prognozgjamais laiks uzdevuma izpildei 5 miniites. Norise un instrukcija: 1. dala visi iet pa apli
un dzied dziesmu a cappella. 2. dala apstajas un skatas piecaugusa izpildijuma, kura tiek atveidoti
skanoSie Zesti. 3. dala bérniem jaatkarto tikko dzirdetas un redzetas kustibas. lesp&jamie varianti
uzdevuma paplasinasanai: 2. dalu uzticét kadam b&rnam, kur§ var precizi un ritmiski atveidot
skanoSos Zestus, nekavéjot ne tempu, ne ritmu.

Pétijuma apraksts

P&étijuma norisei tika izv€letas tris beérnu grupas — 14 bérni no 9 ménesiem Iidz 1 gada
vecumam; 14 bérni no 1 Iidz 2 gadu vecumam, 14 bérni no 2 lidz 3 tris gadu vecumam. Katrai
bérnu grupai tika izstradati noteikti krit€riji un raditaji, kuri tika iedaliti 4 limenos (Muzikalas
nodarbibas noveértéSanas instruments). Pirmais Itmenis, kad b&rns novéro nodarbibas gaitu.
Otrais Itmenis, kad bérns iesaistas nodarbibas procesa un atdarina pieaugusa darbibas. TreSais
Iimenis, kad bérns izpilda vienkarSas improvizacijas (kustibu, instrumentu spéles vai dziesmu
dziedaSand) ar pieaugusa Iidzdalibu. Un ceturtais Iimenis, kad bérns patstavigi un brivi piedalas
improvizacijas bez pieaugusa lidzdalibas. Bérnus novéro divas reizes tris ménesu intervala.

48


https://lv.wikipedia.org/wiki/1732._gads
https://lv.wikipedia.org/wiki/1809._gads
https://lv.wikipedia.org/wiki/1840._gads
https://lv.wikipedia.org/wiki/1893._gads

IV STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTURAS DISKURSA”

Katrai b&mu grupai tika piedavatas iepriekS aprakstitas muzikalas aktivitates, péc
nepiecieSamibas mainot sarezgitibas pakapi. Pedagogiskie novérojumi ir veikti nodarbibas
procesa.

Uzsakot pedagogiskos noverojumus muzikalajas nodarbibas, 9 bérni lidz gada vecumam
veroja nodarbibas gaitu, 4 bérni klausijas un atdarinaja pieaugusa darbibas, bet 1 bérns piedalijas
muzikalas improvizacijas ar pedagoga lidzdalibu. Lidz diviem gadiem 8 b&rni véroja nodarbibas
gaitu, 5 klausijas un atdarindja pieaugusa darbibas, bet 1 berns iesaistijas muzikalas
improvizacijas ar pedagoga lidzdalibu. Toties 11dz tris gadiem 3 b&rni véroja nodarbibas gaitu, 5
bérni klausijas un atdarinaja picaugusa darbibas, bet 6 bérni izpildija vienkar$as improvizacijas
ar pedagoga Iidzdalibu.

Péc tris méneSa intervala tika veikti atkartoti pedagogiskic novérojumi un rezultati ir
sekojosi: 1idz gada vecumam 7 bérni ar prieku iesaistijas nodarbibas procesa un atdarinaja
pieaugusa darbibas, 4 bérni izpilda vienkarsas improvizacijas ar pedagoga lidzdalibu, bet 3 b&rni
brivi piedalijas muzikalajas improvizacijas (skat. 1. tabulu).

1. tabula
Novertésanas rezultati no 9 ménésniem Iidz 1 gada vecumam
Bérni 1 gadam / limenis Uzsakot nodarbibu Nosleédzot nodarbibu
péc tris ménesu intervala
I 9 -
I 4 7
i 1 4
[\ - 3

Lidz diviem gadiem 4 bérni iesaistijas nodarbibas un atdarinaja pieaugusa darbibas. 7 bérni
izpildija vienkarSas improvizacijas ar pieaugusa lidzdalibu, bet 3 berni patstavigi un brivi
piedalijas improvizacijas bez picaugusa lidzdalibas (skat. 2. tabulu).

2. tabula
Novertésanas rezultati no 1 Iidz 2 gadu vecumam
Bér{li no l_lidz. Uzsikot nodarbibu _Nos}édzt_)t nvod.arbibll
2 gadiem / limenis pec tris ménesu intervala
I 8 -
Il S) 4
Il 1 7
\Y - 3

Lidz trim gadiem 3 bérni iesaistijas nodarbibas procesa un atdarinaja pieaugusa darbibas
un 6 bérni izpildija vienkarSas improvizacijas ar pieaugusa lidzdalibu. Bet 5 bérni patstavigi un

brivi piedalijas improvizacijas bez pieaugusa lidzdalibas (skat. 3. tabulu).

3. tabula
Novertesanas rezultati no 2 Iidz 3 gadu vecumam
Bérni no 2 Iidz Uzsakot Nosledzot nodarbibu
3 gadiem / limenis nodarbibu péc tris menesu intervala

I 3 -

1 5 3

i 6 6

\Y/ - 5
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Pétijuma rezultati liecina, ka, izmantojot iepriekS izstradatos mizikas nodarbibas
ieteikumus, berniem muzikala attistiba un komunikacijas prasmes tris ménesu intervala strauji
pieaug. Uzsakot nodarbibu, 9 b&rni no 9 ménesu vecuma véro nodarbibas gaitu, bet péc tris
méneSiem beérni aktivi iesaistas nodarbibas, atdarinot un lidzdarbojoties.

Bérni no 1 lidz 2 gadu vecumam, uzsakot nodarbibu, véro nodarbibas, jo bérni neizprot
pieaugusa darbibas un prasibas, bet péc tris mé&nesu intervala bérni ir iepazinuSies ar miizikas
pedagogu un vina prasibam. Bérni labprat iesaistas un brivi darbojas miizikas nodarbibas.

Uzsakot nodarbibas b&rniem no 2 lidz 3 gadu vecumam, 3 b&rni véro nodarbibas procesu.
Vini ir gatavi darboties, atdarinat un rotalaties ar pieaugusa lidzdalibu. Péc tris ménesu intervala
5 bérni ir gatavi pasi radit dazadas muzikalas improvizacijas. Un pieaugusa lidzdaliba vinus tikai
virza no atdarinasanu un uz patstavigu darbibu.

Visas trijas tabulas ir redzams, ka, uzsakot nodarbibu, nav 4. limena t.i., patstaviga
darboSanas, bet p&c trim méneSiem nav 1. [imena t.i., nodarbibas gaitas vérosana. Tika noverots,
ka no pirma Itmena uz otro Iimeni 1&ciens notika jau tresaja nodarbiba. Pirmaja nodarbiba bérns
novero nodarbibas gaitu un treSaja nodarbiba bérns jau iesaistas darbiba un atdarina pieauguso.

Secinajumi

1. Organizgjot iepriek§ izstradatas miizikas nodarbibas, beérni atri iesaistas nodarbibas
procesa, atdarinot picauguso vai darbojoties ar pieaugusa lidzdalibu.

2.  Atklajot bérniem Iidz trim gadiem muzikalo prasmju un komunikacijas prasmju attistibu, ir
iesp&jams precizak veidot mizikas nodarbibas, atbilstosi vinu attistibas [imenim.

3.  Beérna muzikala attistiba veidojas viena limeni ar pirmsvalodas komunikacijas attistibu,
tapeéc ir svarigi miuzikas klausiSanas bridi izmantot vingrinajumus, kuri versti uz
komunikacijas attistibu, lai bérns sp€tu dzirdetas skanas papildinat ar balss intonaciju,
kermena valodu, dabigiem Zestiem un mimiku.

Summary

Course of human development is forced to realize around itself increasingly society of which he originally as a child
and later as an adult are able to establish communication with each other and the ability to perceive the world around
him.

Communication is verbal and non-verbal and interaction process. Communication with the adult supports the child’s
language development, which later on developing musical activities. Child up to two years are using non-verbal
communication, from two to three years the child begins to use verbal communication to communicate with an
adult.

Adult mission is to respect and support, to understand, to listen and be a model for the child, since it will facilitate
the child’s participation in musical activities.

Children in the first two years accumulate experience of hearing to two years old hear as an adult. Therefore, the
essential listening to music at the time combined with the narration, the images, the movement of the performance
and sound imitation.

Children up to three years of language development period, during which the child begins to acquire language skills,
communication skills, and gradually begins to yourself to accumulate the ambient sound environment. In this period
it is important for the adult response to child-related sounds, vocalization and gestures.

By arranging the above-developed music lessons, the children quickly engage in lessons in the process, mimicking
the adults or working with adult participation.

Adult and child mutual communication at the moment, the child in practice to regulate the mutual relations, to
develop their communication skills, and are also taught the rules of behaviour.

Musical activities with the participation of an adult with a child, the child successfully involved in training process,
learning the language and communication skills, learn to listen and to share also to hear each other.

The main tool for the development of a child’s communication skills are personally significant content and meets
the interests of his musical activities. Adult mission musical activities is to develop as a musical play, because play
is that children are attracted and interested.

For children up to three years, an important musical activity is listening to music. Listening to music at the moment
is an opportunity to establish a dialogue with the child and adult gesture and facial expression and vocalisation level.
Music listening activity has characteristics which contribute to the child’s development of communication skills: it
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maybe free and relaxed, so maybe an interactive and diverse, one which children are interested and motivated to the
participation and collaboration.
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CREATING A TRADITIONAL ORCHESTRA FOR THE NEEDS
OF SPECIAL EDUCATION

Tradicionalda orkestra izveide specialas izglitibas konteksta

Joannis Makris (loannis Makris)
High School of Pedagogical & Technical Education (ASPETE)
e-mail: makrisconductor@yahoo.gr

Abstract. The creation and teaching of a musical ensemble constitutes a complex process. The process becomes all
the more complex when it entails the needs of Special Education. The goal of the present study is to present the
teaching of a traditional orchestra to individuals suffering from intellectual deficits. Our methodological framework
is anchored on: (a) Applied Behavior Analysis (Miller, 1962; Krumboltz & Krumboltz, 1972; Gibbs & Luyben,
1985; Kazdin, 1984) with the help of technology (Makris, 2015); and (b) the analysis of the mathematical law
governing musical pleasure (Makris, Mullet, 2003). More specifically, we will be analyzing the manner in which we
can create and teach a traditional orchestra to mentally disabled individuals through the application of the model
“visual stimulus” — “psychophysical reaction”. The gradual shaping of behavior entails progressive reinforcement
and not anticipation of perfection, the motive of the mentally disabled individuals to participate and be included.
The results presented in the graphs confirm in practice the success of the present endeavor.

Keywords: Traditional orchestra, musical enjoyment, intellectual deficit, applies behavior analysis.

Introduction

We become aware of the world around us (shapes, forms, sounds, etc), in other words, we
receive information for the existence of stimuli emitted by an environment through a sensory
organ which conveys the stimulus to the brain where the stimulus is processed further on the
basis of the experiences we are in possession of. Our sensory receptors (eyes, ears, etc) are
linked to corresponding neural pathways which are parts of the brain involved in sensory
perception and form sensory systems: vision, the auditory (hearing) system, olfaction (smell),
somatic sensation (touch), the gustatory system (taste), and the vestibular one (this last one
entails how we sense the extent of our muscles and the movements of all parts of our body). The
brain perceives the stimuli with the help of cognitive processes (Anderson 1981a, 1991, 1996).
Still, our sensory receptors are limited when it comes to environmental stimuli. In operant
conditioning, antecedents (events preceding the manifestation of a behavior) provide us with
information as to which behaviors have positive results and which ones lead to negative results.
Applied behavior analysis is the application of the principles of the theory of Behiaviorism
(Miller, 1962; Krumboltz & Krumboltz, 1972; Gibbs & Luyben, 1985; Kazdin, 1984;
Gibbs, J. W., & Luyben, P. D. 1985) on learning with a view to modifying behavior. An
indispensable requisite for such an application is the clear and explicit definition of the behavior
we wish to change, the thorough evaluation of the behavior we wish to change, and the analysis
of the antecedents and the reinforcers which may be contributing to the perpetuation of the
inappropriate or undesirable behavior. On a theoretical level, that means that researchers must
employ an initial measurement of behavior (A). Next researchers apply the intervention (B)
which they must interrupt in order to verify whether the behavior returns to its initial level (A).
Last researchers proceed to restoring the intervention (B). However, application of the above
approach is difficult to carry out word for word. For that reason, in practice, researchers operate
as follows:

(1) define clearly the behavior they wish to change and pinpoint that behavior’s current

level;

(2) Design/Plan a specific intervention based on the antecedents, on consequences, or

both;

(3) Monitor the results and proceed to amending the intervention when necessary.
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One way of avoiding problems is by gradually shaping behavior, a practice known as the
successive approximations strategy. It entails gradual reinforcement and not anticipation of
perfection. One approach to the definition of those “baby” steps is the project analysis first
applied by R. B. Miller (1962). The Miller system begins by defining the final result ultimately
desired. In essence, the definition entails that which the trainee must be in a position to carry out
by the end of the program. Next, the steps that will lead the trainee to the final goal must be
defined. That process simply “breaks down” skills and processes into sub-skills and sub-
processes. Krumboltz & Krumboltz (1972) describe the following three methods that can be
employed in the gradual shaping of behavior: (1) trainers reinforce each sub-skill; (2) trainers
reinforce improvements in terms of correctness; and (3) trainers reinforce longer and longer
periods of performance and participation. Many are the forms of behavior which can be
improved through gradual shaping and that holds especially true of skills which can be learned
by an individual by means of perseverance, patience, increased correctness, and further
practicing (Lee Heward, 2011; Woolfolk, A. 2005).

Aim

The aim of the present study is to create a traditional orchestra. To do so, we came up with
a behavioral model which, schematically, can be expressed as follows:

Appropriate stimulus - Reaction or Appropriate (codified) Optical Stimulus - Specific
psycho-physical reaction to a certain musical instrument.

More specifically, we proceeded as follows:

(1) The music was broken down into components that could be worked on independently
of each other (tempo, chords, melody, bass).

(2) The components were then codified using a specific color code which gives the orders
for certain psycho-physical functions to take place.

(3) Certain musical instruments were modified and adapted so that the participants playing
them could use them with greater ease.

(4) An apparatus generating visual signals (stimuli) was constructed in such a way as to be
functional and effective. It was named the “Makris” Pedal Switch Visual Signal Generator
(Makris, 2015).

Materials

From birth to death, music is everywhere around us at any given moment of our daily life.
To some, music is the means towards emotional expression while, to others it brings
entertainment and aesthetic pleasure. However, music fulfills other functions as well especially
where Special Education is concerned (Makris, Macri, 2009):

Music (1) is a psycho-somatic reaction; (2) is a means of communication; (3) carries
emblematic significance; (4) reinforces compliance to social norms; (5) validates social
institutions and religious rituals; (6) contributes to the continuity and stability of a culture; and,
last, (7) contributes to social cohesion.

Music is comprised of a series of components which are independent of each other.
Research has proved that law under which musical pleasure function in tandem with tempo,
melody, tonality, and timbre (tone color) is cumulative (Makris, Mullet, 2003). In the case of the
present study, it helps us select the musical instruments which, in turn, will be chosen by the
handicapable individuals participating in the study.

The materials we employed in the present project were: (a) a pedal switch generator of
visual signals; and (b) a number of traditional musical instruments adapted to the handicapable
participants’ needs. In essence, the pedal switch generator is a tool through which we send visual
signals in real time to the orchestra members active in performing a song. The apparatus
comprises (a) a Controller which is a series of pedal switches. Every time they are pressed by
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foot, the switches activate their corresponding Responders, a series of colored light bulbs. The
color assigned to each light bulb on the basis of a predetermined color code represents a specific
chord such as the Tonic Chord, the Dominant Chord, etc.

The following musical instruments were chosen on the basis of their capacity to interpret
Greek traditional music: Guitar, Baglama, Bouzouk, Ukelele, Santur, Electric Piano, Accordion,
Plan Flute, and several types of percussion instruments. The fact that some of the handicapable
children were also mobility challenged led us towards making certain modifications to the
instruments. For instance, tuning the guitar to the usual E-B-G-D-A-E was modified to G minor-
C-G-C-G-C. Tuning the Ukelele to the classic A-E-C-G was modified to G-E minor-C-G. The
direct result of such tuning modifications was that the player could strum the strings free without
having to apply any pressure with the left hand in order to obtain the Cm Chord. We also placed
stickers on each musical instrument whose colors fully conformed to the color code we had
determined.

Method

A musical work can be broken down into the following structural elements (Amarantidis,
1990): (1) melody; (2) chord; (3) bass; and (4) tempo. Out of those four structural elements,
chord, basso, and tempo can be rendered by visual signals. Among those three, tempo requires
the simplest handling: all it needs is a visual Led metronome readily available in the market. The
Led light’s ON and OFF functions taking place at a specific tempo can lead individuals with
diminished learning functions to follow the tempo while playing at the same time a percussion
instrument (tambourine, goblet drum).

At this point, attention should be drawn to the following issue concerning the structural
elements “chords” and “bass”: The basic chords can be modified to correspond to a certain color.
For example, the Tonic chord could correspond to red, the Dominant chord to yellow, and the
Subdominant one to green. The alternation of the visual signals corresponding to specific chords
can be accomplished in real time by the Controller mentioned earlier which, in essence, is a
system of pedal switches. Thus, when pressed, the “red” pedal would transmit a command to a
Responder which, in our case, is the red light bulb which prompts us to play the Tonic chord.
More specifically, if we are at the Do-major scale, we need to play the Do-major chord at the
very moment the light bulb goes red. By pressing the yellow pedal switch, the yellow light bulb
responds by lighting up. According to that stimulus we must in turn respond by playing the
Dominant chord which, on the Do-major scale, is the Sol-major chord. In a similar manner, when
the green light is on we should play the Fa-major chord. When we are in the Re-major scale, the
Tonic chord (the Re-major chord) will have been modified to correspond to the red light, the
Subdominant chord (the Sol-major chord) to the green light, and the Dominant Chord (the La-
major chord) to the yellow light. In that way, we succeed in having specific chords correspond to
specific visual stimuli. Additionally, the method makes it possible to set a predetermined tempo
interpreted by those playing the percussion instruments.

A traditional orchestra is composed of more instruments which belong to different
techniques. The piano, harmonium (pump organ), and accordion are all in the keyboard
instrument category. The guitar and the ukelele are in the string instrument category, while the
fipple flute belongs to the wind instruments. The modifications we made to the musical
instruments involved placing color stickers on them. In that way, the children with special needs
participating in the orchestra and playing a keyboard instrument, for example, would know that
when the red light goes on they must press the keys marked with red stickers. The same applies
to yellow and green. Similar color stickers were placed on the string instruments and the fipple
flute. Melody was a component handled by having the song assisted by a solo instrument which
is normally played by us, the trainers. The absence of light meant that a new song was about to
begin while commencement of the orchestra’s repertory was signaled by a light going on. A blue
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light signified that all orchestra members had to stop playing their instruments at that very
moment.

Results

The methodology so far described aims at teaching individuals with intellectual deficits
how to play musical instruments and form a light orchestra through the help of technology. On
the basis of the above:

(1) The animateur, assisted by technology, can easily create a visual repetitive signal that
guides the tempo. That repetitive signal will be used in steering the individuals who will be
involved in keeping the tempo to accompany the specific work or song they have undertaken to
perform.

(2) In real time, the animateur can create with the same ease alternating visual signals
based on the color code previously developed that will help in the alternation of the chords and
of the basso. Those alternations will need to be followed by the individuals who will accompany
the musical work or song.

(3) It is paramount that the component Melody be assisted by a solo instrument usually
played by the musician or 