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Prieksvards

Miizikas akadémijas rakstu XVII laidiena plasaka sadala — LATVIJAS
MUZIKAS VESTURE - $oreiz pilniba veltita 20. gs. norisem. To
ievada Ineses Zunes pétijums Vijolnieks Teodors Kaizers (1902—1964)
Latvijas un trimdas izklaides miizika. Lidztekus bagatigi dokumentétam
ieskatam atseviska muizika dzivesstasta analizéta ar1 Kaizera vaditas
kapelas darbiba, kas palidz veidot prieksstatu par $i laikposma latvieSu
popularas muzikas stilistisko spektru.

Tris raksti veltiti Latvijas miizikas dzivei padomju perioda. Zanes
Predeles petijums Vija Muske (1927-1988) — padomju represiju upuris un
savrupniece latviesu muzikologija balstas uz plasu arhiva materialu klastu,
kas atklaj ieverojamu un tragisku personibu Latvijas miizikas zinatnes
vesture; spilgti tiek ieziméts ar1 politiska fona raditais traumatiskais
iespaids. Savukart Astras Graudinas un Laimrotas Kriumanes raksts
Jazeps Lipsans (1929-1989) latviesu miizika un pedagogija aktualize Si
mizika daudzpusigo veikumu un padomju ideologijas ietekmi uz
makslinieka radoso darbibu. Edgars Raginskis raksta The Words of the
Bell: Soviet Latvian Choral Censorship in the 1970s and the Curious Case
of Peteris Plakidis (1947-2017) (“Zvana vardi: cenziira Padomju Latvija
20. gs. 70. gados. Miklainais gadijums ar Pétera Plakida (1947-2017)
dziesmu”) Sketina iemeslus, kapec Plakida kordziesma Zvana vardi,
pretéji sakotngji planotajam, nav ieklauta XVII Visparéjo Dziesmu
svetku programma (1977). Meklejot atbildi, autors sniedz koncentréetu
ieskatu §im laikposmam raksturigajas ideologiskas cenziirasizpausmes.

Ari krajuma otraja sadala MUZIKA UN KOMUNIKACIJA
uzmanibas centra ir Latvijas norises. Alberta Rokpelna raksts Slagera
jédziens laikraksta Rigasche Rundschau (1919-1939) lauj jauna gaisma
paraudzities uz labi zinamo terminu slageris, atklajot dazadas ta
lietojuma Skautnes starpkaru perioda ietekmigakaja Rigas vacu
laikraksta. Savukart Ilva Skulte raksta RameSana Evijas Veéberes
atspogulojuma Latvijas interneta medijos pieversas visjaunaka laika,
proti, 21. gs. procesiem. Vinas veikums ari iezimigs ka pirmais Latvijas
miuzikas Zurnalistikai veltitais pétijums, kura izmantots viens no
modernajiem masu mediju analizes rikiem - t. s. rameésanas teorija.

Sadala ATSKANOTAJMAKSLA UN PEDAGOGIJA ietver Nilsa
Frankes rakstu Beethoven’s Keyboard Fingerings: A Master Class for
Today’s Pianists? (“Bethovena klavierdarbu aplikatiira: vai meistarklase
miusdienu pianistiem?”). Lai gan aplikattira ir Skietami Saurs un
tiri “tehnisks” spéles aspekts, autors parada, ka ari tas izpéte sniedz
butiskas atzinas par Béthovena estétiskajiem uzskatiem, vairakam
vina klaviermiizikas stila Skautném un lidz ar to var raisit interesi gan
pianistu, gan klavierspeles pétnieku un pedagogu vidi.



Lidztekus zinatniskajiem rakstiem krajuma ietverta ari sadala
DAZADI. Taja publicéts JVLMA profesora, pianista Venta Zilberta
raksts Seguvards, kuru dzejnieki pasi neizvélejas (par diviem Jana Ivanova
solodziesmu tekstiem). Autors atklaj interesantus faktus latviesu
miuzikas vesturé: tos noskaidrot vinu savulaik iedvesmojusi gan
literattirzinatnieka Ilgona Bérsona pétijumi, gan saruna ar Olgertu
Graviti, kura muzikologs dalijies atminas par Jana Ivanova solodziesmu
izdosanas apstakliem 20. gs. 50. gados. Tadejadi ar1 Saja sadala tiek
aktualizeta ideologiskas cenziiras téma. Venta Zilberta pardomas ir vel
viena lieciba, ka latviesu muizikas vésture ir daudz neatminétu miklu:
atbilzu meklejumos var palidzét gan arhiva materialu studijas, gan,
ciktal vel iesp&jams, intervijas ar vecakas paaudzes laikabiedriem.

Krajuma sastaditaja Baiba Jaunslaviete



Foreword

The 17" edition of Miizikas akademijas raksti (Music Academy Papers)
contains articles on a variety of themes, with the most extensive
section pertaining to the history of Latvian music in the
20% century. It begins with Inese Zune’s paper Violinist Teodors Kaizers
(1902-1964): His Role in Entertainment Music in Latvia and Exile. In
addition to presenting a richly documented summary about the life of a
notable musician, she also analyses the music and performance history
of Kaizers’ band, providing a deeper insight into the range of styles in
Latvian popular music in the early and mid-20™ century.

Three articles focus on Latvian music during the Soviet era. Zane
Predele’s study Vija Muske (1927-1988): A Victim of Soviet Repressions
and an Outsider in Latvian Musicology is based on a wealth of archival
material and examines the life of a significant yet tragic figure in
Latvian musicology, at the same time highlighting the trauma inflicted
by the political atmosphere of that era. With their article Jazeps Lipsans
(1929-1989) in Latvian Music and Pedagogy, Astra Graudina and
Laimrota Kriumane bring to light the multifaceted contributions of
this musician; the authors also analyse the influence of Soviet ideology
on his creative work. In The Words of the Bell: Soviet Latvian Choral
Censorship in the 1970s and the Curious Case of Peteris Plakidis (1947-2017),
Edgars Raginskis seeks why Plakidis’ choral song Zvana vardi (Words
of the Bell) was removed from the programme of the 17* Latvian Song
Festival in 1977. Searching for answer, he provides a condensed look
into the most characteristic manifestations of ideological censorship
during this period.

The second part of the publication, devoted to music and
communication, also focuses on processes in Latvia. Alberts
Rokpelnis’ article The Term “Schlager” in the “Rigasche Rundschau”
Newspaper, 1919-1939 sheds new light on this well-known term and
reveals various aspects of its use in Riga’s most influential German
newspaper during the interwar period. Ilva Skulte, for her part,
reflects on processes in the present day with Framing in the Coverage
of Evija Vebere in the Latvian Internet Media. Her article is also notable
for being the first study of Latvian music journalism relying on the
framing theory to analyse mass media.

The section on performance and pedagogy includes Nils
Franke’s article Beethoven’s Keyboard Fingerings: A Master Class for
Today’s Pianists? Although fingering may seem like a relatively narrow
and purely technical aspect of performance, Franke proves that it in fact
reveals significant facets about the stylistic and aesthetic views of the
composer, which can be of great interest to pianists and pedagogues as
well as researchers of Beethoven'’s piano music.



In addition to research papers, this publication also includes a
section Miscellaneous. It contains an article by Ventis Zilberts titled
The Pseudonym Not Chosen by the Poets Themselves (Regarding the Lyrics
for Two Solo Songs by Janis Ivanovs), in which he presents several
interesting facts in Latvian music history. These discoveries were
inspired by research conducted by literary scholar Ilgonis Bérsons as
well as a conversation with musicologist Olgerts Gravitis regarding the
circumstances surrounding the publication of Ivanovs’ solo songs in
the 1950s. Thus, the phenomenon of ideological censorship is actualised
also in this section. Zilberts’ reflections prove that there are still many
unsolved riddles in Latvian music history and that the study of archival
materials and interviews with witnesses to past events — where still
possible — can help in the search for answers.

Baiba Jaunslaviete, editor



I. ZINATNISKI RAKSTI / SCIENTIFIC PAPERS

LATVIJAS MUZIKAS VESTURE /
LATVIAN MUSIC HISTORY

VIJOLNIEKS TEODORS KAIZERS (1902-1964)
LATVIJAS UN TRIMDAS IZKLAIDES MUZIKA

Inese Zune

Anotacija

Raksta uzmanibas centra ir latviesu izklaides mtizikas veésture
nozimiga personiba — Teodors Kaizers. Galvenais izzinas avots ir 1
makslinieka apjomigais arhivs, kas 2016. gada nonacis Rakstniecibas
un mizikas muzeja riciba. Balstoties uz ta materialiem, ka arl preses
lieclbam un citiem avotiem, pétita Kaizera radosa biografija, vina
spéles stilistiska ievirze un repertuars. Tadejadi ir ieglitas nozimigas
liecibas par 30. gadu Latvijas kafejnicu un restoranu miizikas vidi, ka
arl par norisém latviesu izklaides miizikas joma Otra pasaules kara un
trimdas perioda.

Atslegvardi: ungaru un c¢iganu vijolnieki, restorani, kafejnicas,
Zorss Bulanzg, Frontes teatris, DP nometnes, Australija

Abstract

The article focuses on Teodors Kaizers, a significant figure in the
history of Latvian popular music. The main source of information is
his large archive, which in 2016 became available to the Literature and
Music Museum in Riga. Based on these materials, as well as information
in the press and other sources, the author has studied Kaisers’ creative
biography, playing style and repertoire. Thus, significant evidence has
been obtained about popular music in Latvian cafés and restaurants in
the 1930s as well as during the Second World War and in the Latvian
exile community.

Keywords: Hungarian and Gypsy violinists, restaurants, cafés,
Georges Boulanger, Frontline Theatre, DP camps,
Australia
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Ievads

Jau kops 20. gadsimta sakuma Riga bija pazistama ka makslas,
koncertu un dzives bauditaju pilseta — par to liecina dazadi avoti,
kas jo bagatiga klasta apkopoti vesturnieces Inetas LipSas péetijuma
Riga bohémas vara (Lipsa 2002). Lidz ar Latvijas neatkaribas iegtiSanu
strauji pieauga kafejnicu, restoranu un citu izpriecu vietu skaits, kas
jau tuvojas simtam. Riga ieradas daudz arvalstu viesu, bet arl pasi
ridzinieki brivaja laika labprat izklaidejas péc jaunakas Eiropas modes
iekartotajos, greznajos Rigas restoranos un kafejnicas. Te sastapas
radoSas inteligences parstavji un turigako aprindu pilsoni, kuri
kartoja dazadus darjjumus vai vienkar$i pavadija brivas stundas. Ipasi
iecienita bija t. s. Operas kafejnica (Cafe de I’Opera) Aspazijas bulvara
un Kalku ielas stiirt: Seit laiku omuligas sarunas biezi kaveja Latvijas
Nacionalas operas tenors Riidolfs Bérzins, gleznotajs Niklavs Strunke,
rakstnieki Karlis Skalbe un Pavils Rozitis. Pie kafejnicas citigakajiem
apmekléetajiem piedergja ar1 Volfgangs Darzins, Valérijs Zosts un
Leonids Vigners. Cita makslinieku vidé populara tiksanas vieta bija
viesnicas Roma pagraba restorans, kur apgrozijas daudzi muziki, 1pasi
jau Nacionalas operas laudis — Milda Brehmane-Stengele, Rihards
Pelle, Mariss Vetra un Teodors Reiters. BieZs viesis bija ar1 Jaundko
Zinu muzikas kritikis Janis Zalitis. Péc koncertiem un operizradém uz
Romas pagrabu rakstit recenzijas devas Volfgangs Darzins.

Sajas un ari citas centra kafejnicas iegriezas gan vienkarsi koncerta,
operas vai teatra izrades apmeklétaji, gan pasi iestudéjumu dalibnieki,
lai parspriestu dzirdéto un redzéto, lasitu avizes, iedzertu kadu tasi
kafijas un klausitos labu izklaides miiziku. Savukart restoranu un
kafejnicu ipasnieki, rapgjoties par savu uznémumu reklamu, organizeja
dazadus muzikalus priekSnesumus (skat. 1. attélu).

1. attels. Teodors Kaizers (kreisaja pusé) trio sastava spéle kafejnicas Kongress viesiem.
Riga, 20. gs. 30. gadi. Foto: Eduards Kraucs. Rakstniecibas un miizikas muzejs, RTMM 850624



Katru meénesi tika veidotas jaunas izklaides
programmas, kuras galvenokart uzaicinaja piedalities
arzemju maksliniekus. Iecienitakie bija muziki no
Ungarijas, Italijlas un Rumanijas, bet seviski lieli
panakumi bija ungaru un c¢iganu vijolniekiem. Labakie
no viniem demonstréja apbrinojamu improvizacijas
makslu un speja pielagoties ikviena atpuitas tikotaja
gaumei, atskanojot gan popularas klasiku un romantiku
virtuozas miniatiiras, gan plasi pazistamu skandarbu,
pat simfoniju un operu, fragmentus. Miiziki baros un
kafejnicas mainijas loti biezi, jo katram no viniem bija
savs noteikts repertuars un spéles stils. Lai pastavigajiem
klientiem tas neapniktu, makslinieki parasti ilgak par
cetram nedélam viena vieta nepalika.

Ar1 pasmaju miuziki biezi vien uzstajas ar sveSzemju
vardiem vai pseidonimiem, turklat vienmeér térpusSies
frakas vai smokingos. Viniem vajadzeja bt istiem sava
zanra profesionaliem, jo tolaik izklaides repertuars bija
loti plass un daudzveidigs, ietverot arl koncertmiiziku
(skat. 2. attélu).

Naktslokalos, labakajos restoranos, daudzas kafejnicas
un piena paviljonos spéléja kapelas, kuru dalibnieki bija
profesionali miiziki; tadejadi vini bezdarba apstaklos
guva papildus ienakumu avotu. So ansamblu vaditaji
lielakoties bija vijolnieki — Radolfs Mikelsons, Teodors
V§js, Bruno (viunéir,lé, Markuss Krémers, Gersons Fomins,
Eduards Skadins un Karlis Veilands. Lidztekus viniem
darbojusies ar1 Arvids Noritis, Aleksandrs Arnis-Arnitis,
Eduards Vinerts, Karlis Vestens, Arturs Madrevics,
Voldemars Rusevics, Roberts Stenders u. c.

Raksta merkis ir sniegt ieskatu latvieSu izklaides
miuzikas vide, petot to caur atseviska makslinieka,
TeodoraKaizera (27.11.1902. Riga—12.12.1964. Melburna),
darbibas prizmu. Vin$ bijis viens no popularakajiem
izklaides zanra vijolniekiem un kapelu vaditajiem 20. gs.
20. gadu nogale (skat. 3. attelu) un 30. gados.

Pavisam nesen radas iespéja detalizeti iepazit vina
radoso darbibu: Rakstniecibas un miizikas muzejs
2016. gada sapemis davinajuma Kaizera arhiva
materialus, tai skaita ar1 vienu no vina spélétajam vijoléem,
kas atcelojusi no Australijas. So instrumentu makslinieks
iegadajas 1956. gada péc tam, kad lielas viesibas Melburna
kads miesas pravs viesis nepamanija uz divana nolikto
instrumentu un uzsédas tam virsii. Tadejadi tika pilniba

11

2. attéls. Pecpusdienas miizikas un vakara koncerta
programma kafejnica Kongress Riga, Brivibas iela 15.
1932. gada 15. novembris. Rakstniecibas un miizikas
muzejs, RTMM 850745

3. attels. Teodors Kaizers. 1928. gads. Rakstniecibas
un miizikas muzejs, RTMM 831435\83
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salauzta 16.-17. gadsimta meistara DZovanni Paolo MadzZini (Giovanni
Paolo Maggini) darinata vijole, ko Kaizers 1929. gada par 500 latiem bija
nopircis Riga. Savukart jauna vijole (skat. 4. attélu), kas buvéta kada no
Vacijas fabrikam, ir Dzuzepes Gvarneri del Dzezu (Giuseppe Guarneri
del Gesu) 1740. gada raditas vijoles kopija.

4. attels. Teodora Kaizera vijole, Dzuzepes Gvarnéri del DZezu 1740. gada buivétas vijoles kopija.
Rakstniecibas un muizikas muzejs, RTMM 831453

5. attels. T. Kaizera masa, pianiste un dziedataja Alvine
Kaizere. Riga, 1934. gada 17. jilijs. Foto: ateljé Daile.
Rakstniecibas un miizikas muzejs, RTMM 831440

Gimene un izglitiba

Teodora Kaizera vecaki, Indrikis Kaizers un
Katrina Brunnere-Kaizere, célusies no Kénigsbergas
vacieSiem. Muzikali apdavinati bija visi vinu
berni. Teodora bralis Aleksandrs Kaizers darbojies
ka dziedatajs, savulaik ari Latvijas Nacionalas
operas korists un nelielu lomu atveidotajs; vins
vairakkart uzstajies ar T. Kaizera kapelu un bijis
viru kvarteta Latvijas dziedoni dalibnieks. Masa
Alvine Kaizere (skat. 5. attélu) macijusies Latvijas
konservatorija, spélejusi klavieres un dziedajusi; ka
mizike vina darbojusies Rigas PestiSanas Templa
baptistu draudze un Mateja draudze, pieveérsusies
ari pedagogijai (Ineses Zunes privatarhivs: IZP,
Zalkalna 2015).

Teodors Kaizers apguva vijolspéli privati pie
dazadiem pedagogiem. Pirma pasaules kara laika
vin§ nonaca Krievija un muziceja Peterburgas
restorana Baltais ldcis. Tur jaunais makslinieks
dzirdéja tolaik slavena salonvijolnieka Zorza
Bulanze (Georges Boulanger, 1893-1958; skat.
6. attelu) uzstasanos, kas vinu dzili iespaidoja.



6. attéls. Zorzs Bulanzé (Georges Boulanger), 1947. gads. Rakstniecibas un miizikas muzejs,
RTMM 831435\17

20 gadus vélak Teodors Kaizers istenoja savu sapni apgtt pie vina
t. s. ungaru-¢iganu vijolspéles manieri. Si atskanojuma tradicija izrie-
téja no vispareja Rietumeiropa domin€josa prieksstata par ungaru un
¢iganu kultiru, kas jau kops 18. gadsimta veidojies Ungarijas un tas
apkaimes pilsétas muzicgjuso ¢iganu ansamblu ietekmé un atbalsojies
ar1 akadémiskaja miizika, pieméram, Jozefa Haidna un Ferenca Lista
dailrade. Péetniece Keterina Meisa raksta Turkish and Hungarian-Gipsy
Styles min vairakas biitiskas is tradicijas iezimes — “pirmas vijoles linijas
improvizatorisko iedabu, kas izpauzas hromatisku pasazu liklocos,
skanu atkartojumus un palielinatas sekundas, kas izspélétas plistosa
un daudzveidiga ritma” (Mayes 2014: 216)'. Vina atzimé ari spilgti
izteiktu saikni ar deju (verbunkosu), bagatigi izmantotu sinkopejumu
un nelielu ansamblu dominanti atskanotajsastava joma (Mayes 2014:
219, 227, 229). Speja muzicet “ungaru-ciganu stila” Kaizeram velak Riga
loti noderéja: ka norada etnomuzikologe leva Tihovska, 20. gadsimta
30. gados c¢iganu muzika (biezak gan stilizéta, ne autentiska) Latvijas
galvaspilséta bija liela ciena gan kafejnicas un restoranos, gan deju
zales un kazino (Tihovska 2014: 180-181).

Budapesta Kaizeram bija izdeviba iesaistities ar1 ungaru izklaides
miuizikas orkestros un iepazit to repertuaru. Vel viena vina tiksanas
ar Bulanze notika 1946. gada Holcminde, Vacija. Tad lielmeistars bija
izbédzis no Berlines aplenkuma tikai ar vijoli, un kadreizéjais audzeknis
bija priecigs, ka varéja izlidzet savam skolotajam ar drebém un partiku.
Viens no Kaizera kapelas repertuara ieklautajiem darbiem bija Bulanzé
miniattira Makss un Morics (Max und Moritz), kas 20. gs. 30. gadu beigas
ierakstita ar1 Bellaccord Electro skanuplaté (izdevéja nr. 3590).

'[...] the improvizatory quality of the
first violins line, winding its way
through chromatic runs, repeated notes,
and augmented seconds performed in
fluid and varied rhythm.
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? Detalizétu informaciju par Teodora
Kaizera ieskanojumiem sniedz Ata
Gunivalza Bértina (Bértins 2015:
138-141, 155-157, 160-163) un
Indrika Veitnera pétijumi (Veitners
2018: 150).

Solista un kapelas vaditaja gaitas

Kaizers piedalijies daudzos ieskanojumos® sadarbiba ar plasu
firmam Bonophon, Homophon, Bellaccord, uzstajoties gan ka solists un
sava salonorkestra dirigents, gan kopa ar to pavadot Jani Ari, Péteri
Liciti, Viktoru Orantu, Tali Matisu, Faniju Viksni, Marisu Vétru u. c.
dziedatajus. Vinu vidt minams ar1 bralis Aleksandrs un dzivesbiedre
Nina Gruzna, kas 20. gs. 30. gados bijusi Radiofona dziedataja un
piedalijusies operesu iestudéjumos. No 1932. Iidz 1938. gadam Kaizera
vards regulari paradijas Rigas radiofona programmas sakara ar vina
orkestra (skat. 7. attelu) priekSnesumiem. Nereti notika ar1 tieSraides no
kafejnicam un restoraniem, kuras $is makslinieks darbojas.

7. attels. Teodora Kaizera kapela Piena restorand. No kreisas — trompetisti Aleksandrs Pacévics un
Kaizers, kontrabasu spélé Janis Karklins, pie klavieréem Aleksandrs Dikmanis. Riga, 1937. gads.
Rakstniecibas un muzikas muzejs, RTMM 831435\89

20. gadsimta 30. gados Kaizers kluva par labi pazistamu un
iecienitu izklaides zanra muziki, kas parvaldija ne tikai vijoles, bet
arl sitaminstrumentu, gitaras, kontrabasa un trompetes speli (skat. 7.
un 8. attélu; trompetes spéli vins bija iepazinis dienesta laika 6. Rigas
kajnieku pulka). Laikraksta Aizkulises rodama veél kada zina:
“Apd|avinatais] miuizikis Kaizers vienigais no vijolniekiem, kas prot
spelet ar1 klarneti” (“No miizikantu dzives” 1934). Vina kapelas
repertuara bija gan operu un simfoniju fragmentu aranzéjumi,
gan Kaizeram tik tuva ungaru muzika un modernas amerikanu
kompozicijas, proti, dzeza skandarbi: pieméram, Latvijas dzeza
vestures petnieks Indrikis Veitners atziméjis vina kapelas repertuara
ieklauto Djtika Elingtona opusu Mood Indigo (Veitners 2014: 138).



8. atteéls. T. Kaizera ansamblis kafejnica Guna, vins pats vidi ar trompeti rokas. Riga, 1935. gads.
Foto: Janis Kalnins. Rakstniecibas un muzikas muzejs, RTMM 831435\82

1. tabula. Teodora Kaizera darbibas vietaslaikposmalidz 1944. gadam®  *Indrikis Veitners monogréfija
Latvijas dZeza vesture 1922-1940,
balstoties uz koncertu programmu

Darbavietas nosaukums Atrasanas vieta un laikrakstu sludingjumu
izpéti, min aptuvenu hronologiju
Restorans kabare SKALA Vllna daZam no §im darbibas vietam.
.. Ta, pieméram, kafejnica Kongress
Restorans WEISER BAR Sanktpéeterburga Kaizera kapela darbojusies vismaz
_ _ 1932.-1933. gada, savukart kabaré
Vasaras darzs JAR Riga O. U. K. ~1935. -1938. gada, Piena
Kabare O. U. K. Riga ;(z)sltgrqiag )— no 1938. gada (Veitners
Restorans KLOSTERPAGRABS Riga (Liela Gilde)
Restorans ALHAMBRA Riga
BASTEIKALNA KAFEJNICA Riga
Kafejnica GUNA Riga
Kafejnica KONGRESS Riga
BAUMANA KAFEJNICA Jurmala (Dzintari)
PIENA RESTORANS Riga
OPERAS KAFEJNICA Riga
Simfodzeza orkestris LA-SI-DO Riga
Rigas radiofons Riga
Latvijas Nacionalais teatris Riga
Frontes teatris Riga

No visa Saja tabula minéta seviski jaizcel makslinieka piecu gadu
darbiba (1928-1932) Latvijas Nacionala teatra orkestra koncertmeistara
amata (skat. 9. attélu; dirigenta posteni tolaik bija Janis Kalnins). Saja
perioda Kaizers ka vijolnieks piedalijas ungaru autora Menherta



* Komeédijas pirmizrade notika
1926. gada.
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10. attéls. Teodors Kaizers Latvijas
Nacionalaja teatri, atveidojot ¢igana
Imres lomu Menherta Lengjela
komeédija Nakts serendde. 1930. gads.
Rakstniecibas un muizikas muzejs,
RTMM 831434\87

Lengjela (Menyhért Lengyel, ar1 Melchior Lengyel) komeédijas Nakts serenade
iestudejuma®, kur atveidoja ar1i Imres lomu (skat. 10. attelu). Kopuma
notika 50 izrades, un to gaita vins no sirds iemiléja titullomas atveidotaju,
aktrisi Liliju Stengeli. Abu sarakste turpinajas vél ilgi péc tam.

9. attels. Vijolnieka Kaizera darba aplieciba Latvijas Nacionalaja teatri. Izsniegta 1931. gada
21. septembri. Rakstniecibas un muzikas muzejs, RTMM 681896

Otra nozimigaka darbibas vieta Kaizeram bija Rigas Piensaimnieku
savienibas Piena restorans, kas atradas t. s. Vecaja Rigas Brodveja,
Elizabetes iela 55 (skat. 11. attelu).

11. attels. Kaizers (pirmais no kreisas) ar diviem savas kapelas muzikiem pie Piena restorana ieejas.
Riga, 1939. gads. Rakstniecibas un miizikas muzejs, RTMM 831435\99



Ar1 tur vins veidoja savu ansambli (skat. 12. attélu), kas velak
paplasSinajas. Kolektivs tika aicinats piedalities ari ikgadéjas Preses
ballés, un kopuma ta repertuars ietvéra apmeéram 1044 kompozicijas

(Vienmer patikamu iespaidu atstdj Piena restorans 1938).

12. attéls. Kaizera kapela Piena restorana. No kreisas: Augusts Bitite, Boriss Potulovs, Teodors
Kaizers, Aleksandrs Dikmanis, Teodors Peive un Janis Karklins. Riga, 1937. gads. Rakstniecibas un

miizikas muzejs, RTMM 831435\84

Péc slavena salonvijolnieka Bruno Cunéina
izceloSanas uz Vaciju (1939) Kaizers parnéma ari
Operas kafejnicas orkestra vadibu (skat. 13. attelu).

Ar1 pats Kaizers sacergjis dazus skandarbus,
pieméram, Piena restorana apmekletaju vida
popularo dziesmu par pienu Speka dzériens (Vila
Plidona dzeja). To pirmatskanojis viru sekstets
Latvju dziedoni, kura dalibnieks bijis ar1 vijolnieka
bralis Aleksandrs Kaizers.

Otra pasaules kara laika Teodors Kaizers
uzstajas ar vijoles solo (skat. 14. attélu) un vadija
orkestri Frontes teatri. Ideja par sadu teatri radas
reizé ar LatvieSu legiona veidoSanos. Vajadzéja
domat par griitos apstaklos nonakuso tautiesu
uzmundrinajumu un iepriecésanu. Teatr1 darbojas
ar1 viru dubultkvartets Tévija, ansamblis Tris
Vinteri, spanu deju lietpratéja Marta Alberinga
un akordeonists Armands Krimkoks. Dziedatajs
Roberts Vizbulis, saukts arl par Uztuptéevu, te
debitéja konferansjé loma. Sniedzot priekSnesumus
austrumu frontes pirmajas linijas, teatris veica
vairak neka 10 000 km garu izrazu turneju latviesu

13. attéls. Tzklaides mazikas vijolnieki Bruno Cunéing
(no kreisas) un Teodors Kaizers. Riga, 1939. gada rudens.
Rakstniecibas un mizikas muzejs, RTMM 831435\59



14. attéls. Teodors Kaizers uzstajas

Frontes teatra koncerta. 1943. gads.
Rakstniecibas un miizikas muzejs,
RTMM 831435\113
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16. attels. Eduarda KeiSa zimétais
Sarzs par salona kapelas vaditaju
Teodoru Kaizeru. 1934. gads.
Rakstniecibas un miizikas muzejs,
RTMM 808148

kara vienibas (skat. 15. attelu), to cinu vietas no Somu lica lidz pat
Melnajai jurai (K-tis 1942).

15. attéls. Teodors Kaizers (priekSplana notupies, pirmais no kreisas puses) ar Frontes teatra
dalibniekiem un karaviriem pie vilciena vagona. 1943. gads. Rakstniecibas un muizikas muzejs,
RTMM 831435\110

1944. gada beigas Kaizers devas bégla gaitas uz Vaciju, kur kara
pedéja posma spéléja Hannoveres Radio orkestri. Velak vins bija ar1
Beverinas nometnes komandants anglu josla Vacija. Péc kara beigam
Kaizers izveidoja latvieSsu miiziku ansambli t. s. parvietoto personu
(displaced persons, DP) nometné Ceriba (Holcene); kopa ar So kolektivu
vins vairakus gadus koncertéja dazadu tautibu béglu sabiedriba, ka
ar1 vietejai vacu publikai. Lidztekus Kaizeram ansambli darbojas
vijolnieks Bruno Cuncéing, ellists Karlis Munters un vina dzivesbiedre,
dziedataja Ilga Muntere, pianists Alfréds Strombergs, baleta soliste
Iréna Apine, tapat ar1 pazistamais latviesu atrzimetajs Eduards Keiss ar
dzivesbiedri, baletdejotaju Veru Keisu. Savu talantu KeiSs apliecinaja,
uzziméjot vairak neka 1500 amerikanu karaviru, katru 28 sekundés.
Tacu jau pirms tam par $1 makslinieka izteiksmigo Sarzu objektiem bija
kluvusi ar1 daudzi tautiesi, vinu vidii Teodors Kaizers (skat. 16. attélu).

1952. gada Kaizers ieceloja Australija, kur pelnija iztiku ar vijoles
speli gan Sidnejas un Melburnas naktsklubos un restoranos, gan
tropiskaja Haimana sala. Ari Sidneja vin$ dibinaja salona ansambli
(skat. 17. attélu), un ta speles kvalitati driz vien augstu noveértéja
Sis valsts raidsabiedribas ABC (Australian Broadcasting Corporation)
parstavji. Turpmak ABC vairakas reizes nedela parraidija jaunas
kapelas atskanoto muziku.



17. attéls. Kaizers ar savu kapelu Australija. No kreisas — vijolnieks Janis Ozols, cellists Kriss Ozols,
kontrabasists Alfreds Ozols un klarnetists Raidolfs Rubenis (zurnalista un sabiedriska darbinieka
Ojara Rubena tévs). PriekSplana Teodors Kaizers ar vijoli. Sidneja, 1952. gads. Rakstniecibas un
miizikas muzejs, RTMM 831435\4

llgaku laiku Kaizers vadija ari deju orkestri Sidnejas dargakaja
restorana The Princess. Lidzigi ka ieprieks, vins sevisku uzmanibu
veltija ¢iganu miuzikai. Vél viena orkestra specializacijas joma bija
Latinamerikas miizika, kura ipasSs meistars bija orkestra saksofonists,
akordeonists un ari pianists Harijs Rozentals. Publikas apbrinu
izpelnijas ne vien orkestra savdabigais repertuars, bet ari ta dalibnieku
krasnie ¢iganu un meksikanu terpi (skat. 18. attelu).

18. attéls. Teodors Kaizers (vijole) un Harijs Rozentals (akordeons) spélé viesiem Melburna.
1954. gads. Rakstniecibas un mazikas muzejs, RTMM 831435\79
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1958. gada tris latviesi (Teodors Kaizers, Harijs Rozentals un
Melburna dziedaanu apguvusi Arija Prindule) kluva par naktskluba
Green Dolphin ipasniekiem (skat. 19. attélu). Seit Kaizers turpinaja

muzicét lidz pat miiza beigam.

19. attels. Kaizers (kreisaja pusé ar vijoli), soliste Arija Prindule un Harijs Rozentals (akordeons)
kapelas uzstasanas laika. Melburna, 1958. gads. Rakstniecibas un miizikas muzejs,

RTMM 831435\42

20. attels. Kaizers ar déliem Valentinu (pa kreisi)
un Raimondu (pa labi). Riga, 1940. gads. Foto:
Janis Kalnins. Rakstniecibas un muzikas
muzejs, RTMM p131663

Par Teodoru Kaizeru daudz var lasit pirmskara
Latvijas “dzeltenaja prese”, kur apspriesta ari vina
privata dzive. Makslinieks baudijis lielu pretéja dzimuma
piekriSanu un dzives laika nomainijis ne tikai ap
50 darbavietas, bet ar1 seSas dzivesbiedres. Tomeér vina
miizs nebija tik rozains, ka aréji varétu skist. Vijolnieka
otra sieva Olga Kaizere mira dzemdibas un atstaja divus
delus — Valentinu un Robertu (skat. 20. attelu; skat. ar1 par
T. Kaizera gimeni: “Australija miris vijolnieks T. Kaizers”
1964). Velak dazadu apstaklu de]l beglu gaitas kopa ar tevu
nonaca tikai Roberts, bet Valentins (skat. 21. attelu) palika
Sigulda. Ar1 vin$ aizravas ar muziku — spel&ja klarneti,
saksofonu un bija cirka orkestra miizikis. Tévu Valentins
Kaizers satika tikai péc daudziem gadiem (Ineses Zunes
privatarhivs: IZP, Zalkalna 2015).



21. attels. Valentins Kaizers pie téva kapa Australija. 1990. gads. Rakstniecibas un miizikas muzejs,
RTMM 831435\93

Noslegums

Raksta nosleguma autore vélas izteikt pateicibu Skrunda mitoSajai
Teodora Kaizera mazmeitai Sarmitei Zalkalnai (dz. Kaizerei), kas
Rakstniecibas un mitzikas muzejam atveléjusi makslinieka arhiva
materialus. Kopa ar citam liecibam Sie avoti sniedz vertigu ieskatu
gan pasa Kaizera darbiba, gan ar1 Latvijas izklaides muizikas vesture —
vairakos nozimigos repertuara un stilistikas aspektos. Var secinat,
ka zanra ievérojamakie parstavji bija atverti jaunakajam Eiropas
un Amerikas skanumakslas tendencém; pats Kaizers, galvenokart
pazistams ka izcils ungaru/¢iganu vijolspéles tradiciju kopejs, tomer
apliecinaja sevi ari klasikas repertuara un dzeza. Savukart jau trimdas
apstaklos giitie panakumi ne vien savu tautieSu, bet arl vacu un
australieSu auditorija pierada $1 makslinieka snieguma un, netiesa
veida, ar1 vina parstavetas latviesu izklaides miizikas augsto Iimeni un
starptautisko konkurétspéju.

Sarmites Zalkalnas déls, Teodora Kaizera mazmazdels Gatis
Lagzdenieks seko sava vecvectéva pédas. Vins darbojas pazistamaja
Kuldigas Rumbas kvartetd, kura repertuara ietverta ar1 20. gadsimta 20.—
30. gadu izklaides miizika, tai skaita sadzives dziesmas.
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VIOLINIST TEODORS KAIZERS (1902-1964):
HIS ROLE IN ENTERTAINMENT MUSIC IN
LATVIA AND EXILE

Inese Zune

Summary

Already at the beginning of the 20* century, Riga was known
as a centre of not only art and music but also entertainment and the
enjoyment of life. In a few decades, as Latvia became an independent
country, the number of cafés, restaurants and other entertainment
venues in the city had quickly grown to almost one hundred. Many
people from abroad visited Riga, but Rigans themselves also enjoyed
spending their free time in the city’s restaurants and cafés, which were
ornately decorated according to the latest European trends. Here,
the intelligentsia and upper classes met to finalise various deals or
simply relax for a few hours. Regular citizens who had come to enjoy
a concert, opera or play dropped by the cafés in central Riga to discuss
what they had seen and heard on stage. The performers themselves
also came to unwind, and among them were well-known names on
the Latvian music scene, including Volfgangs Darzins, Valérijs Zosts,
Leonids Vigners, Milda Brehmane—gtengele, Rihards Pelle, Mariss
Vetra, Teodors Reiters, Janis Zalitis and others.
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In an effort to market and popularise their establishments, the
restaurant and café owners organised various types of musical
entertainment for their guests. The schedules changed each month
and mostly featured artists from abroad. Hungarian and Gypsy violin
players were particularly popular, the best of whom dazzled listeners
with their improvisation skills and could adapt their repertoire to
please each and every audience member.

Local violinists strived to emulate these foreign musicians. One of
the most popular Latvian entertainment violinists and band leaders of
the 1930s was Teodors Kaizers (born November 27, 1902, in Riga; died
December 12, 1964, in Melbourne). He had studied violin privately
with a number of different teachers, but his studies in Budapest with
the famous salon violinist Georges Boulanger (1893-1958) had been
particularly pivotal. It was from Boulanger that Kaizers learned the
Hungarian-Gypsy style of playing that was in such demand at the time.
According to ethnomusicologist leva Tihovska, Gypsy music (although
usually stylised instead of authentic) was very popular in Riga’s cafés,
restaurants, dance halls and casinos in the 1930s (Tihovska 2014:
180-181). Kaizers also had the opportunity to play with Hungarian
entertainment music orchestras and become acquainted with their
repertoire.

After returning to Latvia, Kaizers performed in many cafés and
restaurants in Riga and was a widely known performer of popular
music who played not only the violin but also the trumpet, clarinet,
percussion, guitar and double bass. The orchestra he led played a
very wide variety of music, ranging from arrangements of 18%- and
19"-century opera music to Hungarian and modern American music.
The latter included a number of jazz compositions, for example, Duke
Ellington’s Mood Indigo, as documented by the Latvian jazz history
researcher Indrikis Veitners (2014: 138).

One significant performance venue for Kaizers was the Milk
Restaurant (Piena restorans) of the Riga Dairy Producers” Union, located
at Elizabetes iela 55, on the street that was known at the time as the
Old Broadway of Riga. Kaizers also composed some pieces of his own,
among them Spéka dzeriens (Muscle Drink), a song about milk with lyrics
by Vilis Pliidons, which was especially popular at the Milk Restaurant.
Following the emigration of Latvia’s other best-known salon violinist,
Bruno Cunéing, to Germany in 1939, Kaizers took over leadership of the
Opera Café (Operas kafejnica) orchestra. Kaizers also served as principal
violinist of the Latvian National Theatre Orchestra (under conductor
Janis Kalnins) for five years (1928-1932). He even performed the role of
the violinist Imre in Melchior Lengyel’s comedy Night Serenade.

From 1932 until 1938, Kaizers’ name regularly appeared in Riga
Radiophon programmes that featured his orchestra. Live performances



from cafés and restaurants in which he participated were also broadcast
on the radio from time to time. Kaizers took part in many recordings
for the Bonophon, Homophon and Bellaccord Electro labels both as a soloist
and the conductor of his salon orchestra.

During the Second World War, Kaizers performed as a solo
violinist and conducted the orchestra of the Latvian Frontline Theatre,
entertaining Latvian conscripts in the Nazi German army. The theatre
covered a distance of more than 10,000 kilometres to perform for
Latvian military units stationed from the Gulf of Finland all the way
to the Black Sea. In late 1944, Kaizers fled to Germany as a refugee.
There, he initially played with the Hannover Radio Orchestra and later
became the commandant of the Beverina refugee camp in the British
occupation zone of Germany. After the war, he organised the Latvian
musical ensemble at the Ceriba displaced persons (DP) camp in Holzen,
Germany.

Kaizers emigrated to Australia in 1952, where he continued to
work professionally as a violinist at prestigious hotels, nightclubs and
restaurants in Sydney and Melbourne as well as Hayman Island in
the tropics. In Sydney he re-established a salon orchestra and signed
a contract with the Australian Broadcasting Corporation (ABC),
which regularly broadcast the orchestra’s music several times a week.
Together with saxophonist, pianist and accordionist Harijs Rozentals
and singer Arija Prindule, Kaizers bought the Green Dolphin nightclub
in Melbourne in 1958 and continued playing there until the end of his
life.

Kaizers’ granddaughter Sarmite Zalkalna (née Kaizere), who lives
in Skrunda, Latvia, has donated a large number of materials from her
grandfather’s private archive to the Literature and Music Museum of
Latvia. Together with other materials, these resources provide a valuable
insight into Kaizers’ own activities as well as significant aspects of
repertoire and style in the history of Latvian entertainment music. It can
be concluded that many of the most illustrious musicians in this genre
were quite open to the newest European and American trends in music;
Kaizers himself, although best known as an exceptional performer in
the Hungarian/Gypsy tradition of violin playing, also felt at home with
the classical and jazz repertoires. In exile, his achievements among not
only his own countrymen but also broader German and Australian
audiences point to his personal success as an artist as well as, indirectly,
the high level of Latvian entertainment music in general and its ability
to compete in the international market.
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VIJA MUSKE (1927-1988) -PADOM]JU REPRESIJU
UPURIS UN SAVRUPNIECE LATVIESU
MUZIKOLOGIJA

Zane Prédele

Anotacija

Padomju Savieniba attiecibas starp varu un sabiedribas locekliem
ilgstosi ietekmeja represivais faktors. Raksta autores uzmanibas centra
ir muzikologes Vijas Muskes tragiska biografija un talantigas jaunas
sievietes centieni izlauzties no sistémas apburta loka Hrus¢ova atkusna
laika, veidojot zinatnisko karjeru. Diemzel izstitijuma iedragata gariga
veseliba nelava pilnvertigi stradat un aizstavet disertaciju Padomju
Savieniba. Politikas ietekme parauga konkrétu institticiju un tas
parstavju negrozamos aizspriedumos attieciba uz autores veikumu.
Publikacija analizeé skerslus, ar ko Vijai Muskei nacas saskarties
muzikologijas akadémiskajas aprindas Riga, Maskava un Leningrada
20. gs. 70. gados, un caur korespondences liecibam portrete Muskes
zaudéto cinu akademiskas darbibas lauka.

Atslegvardi: deportacijas, Vilhelms Kuze, Jilijs Muske;
Latvijas PSR, Maskavas un Leningradas
konservatorijas; kritika; gariga veseliba

Abstract

In the Soviet Union, interactions between the authorities and
members of society were long influenced by the element of repression.
The paper focuses on the tragic life story of the talented musicologist
Vija Muske and her efforts to break out of the vicious cycle of the system
during the Khrushchev Thaw and establish a career. Unfortunately, she
was unable to defend her dissertation in the Soviet Union, and due to
her mental health, which had been affected by deportation, she was
also unable to work to her fullest potential. The influence of Soviet
political policies eventually developed into permanent prejudices on
the part of certain institutions and their representatives regarding
Muske’s achievements. The paper analyses the obstacles that prevailed
in the academic circles of musicology in Riga, Moscow and Leningrad
in the 1970s and, referencing correspondence by Muske, describes her
struggles in the academic field.

Keywords: deportations; Vilhelms Kuze; Julijs Muske;
conservatoires in the Latvian SSR, Moscow and
Leningrad; criticism; mental health



Vijas Muskes dzivesstasts nav unikals, tas lidzinas citiem vismaz
piecpadsmit tukstosu latviesu stastiem par to, ka 1941. gada nakti uz
14. juniju vini tika deportéti un ka tas izmainija visu turpmako dzivi.
Tomer, uzsakot padomju muzikologijas mantojuma vertéjumu, &1
personiba piesaista Ipasu uzmanibu. Lai arl genocida pret latviesu
tautu iebiedéta, savos muzikalajos uzskatos Vija Muske bija principiala
un neliekulota, pilna ar spitu pret padomju sistému. 2020. gada
zurnala Miizikas Saule otraja laidiena vinai dazus teikumus, kavéjoties
atminu saruna, velti muzikologi Inese Liisina un Janis Torgans. Liisina
atzist, ka Muske bija padomju varas nemiléta, sabradata un mala
nobidita talantiga personiba, savukart Torgans Saubas, vai vina bija
liela zinatniece, jo ta arl neaizstaveja disertaciju (Engelis 2020: 34).
Siem izteikumiem iesp&jams gan dalgji piekrist, gan ari tos atspékot,
balstoties arhivu dokumentu un laikabiedru liecibas.

Ir dzimtas, kas likusas pamatus latviesu rapniecibai, nacionalajai
inteligencei, sabiedriskajai dzivei un kultirai. Viens no Siem
celmlauziem bija ari uznemejs Vilhelms Kuze (1875-1941), kurs
fanatiska milestiba uz savu profesiju pacéla pagrabstava konditorejas
cehu lidz cienfjamai akciju sabiedribai V. Kuze (Puga 1989). Saja dzimta,
kuras vienpadsmit locekli cietusi staliniskas represijas, ir arl vairaki
miuziki ar tragisku likteni.

Muzikologes Vijas Muskes vectévs Vilhelms Kuze bija iecienits
latviesu uznemejs, saldumu fabrikants starpkaru perioda, tauta biezi
saukts par Sokolades un konfeksu karali; vina vardu zinaja teju ikviens
Latvijas iedzivotajs. Miisdienu leksika Kuzes saldumriipnieka bizness
butu vertgjams ka Latvijas veiksmes stasts, jo fabrikas izstradajumi
iekaroja starptautisku atzinibu: saldumus eksporteja uz Eiropas,
Ziemelamerikas, Azijas valstim un Australiju. Interesanti, ka fabrikants
izradijis humanas ripes par saviem stradniekiem, radot pat loti
miusdienigu arodbiroja darba sistemu — vins gadajis par darbinieku
socialo dzivi arpus darbalaika, sniedzis atbalstu uznemuma stradajoso
bérniem, fabrika vienmeér bijusi atverta interesentu ekskursijam.
Vilhelms Kuze bijis plasa meroga labdaribas piekritéjs, kas atbalstijis
gan sportu, gan kulttiru. Pieméram, 1936. gada vins kopa ar citiem
rapniekiem ziedojis 6000 latu, lai komponistu Jani Kalninu “atbrivotu
no maizes darba un vin$ varétu nodoties operu un citu lielu darbu
komponéSanai” (Pazane 2014: 191). Tas bija pirmais Sada veida
pabalsts Latvijas miuizikas dzive, un, pateicoties tam, jau péc pusgada
tika pabeigta Jana Kalnina opera Uguni (1937). 20. gadsimta 30. gados
plaukstosa uznpémuma filiales bija gratak parvaldit vienpersonigi,
un Kuze vadosajos amatos iesaistija abu meitu znotus, tadejadi radot
savveida gimenes biznesu (Pazane 2014: 191).
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! Abreviattira RTMM Seit un
turpmak ievada Rakstniecibas

un mizikas muzeja (agraka
Rakstniecibas, teatra un muizikas
muzeja) inventara nr. aprakstu.
Pilnu aprakstu skat. raksta beigas,
literatiiras un citu avotu saraksta.

Vijas Muskes téevs, baritons Julijs Muske (1893-1942) bija piedalijies
Pirmaja pasaules kara un vélak studéjis Maskavas konservatorija
vokalo makslu. 20. gadsimta 20. gados vin$ stradajis Nacionalaja
opera (skat. 1. attélu) un papildinajies pie kada vokala pedagoga, kurs
darbojies Milanas La Scala operteatri. Kuzu dzimtas pétniece Baiba
Pazane atzimé, ka laika, kad znots Jilijs Muske uzstajies Nacionalaja
opera, sievastévs Vilhelms Kuze apmekléjis visas vina izrades — Sadiem
gadijumiem Kuzu gimenei vienmer bija rezervétas divas lozas (Pazane
2014: 25). Muzikologs Arturs Birnsons (1913-2002) Vijas Muskes miiza
nogale 1988. gada 23. februari rakstijis vinai par savu datu apkopojumu:
Julijs Muske esot opera atveidojis 25 lomas. Pateiciba par Sim zinam
Vija Muske veéstulé atbildéjusi, ka vina ir “téva meita, ir péc izskata, ir
péc rakstura” (RTMM 842974").

1. attéls. Jalijs Muske Slémila loma Zaka Ofenbaha operas Hofmana stasti iestudéjuma Latvijas
Nacionalaja opera. Riga, 1923. gads. RTMM 216486

Vél esot Maskava, Julijs Muske bija stradajis ka gramatvedis, un
§1 pieredze velak fabrikas darba lieti noderéja. Sakotnéji paraleli
opermakslinieka gaitam vins bija fabrikas tehniskas dalas vaditajs. Ka
norada Baiba Pazane, btidams cilveks ar makslinieka gaumi, Muske
lielu uzmanibu pievérsa fabrikas razojumu aréjam noforméjumam — to
makslinieciskai izdailosanai, ka ar1 fabrikas veikalu iekartosanai péc
Rietumeiropas veikalu parauga (Pazane 2014: 24).



Dokumentos atskirigi minéts datéjums laulibam ar Vilhelma Kuzes
jaunako meitu Veltu - tas notikuSas vai nu 1924., vai 1926. gada
(LNA/LVA, 1987-1-17337% 9; LNA/LVA, 1986-2-P9932: 1a). 1927. gada
9. februari piedzima pirma meita Vija, un Jilijs Muske noléma aiziet
no darba opera, lai ziedotu visus savus spékus fabrikas tehniskas dalas
attistibai. Péc gada, 1928. gada 24. jilija, pasaulé naca otra meita Inta
Muske. 1935. gada 1. janvari Jalijs Muske tika ievélets par sievastéva
fabrikas tehnisko direktoru un visbiezak parstavéja uznemumu dazadas
izstadés. Saja laika meitai Vijai bija astoni gadi. Vinas tévs tika raksturots
ka energisks, sportisks cilveks, kas piedalijies fabrikas darbinieku
kulttiras un sporta biedribas darba, turklat atradis laiku sabiedriskai
aktivitatei ar1 citas biedribas un organizacijas, pieméram, jaunas Rigas
rapnieku biedribas valdes locekla amata, bijis 5. Rigas aizsargu pulka
saimniecibas prieksnieka paligs u. tml. (Pazane 2014: 24).

Julija Muskes gimene 1941. gada dzivojusi Brivibas iela, un dziedatajs
Mariss Vétra (1901-1965), atceroties savas trimdinieka gaitas Zviedrija,
kur 40. gadu vidu kapléjis osta salsakmenus, raksta:

“13. junija nakti [t. i.,, 1941. gada — Z. P.] ar Juliju Muski un Veltu vél
satikamies Bayutas izradé. Dazas stundas velak vinus aizveda. Velta
allaz mocijas ar smagam galvas sapém. Ja vini var izturéet, es ar1 varu.
Man maksa labu algu. Vini nav paédusi. Kapléju, bet ik bridi es varu ar1
aiziet, ja gribu. Vinus apsarga dzelonstieples un suni.” (Vetra 1954: 234)

Savukart Rakstniecibas un miuzikas muzeja glabajas Jana Kepisa
solodziesma Griitd nakti ar Elzas Kezberes tekstu, kas veltita represeta
Julija Muskes gimenei. Komponista rokraksta ir pieejama gan versija
ar klavierpavadijumu (RTMM 445380), gan partitira balsij un
simfoniskajam orkestrim (RTMM 723982), ka ar1 solodziesmas noraksts
(RTMM 212880). Mtizikas zinatniece Lolita Firmane gramata Darba bite.
Kepitis norada iespejamibu, ka Griitd nakti manuskripta datéjums jeb
komponesanas laiks ir 1941. gads (Farmane 2010: 92). Tatad tragiskais
notikums guva atbalsi kultiras aprindu laikabiedru apzina.

Valdas Gégeres gramata Saldumu karalis Vilhelms Kuze un Baibas
Pazanes publikacija Vilhelms Kuze. Sokolades karalis var lasit dramatiskas
laikabiedru liecibas — nostastus, ka Dienviduralu Solikamskas rajona,
Usoljes soda jeb labosanas darbu nometne, 1941. gada 4. oktobr1 mirst
Vilhelms Kuze, vel ieskicejot savu saldumu receptes (Gégere 2006: 7—
10; Pazane 2014: 223). Apsiudzéta Julija Muskes lieta rodamas dazas
zinas par sievastévu: padomju amatpersonas vinu raksturojusas ka
sociali bistamu elementu, bijuso Sokolades un konfekSu fabrikas
ipasnieku, kura paklautiba stradajusi 700 cilveki (LNA/LVA, 1987-1-
17337:38). Tikai 1992. gada 27. februari saskana ar 1990. gada 3. augusta
Latvijas Republikas likumu Par nelikumigi represéto personu reabilitaciju
(1. panta 2. punkts) Kuze tiek reabilitéts (LNA/LVA, 1987-1-17337: 37).

2 Abreviatira LNA/LVA Seit un
turpmak apzimé Latvijas Nacionalo
arhivu / Latvijas Valsts arhivu:
sekojosie tris skaitli norada, attiecigi,
uz arhiva fonda, apraksta un

lietas numuru, savukart skaitlis

péc kola apzimé lietas lappusi.

Pilnu aprakstu skat. raksta beigas,
literatiiras un citu avotu saraksta.

29



30

3 [...] Posle chego trup MUSHKE JU. P.
predan zemle.

Satversmes aizsardzibas biroja Totalitarisma seku dokumentésanas
centra izstradataja pétijuma Cetrdesmito gadu deportacijas. Struktiiranalize
Indulis Zalite un Sindija Dimante atzimeé, ka 1941. gada deportéto
personu sadalijuma péc izsiitijuma pamatojuma prevaléjosais faktors
ir piederiba “sabiedriski bistamu elementu” gimenei. Sads iemesls
tolaik noradits gandriz 7000 sieviesu un 3000 virieSu izveSanai. Otrs
deportacijas pamatojums ir bijis arests: tas attiecinats uz vairak neka
4000 virieSu un niecigu skaitu sieviesu (Zalite, Dimante b. g.). No
Sibirijas dzimtene atgriezas tikai dazas KuZzu dzimtas sievietes —
Vija Muske un vinas mate Velta Muske, ka ar1 soprans Berta Kuze
(Vilhelma braladéla sieva) un vinas meita Silvija Kuze. Jau pieminétaja
Valdas Gegeres gramata Maris Veidemanis, Nujorka dzivojoss jurists
un Vilhelma Kuzes mazmazdeéls, skaidro: Vilhelma paaudzes cilveki
ieaudzinaja visas nakamajas paaudzes domu, ka gimene ir pirmaja
vieta, tai jasanak kopa ne tikai kazas un beres, ir biitiski kopt gimenes
saites nepartraukti. Veidemanis uzskata:

“Tragedija bija ta, ka Jalijs un Velta uz Sibiriju néma lidzi savas divas
mazas meitas, lai gan vini nebija spiesti to darit. Vini gribéja, lai gimene
butu kopa. Vecaka meita Vija atgriezas Latvija, bet nekad nevareja tikt
uz Rietumiem un muzigi savu mati ienida par vinas lemumu.” (Gégere
2006: 140-141)

Par mates niSanu gan objektivu pieradijumu trikst, turklat Vija Riga
bija uznémusies riipes par Veltu Muski lidz pat vinas navei 1980. gada.
Tacu izsutita Julija Muskes personas lieta (LNA/LVA, 1986-2-P9932: 3)
patiesi apstiprina, ka LPSR Iekslietu Tautas Komisariata (IeTK) Valsts
drosibas parvalde (VDP) izdevusi orderi Nr. 009073 tas darbiniekam
tikai par Julija Muskes arestu un izveSanu no adreses Brivibas iela 4/6,
isa, jo gimeni no Jalija Muskes iz$kira jau Skirotavas stacija un vina
turpmakais liktenis Veltai un meitam nebija zinams (LNA/LVA, 1987-
1-17337: 8).

Ieslodzita Jilija Muskes personas lieta dokumente, ka Usoljes soda
jeb labosanas darbu nometné (skat. 2. attélu) Molotovas apgabala
jau 1942. gada 21. janvarl vinam piespriests augstakais soda meérs
nosaujot. Spriedums izpildits Solikamskas pilseéta 1942. gada 7. aprili
pl. 23.00, “pécak liki atdodot zemei”? (LNA/LVA, 1986-2-P9932: 16-17).
Balstoties uz ieslodzita Julija Petrovica Muskes personas lietu, jasecina,
ka laikraksta Latvijas Véstnesis raksta (Gravitis 1999) un vairakos citos
avotos minétais naves datums — 1943. gada 15. maijs — nav pareizs.
1942. gada 14. marta protokola izraksta Nr. 16-M noradita Muskem
izvirzita apstidziba — palidzibas sniegsana starptautiskajai burzuazijai,
daliba kontrrevolucionara fasistiska organizacija un pretpadomju
agitacija, par ko piespriesta arl mantas konfiskacija (LNA/LVA, 1986-
2-P9932: 15).



2. attels. Julijs Muske apcietinajuma Solikamska 1942. gada. LNA/LVA, 1986-2-P9932: 6

Savukart Latvijas Republikas Generalprokurattiras Reabilitacijas
un specdienestu lietu prokuratira 2009. gada 14. oktobrl grozija
Arpustiesas nolemumu, nosakot, ka Jilijs Muske ir reabilitets, jo
vina riciba nav nozieguma sastava (LNA/LVA, 1986-2-P9932: 25).
Ierobezotas piekluves kriminallieta Nr. 5653 (kriminallietas arhiva
Nr. 9932-L, prokuratiiras uzraudzibas lietas Nr. 248/09) secinats:
padomju amatpersonas bija uzradijusas apstidzibas un pieradijumus
par to, ka Julijs Muske diengjis aizsargos un nodarbojies ar pretpadomju
propagandu, tacu vins nav izdarijis jebkadus noziegumus pret mieru,
genocida noziegumus, noziegumus pret cilvéci, kara noziegumus un
kriminalnoziegumus pret nekombatantiem (LNA/LVA, 1986-2-P9932:
25). Jaatzime, ka Sie svarigie téva attaisnoSanas dokumenti tapusi tikai
péc Vijas Muskes naves. ..

Apsudzeta Julija Muskes lieta glabajas ar1 vertigi dokumenti par
vina sievas Veltas Muskes dzivi. Vispirms jau te minams 1945. gada
4. augusta Tomskas apgabala KolpaSeva rakstitais Veltas Muskes
ligums LPSR Augstakas Padomes Prezidija priekssedétajam,
profesoram Augustam Kirhensteinam - taja mate ltidz atlauju sev un
meitai Vijai atgriezties dzimtaja Latvija, pieminot, ka jaunaka meita
Inta mirusi 1942. gada 21. janvari un tagad, kad kara vétras rimusas,
Velta Muske labprat dzimtaja Latvija palidzetu “atjaunot ienaidnieka
nodaritos postijumus” (LNA/LVA, 1987-1-17337: 8). Sim lagumam
pievienota arl ar roku rakstita autobiografija. Bidama kasiere akciju
sabiedriba V. Kuze, Velta Muske 1938. gada pec savas mates Olgas
Kuzes naves ienémusi galvenas kasieres amatu un turpinajusi So
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* Tagadéja Jazepa Medina Rigas
Mizikas vidusskola.

darbu lidz izstitisanas dienai, ieskaitot art 1940. gadu, kad uznemums
nacionalizéts (LNA/LVA, 1987-1-17337: 9). Vina raksta:

“Seit Sibirija, vispirms stradajam kolchoza Vasjuganas rajona. Ziema
nomira mana jaunaka meita Inta ar tuberkulozi. Eksistences iesp€jas
mums bija loti aprobeZotas un tadel ludzu parcelt mani uz citu rajonu.
Mans lagums tika ieverots un 1942. gada vasara parcelamies uz
Parabelu. Tur stradajam tiklu meSanas un c. t. darbus. 1943. gada mis
mobiliz&ja [..], ta nonacam Kolpasevas rajona. Rudeni tai pasa gada
apmetamies uz dzivi Kolpasevas pilséta, jo mana meita Vija loti vélejas
turpinat partraukto izglitibu. Vina saka apmeklét skolu un beidza 8-to
un Sogad 9-to klasi, ka teicamniece. Es stradaju ka meistare — aditaja
arteli [..]. Darbu censos izpildit atzinigi un nekad neesmu sodita.”
(LNA/LVA, 1987-1-17337:9)

1947. gada 18. februari Muskes sanem atbildi no Rigas, ka Veltai
un Vijai izsttljums netiek atcelts, jo Jalijs Muske bijis aktivs biedrs
faSistiskaja organizacija Aizsargi — vin$ darbojies ka 5. Rigas aizsargu
pulka saimniecibas prieksnieka paligs un pildijis komercdirektora
pienakumus fabrika V. Kuze (LNA/LVA, 1987-1-17337: 10). Turpmakie
lietas dokumenti apliecina, ka 1947. gada 7. julija “sociali bistamie
elementi” Velta Muske un Vija Muske no Kolpasevas pilsetas aizbégusas
(LNA/LVA, 1987-1-17337: 12). Seit sakas topo$as muzikologes Vijas
Muskes biografijas datu nesakritiba, jo cita dokumenta 1949. gada
18. septembri minéts, ka 1946. gada, nepastavot ierobezojumiem, Vija
Muske ar mati atgriezusies Riga un iestajusies Miizikas vidusskola pie
LPSR Valsts konservatorijas Kora dirigésanas nodala* (LNA/LVA, 472-
3p-727:3,17). Kanorada Vizbulite Berzina, tolaik (1946. vai 1947. gada -
Z. P.) nevienam péc paSa gribas vél nebija iespéju nometni atstat
(Zanes Predeles privatarhivs, turpmak ZPA, Berzina 2016a). Veltai
Muskei atlauja maksajusi to, ka vina tikusi savervéta ka Valsts Drosibas
komitejas (VDK) agente ar pseidonimu Luiza unnacies rakstit zinojumus
par trim cilvékiem, no kuriem neviens nebija miuizikis (LNA/LVA, 1987-
1-17337: 17). Saja dokumenta pievienots Veltas Muskes raksturojums:
VDK parstavjiem Luiza Skitusi spéjiga agente, kas var tikt veiksmigi
izmantota, lai “apstradatu” latviesu burzuaziskos nacionalistus (LNA/
LVA, 1987-1-17337: 17). Péc neilga laika — 1950. gada 22. julija — fikséts
izraksts no protokola Nr. 33, kas pazino, ka Veltai Muskei tiek atcelts
izsttijums un vina var turpinat dzivot Latvija (LNA/LVA, 1987-1-17337:
19). Zinams, ka Velta Muske neilgi stradajusi mebelrapniecibas arteli
Centiba par sekretari masinrakstitaju, savukart jau kops 20. gadsimta
50. gadiem bijusi ilggadeja LPSR Valsts filharmonijas masinrakstitaja
redaktore. Vina devusies muiziba 1980. gada 1. marta un guldita I Meza
kapos lidzas savai matei Olgai Kuzei. Dzives pédejos astonus gadus
Vijai Muskei tuvinieku Latvija vairs nav, sakari ar attaliem radiem ASV
un Kanada, visticamak, netika pielauti jau agrak. Vija Muske nekad ar1
nesanéma atlauju celojumiem arpus PSRS.



Pieversoties Vijas Muskes biografijai, saméra precizas detalas atklaj
vinas personas lieta Latvijas Valsts arhiva, kas raksturo periodu no
1934. 1idz 1958. gadam. 1949. gada, stajoties LPSR Valsts konservatorijas
Kompozicijas fakultates Muizikas vestures-teorijas nodalas 1. kursa, Vija
Muske raksta, ka 1934. gada uzsakusi macibas Rigas pilsetas 7. Natalijas
Draudzinas vidusskola, kur Iidz 1941. gadam pabeigusi septinas klases
(LNA/LVA, 472-3p-727: 1, 3). 1941. gada junija vina kopa ar mati
devusies uz Tomskas apgabalu un stradajusi dazadus darbus kolhoza.
1943. gada septembri péc krievu valodas pamatu apguves Muske
iestajusies Tomskas apgabala Kolpasevas pilsétas 3. vidusskolas 8. klase
un no 1944. gada septembra turpinajusi macibas Kolpasevas pilsétas
apliecibu (LNA/LVA, 472-3p-727: 3). Péc triju gadu macibam Kora
dirigesanas nodala Miuizikas vidusskola pie LPSR Valsts konservatorijas
Muske 1949. gada augusta iestajusies konservatorijas Kompozicijas
fakultates Miizikas véstures-teorijas nodalas pirmaja kursa profesora
Vladimira Muzalevska klasé (pavele 1949. gada 18. augusta Nr. 169;
skat. LNA/LVA, 472-3p-727: 1, 3, 29). Jau $ajos iestajeksamenos toposa
muzikologe parada savu talantu un ir absoliita teicamniece, kartojot
parbaudijumus pie Jekaba Vitolina (specialitate), Jana Licisa (miizikas
teorija), Lucijas Gartitas (harmonija un solfedzo) un Igora Kalnina
(klavieres); pat krievu valoda un literatira, ka ari PSRS vesture tiek
nokartota uz pieci (LNA/LVA, 472-3p-727: 8-9). Saglabajusies ar1 Vijas
Muskes studenta personas kartite, kura Vladimirs Muzalevskis devis
kodoligu raksturojumu: “Loti spejiga, piemit plasa atmina”® (LNA/
LVA, 472-3p-727: 29). Tacu jau 1950. gada 29. maija Muske tiek izslégta
no konservatorijas studentu saraksta “sakara ar autobiografisku datu
nokluseéSanu” un aizradijumu, ka 1949./1950. macibu gada studente
nelabprat stradajusi sabiedrisko darbu (LNA/LVA, 472-3p-727: 17, 31).

Turpmakie tris gadi ir Vijas Muskes biografijas baltais plankums.
No 1946. Iidz 1950. gadam vina ir bijusi LPSR Makslas darbinieku
arodbiedribas locekle, bet tad $i aktivitate partriikst. Neatbildéts
paliek jautajums — kur Muske uzturejusies 1950.-1953. gada? Sava
autobiografija 1953. gada 11. augusta vina norada, ka Saja perioda
kadu bridi stradajusi makslinieciskaja pasdarbiba par pavaditaju un
kop$ 1952. gada bijusi majkalpotaja péc liguma (LNA/LVA, 472-3p-
727: 17). Tomér muzikologe Vizbulite Berzina gramata Daudz baltu
dieninu... plasi apraksta firisanas kampanu, kas skara ar1 LPSR Valsts
konservatorijas studentus vai jau absolvé&jusos:

studentu Jazepu Lindbergu, 1. julija koncertmeistari Iréenu Bergmani.
Otrreiz cela uz Sibiriju ir muzikas véstures studente Vija Muske.
Nedaudz velak, uz rudens pusi, konservatorija atbrivojas no baznicas
kalpiem un kulaku piebalsotdjiem.”® (Berzina 2006: 214)

*Ochen’ sposobnaja, obladaet bol’shoj
pamjat’ju.

¢ Citéjot pedejo frazi, gramatas
autore atsaucas uz partijas sekretara
Vladimira Kaupuza (1925-2020)
atskaiti 1950. gada 28. oktobri.
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3. attels. Vija Muske 20. gs. 40./50. gadu
mija. Dokumentu foto. LNA/LVA,
472-3p-727:32

4. attels. Vija Muske ap 1954. gadu.
Dokumentu foto. LNA/LVA, 472-3p-
727:32

Ar1 muzikologs Arnolds Klotin§ gramata Miizika péckara
stalinisma. Latvijas miizikas dzive un jaunrade 1944-1953 atbalsta ka
ticamu versiju par Muskes atkartotu deportaciju (Klotins 2018: 312).
Telefonintervija i raksta autorei vins atzist:

“[..] no laika gala esmu zinajis, ka vina [Vija Muske — Z. P.] bijusi
izstitijuma otru reizi, par to runaja visapkart. Péc manam domam, vina
S0 otro izsutijumu dokumentos ir slepusi. Nekadu lietisku pieradijumu
man nav.” (ZPA, Klotins 2020)

Ta ka Sobrid truikst dokumentu liecibu, kas apstiprinatu atkar-
totu deportaciju, $1 raksta autore sliecas domat, ka Vija Muske (skat.
3. un 4. attélu) nav izsatita otro reizi, bet slepusies un izvairijusies no
sabiedribas, jo Iidz Stalina navei rezims bija 1pasi nezeligs. Turklat Vijas
Muskes radiniece, dziedataja Berta Kuze, tieSam deportéta uz Sibiriju
(Novosibirsku) otrreiz (T. 1966: 4), kas varbiit provocéja baumas.

1953. gada 7. augusta uz LPSR Valsts konservatoriju atcelo oficials
dokuments direktoram Janim Ozolinam — PSRS Kulttiras ministrijas
Galvenas makslu lietu parvaldes Macibu iestazu parvaldes atlauja
pielaist Viju Muski pie iestajparbaudijumiem uz pirmo kursu.
1953. gada 1. oktobr1 $1 pati institiicija piedava ieskaitit vinu studentu
rindas sakara ar “muzikologu kadru nepieciesamibu”. Tadejadi
Muske velreiz sniedz dokumentus, lai tiktu uznemta LPSR Valsts
konservatorijas Kompozicijas fakultates Miizikas veéstures-teorijas
nodala ka 1953./1954. gada pirma kursa otra semestra studente. Soreiz
valsts iestajparbaudijumos vinas atzimes ir dazadas — pieci (teicami)
elementarteorija, solfedzo un klavierspelg, cetri (labi) harmonija un
latviesu valoda, savukart tris (viduveji) krievu valoda un PSRS vésture
(LNA/LVA, 472-3p-727: 21).

Uzsakot studijas 1954. gada februari, Vija Muske iepazistas ar kursa
biedreném, spécigam toposajam miizikas zinatniecem - Vizbuliti
Bérzinu, Brigitu Briedi, Gunu Golubu, Mirjamu Berlinu un Ligitu
Viduleju. Studijas rit ar panakumiem, tiek sanemta regulara stipendija,
prémija (200 rubli) studentu zinatnisko darbu republikaniskaja skate
par pétijumu Sergeja Rahmaninova preliidiju stila ipatnibas, ka art izteikta
pateiciba par aktivu piedaliSanos studentu zinatniskas biedribas
darbiba (Muske ir $is biedribas priekssedétaja) un sekméem zinatniska
darba pieredzes apguve (LNA/LVA, 472-3p-727: 33). No 81 briza jauna
muzikologe uzsak ari publicéties padomju laikrakstos ka miizikas
kritike, rakstot par koncertiem un operizradem.

1957. gada pavasari Vija Muske lidz LPSR Valsts konservatorijas
direktoram atlauju doties komandéjuma uz Maskavu, lai varéetu vakt
materialus savam diplomdarbam par Sezara Franka dailradi. Atbalstu
$im komandé&jumam pauz ari katedras macibspeki — Jekabs Vitolins
un Nilss Grinfelds (LNA/LVA, 472-3p-727: 27). 1957. gada maija



konservatorijas direktors, docents Janis Ozolins, sniedz ceturta kursa
studentes Vijas Muskes biitisku raksturojumu:

“Muske ir darbspéjiga studente. Macibas teicamniece, censas paplasinat
savu redzesloku. Vairakkart uzstajusies ar priekslasijumiem. Strada
studentu zinatniskaja biedriba. Péc rakstura V. Muske loti noslegta

un aizdomiga, ne vienmeér savaldiga ar citiem. Iespéjams, ka $is vinas
raksturojuma iezimes saistitas ar to, ka 1941. gada vinas vecaki bija
represéti.”” (LNA/LVA, 472-3p-727: 26)

Atsauksmes pédéjais teikums neparprotami liecina, ka politiska
situacija Latvija ir mainijusies. Sacies destalinizacijas jeb t. s. Hruscova
atkusna laikmets, kas iezimigs ar1 ar deporteto lietu parskatiSanu, masu
reabilitaciju un amnestiju. Tiesa, $is pozitivais paversiens nav ilglaicigs,
jo, ka secina vésturniece Daina Bleiere, “péc N. Hruscova atcelSanas no
amata J. Stalina kritiku partrauca un bija méginajumi vinu reabilitéet”,
kaut ar1 “PSRS vadiba neuzdrosinajas to istenot pilniba” (Bleiere b. g.).

Savukart 1958. gada 13. junija direktors Janis Ozolins sagatavojis
toposas absolventes raksturojumu LPSR Kultiiras ministrijai:

“Muske, Vija Julija m., dzim. 1927. g., péc tautibas latviete,
bezpartejiska — apdavinata, nopietna, ar tieksmém un dotibam uz
muzikali-zinatnisku darbu. Labi uzstajusies ka lektore, ari muizikas
kritika, kur gan bija jaatzimeé dazi parsteidzigi véertejumi. Grits un
sarezgits raksturs, sevi noslégta. Sabiedriskaja dzive nem dalibu.”
(LNA/LVA, 472-3p-727: 28)

Par spiti vadibas pamanitajam noslégtibas un nesavaldibas iezimem,
1958. gada Vija Muske absolve LPSR Valsts konservatorijas Miizikas
vestures-teorijas (tagadejo Muzikologijas) nodalu profesores Lijas
Krasinskas klase®. Muske bija peckara Latvija pirma muzikologe, kas
izradija interesi par Rietumeiropas mizikas jautajumu pétniecibu,
vinas izraudzita téma tika akceptéta, un tapa diplomdarbs Melodika un
tematiskas saites Sezara Franka miizika (brieduma perioda instrumentaldarbos),
ko ar teicamu atzimi noveértéja darba recenzente Liicija Gartita. Starp
citu, Liciju Gariitu vinas skolniece Vija Muske lidz pat komponistes
navei 1977. gada godbijigi uzskatijusi par savu garigo mati (Muske 1987).
Prese rakstija, ka 1958. gada konservatoriju absolvejusi 46 studenti un
no miizikas zinatniekiem labakas sekmes uzradijusas Vizbulite Bérzina
un Vija Muske, kura nozimeéta darba Ventspils muzikas skola (Grinfelds
1958; Ozolins 1958). Tacu realitate darba gaitas Ventspili nav uzsaktas, jo
1959. gada rudeni, netikusi Leningradas konservatorija, jauna muzikologe
klast par Maskavas konservatorijas aspiranti (Muske 1987).

Izsutijuma gadi bija neatgriezeniski traumeéjusi Vijas Muskes
garigo veselibu, un slimibas sekas ar gadiem izpaudas arvien smagak,
apgritinot normalu komunikaciju ar apkartejo sabiedribu un traucejot
radoSajam darbam. Stavoklis Ipasi pasliktinajas pec mates Veltas
naves 1980. gada, kad neviens Vijas veselibai vairs ar Ipasam ripém
nesekoja. lespéjams, vinai bija robeZstavokla limeni funkcionéjosas

7 Mushke trudosposobnaja studentka.
Javljaetsja otlichnicej v uchebe, stremitsja
rasshirit” svoj krugozor. Neodnokratno
vystupala s dokladami. Rabotaet v
Studencheskom nauchnom obshhestve.

Po harakteru V. Mushke ochen’ zamknuta i
mnitel 'na, ne vsegda sderzhana s drugimi.
Vozmozhno, chto jeti cherty haraktera
svjazany s tem, chto v 1941 godu ee
roditeli byli repressirovany.

8Interesantu ainu atklaj
Muzikologijas nodalas absolventu
diplomdarbu raditajs perioda no
1952. lidz 1994. gadam (Jazepa

Vitola Latvijas Miizikas akadémijas
Muzikologijas nodalas absolventi.
1952-1994 b. g.). 50.-70. gados
darbu tematika ieziméjas liels
padomju miizikas pétniecibas
patsvars, kas bija sava laika

nodeva valdosajai ideologijai. Otru
sameéra plaso pétniecibas temu loku
absolventu darbos Iidz 90. gadiem ir
veidojusi latviesu miizikas jautajumi
un personalijas.
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psihes iezimes un skel$ana ka psihes aizsardzibas mehanisms. Tadejadi
emocijas netika pardzivotas un apzinatas. Laikabiedrs Arnolds Klotins
norada, ka ikdiena Vija Muske atstajusi drima, mazruniga cilvéeka
iespaidu. Klotins atminas, ka vinas seja esot bijusi riigtuma izvagota un
kontaktéties ar Muski bijis “bistams pasakums” — vina it ka atradusies
uz robeZas ar agresiju, ta¢u agresiva nav bijusi. Briziem uzvediba bijis
verojams, ka Vija Muske vai nu dievina cilvekus, vai arl nemil tos
nemaz, neuzticas (ZPA, Klotins 2020).

Muzikologe un kinoreZisore Ligita Viduleja, bijusi Muskes kursa
biedrene, sniedz vél kadu vertigu vinas raksturojumu:

“Atskiriba no citiem muzikologiem, kuri Latvija interesejas par aktualo —
ka bremzét ideologiskas nodevas, ka attistit latviesu muziku, kadas
banalitates atkal redzamas padomju dzives ikdiena, kadi jauni lozungi
paradijusies u. tml. - Viju Muski padomju gajieni miizika neinteresgja.
Vina jismoja par Karajanu. Viju Muski neintereséja ar1 Dziesmu svetku
téema, bet tieSam tikai kvalitate, augsta tehnika. Vinu intereséja Bostona,
La Scala, Parize... Muskei Latvijas mérogs bija par mazu, vina negribé&ja
te redzéto tikai sameérot ar talantu spici, bet gribéja baudit, redzet,
piedzivot pasu muzikas kulttras spici! Citi muzikologi veléjas savéjos
komponistus stutet, redzét, kur un ka veidojas talants Padomju Latvija.
Vienigais, kas vinu Seit intereséja, bija klaviermtizika un pianisti. Visi
zinaja, ka Vija Muske majas uztvera arzemju raidstacijas un klausijas
koncertu tieSraides pat naktis.” (ZPA, Viduleja 2016)

Ari Ligita Viduleja apliecina, ka Vija Muske, pat bidama Kompo-
nistu savienibas biedre, nekad nav ieguvusi pielaidi celojumiem arpus
PSRS. Salidzinajumam pasas Vidulejas situacija — 20. gs. 60. gadu
vida vina sanémusi atlauju doties uz modernas mizikas festivalu
Dienvidslavija, kur tikusies ar Rodionu Séedrinu, LuidZi Nono un
Karlheincu Stokhauzenu. 60. un 70. gadu laika Viduleja viesojusies ari
Edinburgas festivala, kur dzirdé&jusi dirigentu Danielu Barenboimu,
savukart Parize vina apmekléjusi Pompidai centru (ZPA, Viduleja 2020).

Par Vijas Muskes uzticibas personu kluva dirigents Arvids Jansons
Leningrada. Ar vina gimeni Muskei veidojusas cieSakas attiecibas:
Jansoni nereti izmitinajusi jauno muzikologi pie sevis un sagadajusi
vinai biletes uz viesmakslinieku koncertiem Leningrada un Maskava,
ko Muske ar1 alkaini izmantojusi, braucot ciemos un rakstot par Sadiem
notikumiem (ZPA, Viduleja 2016).

Kops 50. gadu vidus Vijas Muskes labakas recenzijas bija lasamas
laikrakstos Literatiira un Maksla (no 1956), Rigas Balss (no 1957), Cina (no
1966) un Leningradskaja pravda (lerunzpadckas npasda, no 1969); nereti
vina sadarbojusies ar Siem izdevumiem ka arStata korespondente.
Raksta autores intervija ar muzikologi Vizbuliti Bérzinu noskaidrots,
ka pec Maskavas aspiranttiras Muske atgriezusies Riga ka avangarda
virziena aizstave un seviska “epopeja” bijusi jaunas, “asas” kritikes
raksti ap 1968. gadu, kad vina vélgjusies skaidrot festivala Varsavas
rudens iespaidus un popularizet radikali jaunos miizikas virzienus.



Sada pieeja neatbilda talaika LPSR preses ideologiskajam vadlinijam,
un Muskes “indigie” teksti redaktoriem biezi bija jasvitro (ZPA,
Bérzina 2016b). Tomeér daudzi raksti tika publicéti: tajos vina apskatija
Latvijas kamermiizikas un simfoniskas miizikas dzivi, ka ar1 analiz&ja
vietéjos opermakslas procesus. Neviens neiebilda art pret Vijas Muskes
publikacijam, kas veltitas Rietumu pasaules klasiskas mtizikas norisem.
20. gadsimta 60.-80. gados par vinas recenziju objektiem kluva daudzas
slavenibas, ko Muskei bija iespéja klausities klatiene:

® pianisti Arturo Benedeti-Mikelandzeli (Arturo  Benedetti
Michelangeli), Arturs Rubinsteins (Arthur Rubinstein), Daniels
Pollaks (Daniel Pollack), Pauls Badura-Skoda (Paul Badura-Skoda),
Dzons Ogdons (John Ogdon) un Vens Klaiberns (Van Cliburn);

e Sanfrancisko, BBC un Parizes simfoniskie orkestri, Drézdenes
Valsts kapela, Cehu filharmonijas orkestris un Nujorkas
filharmoniki;

o dirigenti Seidzi Ozava (Seiji Ozawa), Herberts von Karajans
(Herbert von Karajan), Leonards Bernsteins (Leonard Bernstein),
Sarls Mings (Charles Munch), Henriks Cizs (Henryk Czyz), Pjers
Bulézs (Pierre Boulez), Dzons Barbiroli (John Barbirolli), Neme
Jervi (Neeme Jirvi), Bendzamins Britens (Benjamin Britten), Kurts
Mazurs (Kurt Masur), Carlzs Makerass (Charles Mackerras) un
daudzi citi;

e Milanas operteatra La Scala trupa, kuras viesizrades Maskava
notika 1964. gada.

No PSRS maksliniekiem ipasu muzikologes interesi raisija Vladi-
mira Askenazi (Vladimir Ashkenazy | Baadumup Auwixenasu), Svjatoslava
Rihtera (Sviatoslav Richter | Ceéamocaas Puxmep) un Alekseja Lubimova
(Alexei Lubimov | Axexceii Ao6umos) radosa darbiba. ST makslinieku
plejade liecina, ka Vija Muske, par spiti visiem ierobezojumiem, centas
dzivot pilnvertigu miuzikas specialistes dzivi. Tacu muzikologes
interesu loka bija tikai tie laikabiedri, kurus vina atzina par izcilibam.
Guntars Pupa rezume: “Vinas raksti un recenzijas apliecina dzilas
zinasanas, asu un veérigu pratu, kvélu ieinteresétibu muzikas makslas
liktenos.” (Pupa 1988)

1961. gada Vija Muske absolvé Pétera Caikovska Maskavas Valsts
konservatorijas aspirantiru profesora Jurija Keldisa muzikas vestures
klase, un jau 1964. gada Latvijas Valsts izdevnieciba laiz klaja vinas
sastadito un komentéto pétniecisko darbu Jazeps Vitols. Raksti.
Redakcijas kolegija darbojusies Arvids Darkevics, Olgerts Gravitis un
Arturs Verners. Krajuma apkopoti daudzi laikraksta St. Petersburger
Zeitung un latviesu periodika publicétie Vitola raksti laika perioda
no 1897. lidz 1940. gadam. Tas ir vertigs témas izzinas materials ar1
misdienas, tomér, izmantojot to ka vielu turpmakai izpétei, janem
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? Abreviattira JV apzimé Jazepa
Vitola pieminas istabu (pilnu
aprakstu skat. raksta beigas,
literattiras un avotu saraksta).

19Janis Viesturs Osis 1958. gada
beidzis Rigas 3. vidusskolu un
turpinajis macibas Jazepa Medina
mizikas vidusskola, vélak — Vilnas
Miizikas tehnikuma. 1972. gada
vins absolvéjis Lietuvas PSR Valsts
konservatoriju un kluvis par
muizikas vésturnieku. Péc studiju
beigSanas Osis stradajis par miizikas
skolotaju Lietuva un vélak veicis
muzikologisku darbu Lietuvas radio

un televizija.

vera divi aspekti — Vitola raksti ir sniegti selektivi un tulkojumiem
nav pievienoti vacu tekstu originali. Tacu $o nepilnibu novérsana var
bt ar1 21. gadsimta miizikas pétnieku uzdevums. Aizvadita gadsimta
60. gados Vija Muske tik apjomigu darbu veica pirma, un ir pamats
uzskatit, ka Vitola rakstu izpéte deva daudzus estétiskus impulsus
ar1 vinas pasas — vélak Padomju Latvija redzamas muzikas kritikes —
darbibai.

1968.-1978. gada Muske bija zinatniska lidzstradniece LPSR Zinatnu
akadémijas Andreja UpiSa Valodas un literattiras institata Makslas
sektora (Krasinska 1990: 232) un gatavoja publicéSanai gan disertaciju
Jazeps Vitols — miizikas kritikis, gan monografiju par Arvidu Jansonu —
domajams, krievu valoda (51 neizdota darba fragmentu skat.: Muske
1990). 1972. gada rudent laikraksta Literatiira un Maksla lasams:

“Komponistu savieniba var pamatoti lepoties ar saviem muzikologu
kadriem. Parskata perioda pieci Komponistu savienibas biedri (Olgerts
Gravitis, Ludvigs Karklins, Valdis Krastins, Tatjana KuriSeva, Sofija
Veérina) ieguvusi makslas zinatnu kandidata gradu, Maksis Goldins
kluvis par makslas zinatnu doktoru. Ir jau uzrakstitas vai top ar1
vairakas citas makslas zinatnu kandidatu disertacijas (Vija Briede-
Bulavinova, Arnolds Klotins, Vija Muske, Péeteris Pecerskis, Janis
Torgans, Ligita Viduleja); Olgerts Gravitis, Ludvigs Karklins un vairaki
citi paslaik intensivi strada pie savam doktora disertacijam.” (Ramans
1972: 13)

Jazepa Vitola Latvijas Miizikas akadémija, Vitola pieminas istabas
krajuma, glabajas briinos adas vakos iesiets dokuments bez Sifra
numura — neaizstavétas disertacijas Jazeps Vitols — miizikas kritikis
eksemplars. Ta titullapa rodama profesora, Dr. art. Olgerta Gravisa
lakoniska piezime:

“So darbu Vija Muske bija devusi Margerim Zarinam ap 1974. gadu —
recenzesanai un kandidata disertacijas aizstavesanas atsauksmei.
Aizstavesana nenotika... 1991. gada 20. aprilt Margeris Zarins nodeva
LMA J. Vitola memorialas istabas fondam.” (JV°, Muske 1973)

Muskes iecereto disertacijas nosaukumu (Jazeps Vitols — miizikas
kritikis) parmantoja vinas otra un diemzel pedeja gramata, ko 1974. gada
laida klaja izdevnieciba Zinatne. Rakstniecibas un miizikas muzeja
glabajas vestules, ko pétniece laikposma no 1972. lidz 1974. gadam
rakstijusi kolegim, Jana Akuratera mazdélam Janim Viesturam
Osim (1940-2000, darbojies Kauna un Vilna'). Sis korespondences
valsirdigais teksts sniedz prieksstatu, kapeéc Muskes kandidata
disertacijas aizstavésana neizdevas.

1973. gada februari disertacijas apspriesana Maskava bijusas
iesaistitas sekojoSas personas — Muskes bijusais aspirantiiras profesors
Jurijs Keldiss (Yuri Keldysh / IOpuii Keadwut), Krievu mizikas
katedras vaditajs Aleksejs Kandinskis (Aleksey Kandinsky / Axexceii
Kanounckuir) un Maskavas konservatorijas zinatniska sekretare



Natalija Lubomudrova (Natalia Ljubomudrova | Hamaaus Ato00mydposa).
Vinu sakotnejie komentari par jau paveikto un vél nepiecieSamajiem
priekSdarbiem aizstavésanas veiksmigai norisei bijusi sadi:

* visa disertacija ir japartulko krievu valoda;

® [péc tam] atzits, ka disertacija drikst bait ar1 nacionalaja valoda,
bet vajadzigs “apjoma neierobezots” (neogranichennyh razmerov)
autoreferats.

1973. gada 19. februari Vija Muske véstulé Janim Osim norada, ka
tiesi Sads izveérsts teksts tris autorlokSnu apjoma vinai bijis un vina to
atdevusi lasisanai Aleksejam Kandinskim. Véstulé Muske raksta:

“Kad piezvaniju Maskava savam bijusajam profesoram Keldisam un
ladzu, vai vins nevar izskatit manu paplasinato autoreferatu, vins

visai nelaipna toni pazinoja, ka tas gan nebutu iespéjams, jo tuvaka
pusgada laika esot parslogots lidz pedeéjai iespejai! Tad nu es griezos pie
konservatorijas krievu muizikas katedras vaditaja A. Kandinska, tas ir
tai katedra, kur man biis paredzama aizstavesana. Kandinskis panéma
manu darbu, teica, ka tuvako 2 nedelu laika gan nevaresot to izlasit,

bet péc kada ménesa vai diviem aizstitiSot man to uz Rigu ar savam
piezimém un secinajumiem.” (RTMM 828463)

Pécnepilna menesa Vija Muske zino, ka “no Maskavas, no Kandinska
pagaidam vel nekadu zinu nav” (RTMM 828464). Acimredzot
pavasara vai vasaras ménesos vina ar Osi tikusies ar1 klatien€, tadel
izpaliek notikumu attistibas paskaidrojums véstule, tacu 1973. gada
10. novembr1 Vija Muske raksta: “Visuma, kops precedenta ar Kandinski
es no savam disertacijas lietam neka laba nesagaidu.” (RTMM 828466)
Jasecina, ka ar Maskavas konservatorijas macibspékiem Vijai Muskei
nav izveidojusies laba sadarbiba.

1973. gada rudeni Muske aizvedusi disertaciju, autoreferatu un
visus dokumentus uz Leningradas konservatoriju. Véstulé Janim Osim
tas komentets Sadi:

“Vini pienéma, bet teica, ka tas, ka disertacija ir latvie$u valoda, radis
papildus gratibas. Vini mekles vel kadu, kas prot latviski un varetu

dot savu atsauksmi. Tagad jagaida vairaki ménesi rinda, kameér vinu
katedra izskatis manu autoreferatu. Musu Latvijas konservatorija biis

ka opongjosa organizacija, un tur nu mana disertacija nonaks taisni
Nil[s]a Grinfelda rokas, kurs ir véstures katedras vaditajs. No $1 sava
“drauga” es neka laba negaidu. Cerésim, ka ta oponésana no katedras
bts kolektiva un tur ari, teiksim, Krasinska vares ko iebilst, jo vina manu
disertaciju jau lasijusi un novertejusi pozitivi.” (RTMM 828466)

Turpmakos cetrus ménesus Leningradas konservatorija nesniedz
nekadu atbildi, un tas Vijai Muskei liek nervozet (RTMM 828468). Ta
ka leningradiesi acimredzot nav varéjusi atrast nevienu latviesu valodu
zinosu muzikologu, autore nolemj rikoties patstavigi—sagadat papildus
recenzijas no Rigas. Tas krievu valoda uzraksta muzikologs Arvids
Darkevics un Komponistu savienibas muzikas kritikas sekcijas vaditajs
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Valdis Krastins, paraksts muzikologes darba atbalstam sanemts ar1
no Komponistu savienibas priekssédétaja Gederta Ramana un Valdes
sekretara, kritikas sekcijas parstavja Olgerta Gravisa, “lai gan pats to
vél nemaz nebija lasijis” (RTMM 828470).

1974. gada pavasari Leningrada Muskes disertacijas apspriesana
bijusas iesaistitas sekojoSas personas — profesors Semjons Ginzburgs
(Semen Ginzburg | Cemen T'unsoype), katedras vaditaja, profesore Jelena
Orlova (Elena Orlova | Exena Opaosa) un profesors Mihails Mihailovs
(Mihail Mihaylov / Muxaua Muxaiiros). Vinu iebildumi un aizradijumi
bijusi nopietni un daudzos gadijumos, Vijas Muskes ieskata, pat
tendenciozi:

e nodalas rakstitas dazada stila;

* apSaubama ir darba planojuma meérktieciba;

* Vitola noveértéjums ir pretrunigs;

* Belajeva pulcins nav isti pareizi noverteéts;

¢ vel daudz plasak ir japarada citu talaika krievu kritiku darbiba;

e kapec Vitola domas salidzinatas ar talaika krievu kritiku

uzskatiem, nevis citu latviesu kritiku, pieméram, Emila
Melngaila un Emila Darzina, viedokliem?

e kapec tik maz teksta veltits latviesu miizikai, Vitola laikabiedru
verteéjumam?

¢ kapecnav izdariti nekadi secinajumi par Vitola pedagogiskajiem
principiem?

* kapec nav apliikoti Vitola raksti par Dziesmu svetkiem?

* nav pamatots, kapéc Vitols tiekot uzskatits par latviesu kritiki, ja
vins rakstija Peterburga;

* autorei jaizlasa paris gramatas, to skaita iepriekSminéto
profesoru darbi (RTMM 828471).

Vija Muske raksta: “Beigas vina [Jelena Orlova — Z. P.] izdara
secinajumu, ka nevarot rekomendét manu disertaciju aizstavésanai,
un liek priekSa izskatit darbu veél viena katedras sedé ar manu
piedaliSanos.” (RTMM 828471) Nozimeétaja datuma — 1974. gada
6. maija — Orlova neieradas. Vija Muske dusmigi turpina:

“Pazinoja, ka esot slima! Tas vinu nekaveéja piesiitit man vel cetrus
jautajumus! Bez tam sédé nolasija vélreiz to protokolu, tatad visi
ieprieksejie jautajumi ari paliek spéeka. [..] Ar vienu vardu sakot,
brauciens uz Leningradu manu stavokli nevis uzlaboja, bet vel
pasliktinaja. Ladzu katedrai, vai nevar man nozimet kadu vaditaju —
konsultantu, bet man atteica. [ ..] Atbraucu uz Rigu pavisam satriekta,

un nevaru 1sti atjegties Iidz Sai dienai.” (RTMM 828471)

Viena no pédéjam Sai témai veltitajam vestulem Muske norada, ka
visi atzist — galvenais trikums ir tas, ka vinas darbam nav autoritativa
vaditaja, ar kura domam $adi recenzenti biitu spiesti rekinaties. Muske



cite un komenté ari sava arsta, Medicinas institiita Psihiatrijas katedras
vaditaja, vardus:

“[..] pie disertacijas aizstavesanas galvenais esot nevis tas kvalitate, bet
gan ta saucama kooptacija — nerakstitu likumu krajums, citiem vardiem
sakot, svarigakais esot sakari [..]. Ta nu man diemzel Leningrada
nepavisam nav. Loti slikti, ka manam darbam nav vaditaja, vins ir
galvenais, kas visas disertacijas virza.” (RTMM 828470)

Iespejams, ka nesaprasanos ar profesoriem Juriju Keldisu, Alekseju
Kandinski un Semjonu Ginzburgu veicinaja Vijai Muskei piemitosa
nesavaldiba, varbiit sava loma bija arl nejausu apstaklu sakritibai.
Profesore Jelena Orlova stradaja t. s. VAK jeb Augstakaja atestacijas
komisija (Vysshaja attestacionnaja komissija) — iestade Maskava, kas
vai nu apstiprinaja, vai dazkart neapstiprinaja disertacijas péc to
aizstavesanas. Risinajums nebtitu bijusi ari dosanas ar disertacijas
dokumentiem uz Minsku vai Kijevu. Jau pieminéta Orlova péc tam
Maskava parbauditu, vai vinas kategoriskas iebildes tiek nemtas véra
(Muske nevelgjas tas nemt vera!), un tad rikotos péc saviem ieskatiem.
Muske vestulé Janim Osim 1974. gada 31. maija to raksturo kodoligi —
pilnigs bezizejas stavoklis (RTMM 828471). Vinas arsts tolaik jau bija
izteicis prognozi, ka pacientes nervu stavoklis par 75% atkarigs no ta,
ka virzisies vinas disertacijas lieta (RTMM 828470). Diemzel lieta vairs
butiski nepavirzijas uz prieksu...

Talaika konteksta viens no Vijas Muskes lielakajiem grekiem bija
atklat Vitola attieksmi pret krievu klasikiem. Autore ar argumentiem
parada, ka belajeviesi, vinasprat, neturpina Varenas kopas tradicijas,
un izsecina no recenzijam, ka Vitols neviennozimigi verte Varenas
kopas komponistus, dazus no viniem (Aleksandru Borodinu, Miliju
Balakirevu) uzskatot par diletantiem. Sai témai ari veltita viena no
izverstakajam nodalam Vijas Muskes gramata Jazeps Vitols — miizikas
kritikis (Muske 1974: 89-110). Savus veérojumus autore pamato ar
trapigiem citatiem - pieméram, iepriekSminétais diletanta jedziens
sastopams Vitola atzina par Borodina Pirmo simfoniju (1898. gada
3. februaris):

“Kaut ar1 geniala diletanta Otra simfonija reiz no vina ne vienmer savos
spriedumos objektivajiem cienitajiem tika apziméta par , krievu Devito”,
tomer Sai pirmajai katra zina butu dodama prieksroka. Borodins labprat
aizravas ar originalam idejam: neparasta disonanse, uzkritosa melodiska
fraze daudzos gadijumos veidoja materialu, no kura vins radija savus
makslas darbus. Lielaku formu izveidé Sads materials tomér ne vienmeér
ir pietiekams.” (Muske 1974: 91)

Mazliet “profesoriska” attieksme, Muskes skatijuma, caurauz Vitola
atsauksmes par Modesta Musorgska dziesmam. Ar1 Sis apgalvojums
tiek pamatots ar konkrétiem citatiem, noradot uz, Vitolaprat, biezi
neizskaidrojamam harmonijam (pieméram, par Naves Siipla dziesmu no
cikla Naves dziesmas un dejas 1902. gada 22. janvara raksta — “es nevaru
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Vitola atzinu Vija Muske aizguvusi
no laikraksta Sanktpetersburger
Zeitung.

noticét tam, ko nesaprot mana acs, bet auss — vél mazak”: Muske
1974: 95"). Tiesa, gluzi cita, Muskes ieskata, ir Vitola attieksme pret
Nikolaju Rimski-Korsakovu, kas ari bijis Varenas kopas biedrs, un vina
lidzgaitniekiem Belajeva pulcina:

“Nekadu originalu, negaiditu vai pat paradoksalu spriedumu J. Vitola
vertejumos par N. Rimska-Korsakova un vina tuvako lidzgaitnieku

A. Glazunova un A. Ladova dailradi nav. Recenzents un parspriezamo
skandarbu autori ir domu biedri, kurus saista vienada estétiska
platforma, tadel J. Vitola So autoru darbu vertejumi sava lielum lielaja
vairakuma ir loti pozitivi, biezi vien cildinosi, kritisko piezimju procents
ir minimals.” (Muske 1974: 95-96)

Petijuma Jazeps Vitols — miizikas kritikis veikta nozimiga rakstu satura
klasifikacija nodalu veida, un autore nav baidijusies paradit, ka Vitols
neizprata daudzus vina laika komponistus — pieméram, italu veristus,
Maksi Régeru, Sergeju Prokofjevu un Igoru Stravinski (Muske 1974:
73-74, 117-124, 128-130, 135-136). Vitola estétiskie prieksstati tika
kaldinati Sanktpéterburga 19. gadsimta 80. gados (Vitols faktiski izauga
konservatorija), tacu 20. gadsimta miiziku ar So mérauklu vairs nevaréja
merit, atbilstosi noveértet. Un darba autorei bija iniciativa paraudzities
uz Jazepa Vitola estetiskajiem uzskatiem detalizeti.

Vijas Muskes biografija ir vestijums par to, ka pétniece tiek lauzta
attiecibas ar valdoso ideologiju un mégina izdzivot neoficialas cenziiras
apstaklos. Muske bija 1sts atkusna laikmeta cilveks (Pupa 1988) —
apveltita ar vitalitati, energiju un temperamentu, vina cerigi méginaja
ieklauties Padomju Savienibas jaunajas brivibas vésmas 20. gadsimta
50. gadu otraja puseé. Tacu sekoja dazadas parmainas un skérsli — gan
areji, gan ar1 ieksegji, liekot izdzivot ar spitibu vien. Tomer padomju
ideologija nespgja piespiest So muzikologi rakstit citadi — vina bija
talantiga personiba, kas pati apzinajas, ka ir laba kritike. Diemzel vinai
nebija lemts sagaidit Padomju Savienibas paslikvidaciju.

Miza nogalé slimibas saasinasanas de] Vijai Muskei piedévéja
skandalistes slavu: psihes problemas vairs nebija dziedinamas.
Muzikologe mira peksni 1988. gada 3. oktobri Suhumi (Gruzija),
atrodoties sanatorija un baudot Melnas jtras velamo ietekmi uz
garigo veselibu. Pateicoties Komponistu savienibas atbildiga sekretara
Ludviga Karklina pulém, Vija Muske cinka zarka atgriezas dzimtene,
nevis tika apglabata un aizmirsta Gruzija. Vina atdusas I Meza kapos
lidzas Olgai un Veltai Kuzem. Tikai 1989. gada Komponistu savieniba
saka vakt atminas par deportacijas cietusajiem, izradit interesi par $is
tragedijas lieciniekiem un rikot pieminas koncertus.

Vizbulite Bérzina, noslédzot interviju, rezigneti saka:

“Kads mulka cilveks ir jauniba. Nu tacu nez cik reizu bija izdeviba
kadreiz ar Viju aprunaties un paprasit, ka tev tur gaja Sibirija? Prata
nenaca paprasit. Intereses nebija. Krievu laika par So tému runat
nevajadzeja. Un lai es vinai akurat prasitu — ka tev gaja Sibirija? — es



”

domaju, vina parbitos no sada jautajuma. Kas tev par dalu?....
(ZPA, Berzina 2016b)

Arhiva dokumentalas liecibas lauj kaut nedaudz tuvoties Vijas
Muskes dzives tragisko Iiklo¢u stastam. Vél neizzinats paliek
vinas personibas un estétisko uzskatu atspogulojums apjomigaja
korespondencé. Pieméram, Rakstniecibas un miizikas muzejs glaba
104 vienibas pianista Alekseja Lubimova sarakstei ar Viju Muski
laikposma no 1969. lidz 1984. gadam; ari jau citetas muzikologa Jana
Osa 16 vestules var biit turpmakas izpétes objekts. Nosléguma jasecina,
ka nopietnu izvertéjumu biitu pelnijusi gan Vijas Muskes daudzpusiga
radosa darbiba, gan ari muzikologiska doma Latvija padomju laika
kopuma: Muske ir tikai viens no spilgtiem piemeériem attiecibam starp
varu un muzikologiju.
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VIJA MUSKE (1927-1988): A VICTIM OF SOVIET
REPRESSIONS AND AN OUTSIDER IN LATVIAN
MUSICOLOGY

Summary

Zane Prédele

Vija Muske occupies a special place in Latvian musicology of the
Soviet period. She left an impression of a loner, an intimidated but
aesthetically principled, honest and sincere woman. This paper
highlights the relationship between musicology and political regime
through the example of a talented music critic with a sharp mind but
who was also obstinate in her opposition to the Soviet system. On June
14, 1941, at the age of thirteen, Muske was deported to Siberia along
with at least 15,000 of her countrymen. Her only “offence” was being
related to the Latvian manufacturing magnate Vilhelms Kuze. Eleven
members of the Kuze family suffered repression under Stalin’s regime,
and only four women from the family survived to eventually return to
their native land. Muske was one of them, returning to Latvia in the
late 1940s.

Muske’s grandfather, Vilhelms Kuze, was a respected Latvian
businessman and owner of a sweets factory in the interwar period. He
was nicknamed the king of chocolate and candy, and his name was
recognised by practically every citizen of the country. Today, we would
consider the Kuze business a Latvian success story; its products were
celebrated abroad and exported to Europe, North America, Asia and
Australia. Muske’s father, Julijs Muske, worked in the family business
as the factory’s technical director, and her mother, Velta Muske, was the
bookkeeper for the V. Kuze company, which employed approximately
700 people at its height. The business was nationalised in 1940 and
renamed 17. jiinijs in 1941 (a tribute to the Soviet army, which entered
Riga on June 17, 1941). By the autumn of 1941, its founder, Vilhelms
Kuze, had already died in the Usolye forced labour camp in the Molotov
district of Russia.

The paper examines the documents in the case of Julijs Muske,
which also include information about Vija and her family, who
were separated upon deportation. Julijs was accused of providing
assistance to the international bourgeoisie, being a member of a
counter-revolutionary fascist organisation and anti-Soviet agitation.
He was charged, imprisoned, sentenced to confiscation of property and
executed in 1942. Both Vilhelms Kuze and Jilijs Muske have since been
rehabilitated (in 1992 and 2009, respectively), but unfortunately, Vija
Muske did not live to witness these important acknowledgements.
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1This and the previous quote are
from Vija Muske’s file in the Latvian
State Archive at the National
Archives of Latvia (LNA/LVA, 472-
3p-727).

The information regarding Vija Muske’s return to Latvia (in 1946 or
1947) are contradictory. In any case, by August 1949 she had enrolled in
the State Conservatoire of the Latvian Soviet Socialist Republic, where
she studied music history and theory in the Department of Composi-
tion under Prof. Vladimirs Muzalevskis (Vladimir Muzalevskij / Baadu-
mup Mysaresckuiit). He described the young applicant as “very capable,
has an excellent memory”. Muske confirmed her talent in the entrance
exams and always ranked at the top of her class in terms of marks.
However, on May 29, 1950, she was expelled from the conservatoire
“due to omission of autobiographical data”'. The subsequent three
years in Muske’s biography are a blank spot, and we can only presume
what may have occurred; there is a lack of documentary evidence
for a repeated deportation mentioned in some publications about
her (Bérzina 2006: 214; Klotins 2018: 312). In the autumn of 1953, and
with the permission of the Department of Educational Institutions of
the Main Directorate of Arts of the Ministry of Culture of the Soviet
Union, Muske was allowed to again take the entrance examination
for the conservatoire. She was accepted into the school and received
good marks as well as a regular stipend. In 1956 she also began to be
published in newspapers as a music critic.

However, the years spent in exile had left a lasting mark on Muske’s
mental health, and her illness became more pronounced over the years,
hindering her ability to communicate with others as well as her creative
work. Her condition worsened noticeably after the death of her mother
in 1980, leaving no one to monitor Muske’s health with such devotion.

Despite her personal history and health problems, Muske truly
embodied the Khrushchev-era “thaw”. Full of hope, mettle, vitality
and energy, she strived to take part in and enjoy the new freedoms
and opportunities available in the Soviet Union in the second half
of the 1950s. This time coincides with the most important period of
Muske’s professional activity, which continued into the 1960s. But
it was followed by various changes and hurdles, both external and
internal, that forced her to survive on persistence and obstinacy alone.
In 1973-1974, insurmountable obstacles were created regarding the
defence of her dissertation in Leningrad, and the procedure did not
take place. Her dissertation, titled Jazeps Vitols — Music Critic, raised
objections among the evaluators for several reasons, including the
attention it gave to Vitols” unflattering opinion of certain members of
The Five, which was unacceptable according to the Soviet ideology.
Another of their objections pertained to the contradictory description
of Vitols as a personality. It should be noted, however, that Muske
genuinely wished to reveal the aesthetic views of this composer and
music critic in all their diversity, without idealising them. For example,
she wrote that Vitols did not understand the new music of the
20" century; her contemporaries, for their part, remember Muske as



one of the most ardent defenders of Western modern music, and for
this reason her reviews were often subjected to unofficial censorship by
Soviet ideologues. Nevertheless, a selection of critical articles by Vitols
edited by Muske (Jazeps Vitols. Raksti / “Jazeps Vitols. Papers”, Riga,
1964) as well as a book based on her undefended dissertation (Jazeps
Vitols — miizikas kritikis / “Jazeps Vitols — Music Critic”, Riga, 1974) were
published in Latvia and have contributed significantly to the study of
Latvian music history.

Towards the end of her life, Muske’s illness progressively worsened;
her mental problems were no longer curable. But Soviet ideology was
unable to force her to write differently — Muske was a talented person,
and she knew she was a good critic. Unfortunately, she was not destined
to witness the collapse of the Soviet Union.
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JAZEPS LIPSANS (1929-1989) LATVIESU MUZIKA UN
PEDAGOGIJA

Astra Graudina, Laimrota Kriumane

Anotacija

Raksta vispusigi analizéts pagaidam maz apzinatais ieguldijums,
ko latviesu mizika un pedagogija devis Jazeps Lipsans — komponists,
pianists un koncertmeistars, ka ari ilggadéjs skolotajs, kura audzeknu
vidu ir ievérojami Latvijas muziki. Vinu vida Ipasi izcelams Rihards
Dubra, kas komponista gaitas sacis LipSana klasé Emila Darzina
miuzikas vidusskola. Pasa Lipsana skandarbos atspogulojas novatoriski
mekl&jumi tembra krasu joma un interese par eksotiskam kulttiram.
Pedeja iezime ciesi saistita ar vina dzivesstastu (Lipsans darbojies ne
vien Latvija, bet ar1 Jemena un Mongolija) un atskir vinu no daudziem
laikabiedriem latviesu komponistu vidi. Raksta izverteta arl padomju
kulttrpolitiska konteksta ietekme uz makslinieka radoso darbibu.

Atslegvardi: komponists, pianists, pedagogs; klaviermuzika;
Emila Darzina muzikas vidusskola; padomju
kultairpolitika

Abstract

The article comprehensively analyzes the less known contribution
to Latvian music and pedagogy by Jazeps Lipsans — a composer,
pianist and accompanist, as well as a long-term teacher whose students
included prominent Latvian musicians. Among them is Rihards Dubra,
who started his career as a composer in Lipsans’ class at Emils Darzins
Music School. Lipsans’ own compositions reflect an innovative search
for timbre colors and an interest in exotic cultures. The latter feature
is closely related to his life story (Lipsans has worked not only in
Latvia, but also in Yemen and Mongolia) and distinguishes him from
many contemporaries among Latvian composers. The article also
evaluates the influence of the Soviet cultural and political context on
the musician's creative activity.

Keywords: composer, pianist, teacher; piano music;
Emils Darzins Music School; Soviet cultural policy



Ievads

Jazeps Lipsans (1929-1989) visu muzu aktivi darbojies Latvijas
miuzikas dzive: vins bijis pianists koncertmeistars, Komponistu
savienibas biedrs un pedagogs ar vairak neka trisdesmit gadu
ilgu pieredzi; kadreizéjo audzéknu vida ir vairaki musdienas labi
pazistami makslinieki. Tomeér S§is personibas devums Latvijas
miizikas vésturé pagaidam nav pietiekami apzinats, un raksta meérkis
ir to aktualizét. Saja noliika istenoti vairaki uzdevumi:

® sniegts izsmeloSs ieskats Jazepa Lipsana dzivesstasta — gan
izglitiba un koncertdarbiba, gan pedagoga gaitas Emila Darzina
miuzikas vidusskola un Ulanbatoras miuzikas vidusskola
Mongolija;

e petita vina muzikas stilistika un tas ietekmes avoti, ka ari
padomju laika kulttirpolitikas konteksts;

e sikak aplikoti Jazepa Lipsana miizikas Zzanri, Ipasu veéribu
veltot klaviermtizikas pedagogiskajam repertuaram — vienai no
svarigakajam vina komponista darbibas jomam.

Petijuma tapSana izmantoti materiali, kas glabajas Lipsanu gimenes
arhiva! un Emila Darzina muzikas vidusskolas arhiva; detalizeti ir
izzinati ar1 periodikas avoti un veiktas intervijas ar vairakiem Latvijas
miuzikiem un mitzikas pedagogiem — Jazepa Lipsana lidzgaitniekiem.

Dzivesgajums. Personiba

Jazeps Lipsans dzimis 1929. gada 1. janvari Omska, Sibirija. Vina
tevs Pavils Lipsans bijis drebnieks, kas uz Sibiriju devies pirms Pirma
pasaules kara, meklgjot iespéju tikt pie zemes un turigakas dzives. Seit
vins ar1 apprecgjies. Pirmos muzikalos iespaidus Jazepam LipSanam
sniegusi vina mate Margarita (dz. Sabinina). Vinai paticis spélet
mandolinu un dziedat krievu romances. Sibirija pasaulé nakusi ar1
Jazepa masa Lidija, tacu 1934. gada gimene parcelusies uz dzivi Riga.
Sakot macibas Rigas 28. tautskola, Jazeps LipSans nav pratis latviski ne
varda. Sakuma bijis griiti, bet, ka vins pats velak stastijis, laba muzikala
dzirde palidzéjusi atri apgut valodu un sekot macibam. Jau kops
pirmajam macibu nedélam diktatos sanemtas visaugstakas atzimes
(AGP?, Lipsane 2016).

Desmit gadu vecuma Jazeps Lipsans sacis privati apguit klavierspeli
pie skolotajas Zentas Spilneres. 1943. gada vins absolvejis Rigas
28. tautskolas 7. klasi un iestajies Valsts Rigas miuizikas skola (kas
velak ieguva latviesu komponista klasika Jazepa Medina vardu),
savukart visparizglitojoSos macibu priekSmetus turpinajis macities
Rigas pilsétas 1. vidusskola un 8. Raina vakara vidusskola. 1950. gada
pavasari Lipsans beidzis Jazepa Medina muizikas vidusskolu klavieru

! Tagad tas atrodas komponista
mazmeitas Astras Graudinas
parzina.

2AGP - Seit un turpmak: Astras
Graudinas privatarhivs.
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specialitate. Sekojusas studijas Latvijas PSR Valsts konservatorija.
1955. gada Lipsans absolvéjis profesora Valerija Zosta klavierspeles
klasi, bet 1963. gada — profesora Valentina Utkina kompozicijas klasi.

50. gados vins sacis ar1 koncertéjosa pianista gaitas. Pianistam un
pedagogam Marim Svinkam palikusi atmina jauna mazika uzstasanas
ar kadu Ferenca Lista skandarbu Valérija Zosta audzeknu vakara —
spele izpaudusies perfekta ritma izjiita un skaidrs, vitals tonis. LipSans
turklat bijis izcils kamermazikis. Svinka raksturo ari makslinieka
cilvecisko telu: vins bijis atklats un devigs pret visiem un spgjis bt savs
cilveks jebkura sabiedriba (AGP, Svinka 2009).

Paraleli akadémiskajai muzikai LipSans spelgjis ari akordeonu
un kops agras jaunibas muzicejis ballés. Vina studiju laika draugs,
komponists un saksofonists Igors Jakovlevs, atceras, ka abi sakusi
kopa muzicét — tiesi Lipsans izdomajis, ka javeido deju un estrades
miizikas ansamblis. Izmantojot savus labos kontaktus ar daudziem
miizikiem un kolégiem miizikas skolas, vin$ organizéjis gan ansambla
koncertus, gan ta uzstaSanos dazadas ballés un sarikojumos. Jakovleva
atmina Lipsans palicis ka vienmeér aktivs, humora pilns cilveks (AGP,
Jakovlevs 2009).

1. attels. Jazeps Lipsans (otrais no kreisas) spélé akordeonu ansambli ar studiju laika draugiem (fotografija glabajas AGP)



Jau studiju gados Jazeps LipSans sacis stradat Emila Darzina
miuizikas vidusskola® (turpmak EDMV) ka koncertmeistars un vélak
ari ka kompozicijas pedagogs. Saja macibiestadé pavadita lielaka dala
no vina radosa muza. Laikabiedri min svarigas Lipsana personibas
iezimes, pieméram, labestibu un izpalidzibu (AGP, Juhpevica 2016),
artistiskumu un zinatkari; no profesionalajam dotibam tiek izcelta
improvizacijas spéja, laba prasme lasit no lapas un stilu izpratne (AGP,
Araja 2009). Skolas arhiva dokumentos atrodami cildino$i vadibas
sniegtie raksturojumi — direktore Nina Binatjana atzinusi Jazepu
LipSanu par neatvietojamu macibspeku, kam uzticami visatbildigakie
koncertmeistara uzdevumi (EDMYV, Binatjana 1954), direktors Péteris
Sipolnieks slavéjis vinu par augsto maksliniecisko sniegumu, personigo
iniciativu un ierosmi (EDMYV, Sipolnieks 1962), savukart ilggadeja
direktore Ieva Araja izcelusi lielo atbildibas izjiatu, audzeknu labo
sagatavotibu un spéju organizet interesantus pasakumus (EDMYV, Araja
1978). Lipsana 80 gadu jubilejas pieminas pasakuma Araja atzinusi, ka,
vinasprat, Jazeps LipSans un Darzinskola ir neskirami jédzieni. Uz So
kolegi vina ka direktore allaz varéjusi palauties, vins spéjis pielagoties
katra solista speles stilam un tembram, ka ar1 vajadzibas gadijuma brivi
improvizet (AGP, Araja 2009).

To, ka ar1 audzekni izjutusi Lipsana personibas pozitivo ietekmi,
apliecina intervija ar muzikologi Inesi Zuni: savulaik $is pedagogs bijis
vinas koncertmeistars EDMV vijolspéles klasé. Péc Zunes vardiem,
LipSans vienmer bijis omuligs un jautrs un, ja ari kadreiz solistam
atskanojuma kaut kas nav izdevies, nav izvertis to par tragediju.
Optimisma iemiesojums un gaisa sabiedribas dvésele Darzinskold — tads
Jazeps Lip$ans palicis Ineses Zunes atmina (AGP, Zune 2016).

Par savveida atskaites punktu Lipsana komponista darbiba kluva
1971. gada 24. janvari sarikotais autorkoncerts (skat. 2. un 3. attélu)*.
Muzikologe Ruta Runge laikraksta Literatiira un Maksla veltijusi tam
izverstu recenziju, kura atzits, ka koncerts raisijis plasu publikas
atsaucibu. Autore min vairakas iezimes, kuras, ka tiks paradits
velak, raksturigas Lipsana mizikas stilam. Viena no tam ir interese
par latvieSu tautas muziku un citu tautu folkloru, par ko liecina
programma ieklautas afrikanu un kazahu skices, ka ar1 japanu
lirika. Muzikologe izcel dazadu stilizacijas panémienu lietojumu un
koloristikas mekléjumus: “Komponists saviem vokalajiem cikliem biezi
raksta instrumentala ansambla pavadijumus, pieskirot teksta niansém
krasainu telojosu [..] atbalstu.” (Runge 1971)

* Raksta lietots skolas tagadéjais
nosaukums. Lipsanam uzsakot darba
gaitas, macibiestade saucas Emila
Darzina 10-gadiga mizikas vidusskola,
savukart vina turpmakaja darbibas
perioda (kops 1957) — Emila Darzina
speciald miizikas vidusskola.

4 Pianists Maris Svinka atceras,

ka koncerta piedevas dueta ar
Raimondu Redbergu vins spelgjis
Jazepa Lip$ana parafrazi par
latvieSu tautasdziesmu Tur es dzeru,
tur man tika, kuras nosléguma spilgti
paradas komponistam raksturiga
humora dzirksts: skandarbam
beidzoties, klavieru vaks ir spéji
jaaizsit ciet (AGP, Svinka 2009).
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2. attels. 1971. gada 24. janvara autorkoncerta programma
(glabajas AGP)

3. aitéls. Jazeps Lip$ans ar gimeni, dzivesbiedri Rutu Svinku un meitu
Inguru Lipsani, péc autorkoncerta 1971. gada 24. janvari (fotografija glabajas
AGP)



No 1972. gada septembra Jazeps Lipsans
tris macibu gadus stradajis par klavieru
pedagogu un koncertmeistaru Mongolija
(skat. 4. attelu), kur ticis nositits ka pa-
domju specialists kopa ar dzivesbiedri,
EDMV Klavieru nodalas pedagogi Rutu
Svinku, vélako EDMV direktora vietnieci
miizikas macibu darba (1976-1981). Sos
gadus Mongolija pavadijusi ar1 vinu meita
Ingura Lipsane; péc vinas stastita, tévs
aktivi piedalijies Ulanbatoras mizikas
vidusskolas sabiedriskaja dzive, atri
apguvis mongolu valodu, lai varétu
saprasties ar audzékniem, ka ari vacis
mongolu tautasdziesmas (AGP, Lipsane
2016). LipSans rakstijis gan mongolu
melodiju apdares dazadiem instrumentiem
un ansambliem, gan originalskandarbus
bérniem, kuros izmantojis $is zemes
folklorai raksturigas intonacijas.

Tris komandéjuma gadu laika Jazeps
Lipsans sacerejis ari divas Mongolu
rapsodijas kamerorkestrim, iesacis rakstit
klavierkoncertu un Istenot citas ieceres.
AtgrieZzoties majas no Mongolijas, par
nopelnitajiem  sertifikatiem  Maskava
nopirkts Moskvics; nakti pirms dosanas uz
Rigu taja atstatas visas mantas. Tacu no
rita izradijies, ka masina ir nozagta. Jtnija
izsludinata meklésana, bet tikai novembri
masina atrasta Kalmikijas autonomaja PSR.
Visas mantas, ieskaitot iesaktas partitiiras,
gajusas zudiba (AGP, Lipsane 2016).

4. attels. Jazeps Lipsans jurtu ciemata Mongolija (fotografija glabajas AGP)

1975. gada rudeni Jazeps LipSans atgriezies darba EDMV ka

koncertmeistars un kompozicijas pedagogs. Saja laika pie vina macijies

ar1 musdienas labi pazistamais komponists Rihards Dubra; vins atzist,

ka Lipsanu ka skolotaju bija loti iemilojis un tiesi S$im pedagogam jutas

pateicigs par savu pievérsanos kompozicijai. Dubras ieskata, Lipsana

iespaids bijis tik spécigs, ka vinam jau péc pirmajam nodarbibam esot

bijis skaidrs, kas dzive jadara:

“Laikam jau jasak ir svinigi — visticamak, ja nebtaitu bijis $is manas
satikSanas ar Jazepu LipSanu, tad drosi vien es nedaritu to, ko es tagad
daru. Vins bija aktivs, vitals, jautrs cilveks. Man liekas, ka pirma stunda
vins mani uzreiz ar savu dzivesprieku ari panéma, jo es nacu no skolas,
kur bija sameéra stingri skolotaji.” (AGP, Dubra 2009)
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Liela uzmaniba kompozicijas stundas pievérsta skandarba drama-
turgijai, dazadiem kompozicijas un instrumentacijas panémieniem,
tacu tie allaz pielagoti audzékna interesem un aktualitatem (“Nevis —
tagad tev biis jaraksta tas un tas. Man ta bija vienkarsi medusmaize,
Sada veida pieeja, jo man visu miiZzu ir diezgan griti bijis ar diktatu
no augsas”). Dubra atceras ar1 pedagoga spéju macibu stunda veidot
brivu, radosu atmosferu, teoriju izklastot skaidri, interesanti un ar
humoru (AGP, Dubra 2009).

1981. gada sekoja vél viens tris gadus ilgs arzemju komandejums —
Soreiz uz Jemenas Tautas Demokratisko Republiku. No 1984. gada
Jazeps LipSans atkal stradaja EDMYV, lidz 1989. gada devas pensija,
tacu ta pasa gada rudeni vinam bija neveiksmiga galvas audzéja
operacija, péc kuras komponists vairs nepamodas. Mara Juhnpévica
atceras, ka vina aizieSana kolégiem bijis liels pardzivojums un
daudzi teikusi, ka Darzinskolas iepriek$eja dzive lidz ar to beigusies
(AGP, Juhnévica 2016).

Dazi miuizikas stila aspekti laikmeta konteksta

Jau vidusskolas macibu gados Jazeps Lipsans velgas klat par
komponistu - ta liecina teikums autobiografija, ko vins rakstijis
1951. gada novembri, stajoties darba Emila Darzina miuzikas
vidusskola: “1946./47. mac. gada saku macities kompoziciju Miz.
vidusskola pie Konservatorijas, bet apstaklu spiests studijas
partraucu.” (EDMV, Lipsans 1951)

Salidzinot Jazepa Lipsana skandarbu sarakstu (AGP, Lipsans
b. g.) ar miisdienas gan izdevumos, gan rokrakstos pieejamajam notim,
jasecina, ka daudzas vina kompozicijas ir gajusas zuduma. Tomeér
saglabajusies vairaki manuskripti, kas nav tikusi izdoti, pieméram,
klavierminiatiiras Rotala ar suniti (AGP, Lipsans 1981) un Skumju prelide
(AGP, Lipsans 1952), ka ar1 Variacijas par Lulli temu klavierem (AGP,
Lipsans 1968). Izpetot latvieSu muzikas literattiras avotos minétos
komponista skandarbus, var konstatet, ka tie apzinati tikai daléji.
Nozimigu vietu vina dailradé ienem instrumentala kamermuzika,
pirmam kartam klavierdarbi — to vidd ir gan miniatiiras un minia-
taru cikli (Septinas prelides, svita berniem Miisu pagalmad), gan izveérstas
kompozicijas (Sonatine, Balade, Variacijas par Lulli tému). Tapusas ar1
solodziesmas un to cikli (Dzérves, Rudens impresijas), kora dziesmas un
to cikli, dziesmas vokalajiem ansambliem, baleti un simfoniskie darbi.

Jazeps LipSans piedalijies kompoziciju konkursos un koncertos
ar1 ka Pasdarbibas komponistu apvienibas biedrs (Purene 1962), tacu
1958. gada vin$ velreiz iestajies Latvijas PSR Valsts konservatorija,
Soreiz profesora Valentina Utkina kompozicijas klase, ar merki apgiit
So jomu profesionali. Tadejadi aizsakusies sadarbiba ar ilggadéeju



konservatorijas macibspeku (1944-1986), savulaik Kompozicijas
katedras vaditaju (1973-1981) (Imic.lv b. g.). Jau 1965. gada Arija
Abolina, rakstot Utkina biografiju, starp vina audzékniem minéjusi
Aldoni Kalninu, Jani Kaijaku, Paulu Dambi u. c. ievérojamus miizikus
(Abolina 1965: 562), bet vélak o plejadi turpinajusi Péteris Plakidis,
Peéteris Vasks un Arturs Maskats (Burve 2019: 36).

Var izteikt pienémumu, ka LipSans no profesora Utkina iespaidojies
gan miizikas stilistikas, gan Zanru izvéles un formveides zina. Stilistiska
lidziba saskatama, pieméram, Lipsana Noskana jeb Skumju prelide (AGP,
Lipsans 1952) un Baladée (AGP, Lipsans 1978; ar1 Juhneévica 1987: 22-34).
Sajos opusos, lidzigi ka Utkina Tresaja klaviersonaté (Utkins 1947),
paradas skarbi tragiskas intonacijas. Daudz ir disonansu, klastertipa
akordu, liela loma ir ostinétai seSpadsmitdalu kustibai zemaja registra
(skat. 1. piemeru).

1. piemers. Jazeps Lipsans. Balades fragments. Rokraksts (AGP, Lipsans 1978: 2)

Sie panémieni atsauc atmina Valentina Utkina Tresas klaviersonates
miizikas valodu — pieméram, otras dalas vidusposmu, kur ostinéta
seSpadsmitdalu kustiba attélota militaro bungu ribona (skat.
2. piemeru).
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2. piemeérs. Valentins Utkins. Tresas klaviersonates otras dalas vidusposms (Utkins 1947: 23)

Jazepa Lipsana Baldde rakstita plasa akordu fakttira, vietam
sastopams nosu pieraksts tris linijkopas, lai pianistam butu vieglak
nodalit dazadus registrus (skat. 3. pieméru).

3. piemers. Jazeps Lipsans. Balade (fragments). Rokraksts (AGP, Lipsans 1978: 7)

Sadu pieraksta veidu izmanto ari Valentins Utkins Tresas
klaviersonates tresaja dala (skat. 4. piemeru). Interesanti, ka abos
salidzinatajos fragmentos kopigs ir ar1 5/4 taktsmers.



4. piemers. Valentins Utkins. Tresas klaviersonates tresas dalas fragments (Utkins 1947: 39)

Komponista laikabiedru rakstos sastopamas norades vel uz vai-
rakam Jazepa Lipsana miizikas stila iezimém:

e tembralo meklejumu daudzveidiba (Karklins 1973: 266; Dambis
1995);

* interese par tautas muziku — ne vien par latvieSu folkloras
mantojumu (Runge 1971), bet ar1 par citam, pat eksotiskam
miuzikas kultaram (Farmane 1989: 100; Dambis 1995).

Jazeps LipSans labprat ieklava akadémisko zanru mtizika dzeza
elementus, veidoja savdabigus ansamblu salikumus, kombingjot
dazadu instrumentu tembrus, un eksperimentéja ar cittautu dziesmu
un deju intonacijam. Vins centas akadeémisko muziku veérst krasainaku,
klausitajam tuvaku. LipSana skandarbos stravoja savulaik latviesu
miuzika neparastas sveSzemju vésmas — iespaidi no komandéjumos
apcelotajam zemém (Mongolijas, Jemenas, Kazahstanas).

Tomer, lai rastos pilnigs prieksstats par $1 komponista dailradi,
japievers uzmaniba arl vina dzives laika valdosSajai padomju
kultarpolitikai un tas raditajam sekam makslinieku darba un ikdienas
dzive. Jo 1pasi spilgti tas izpaudas Lipsana komponista darbibas
pirmajas desmitgades — 20. gadsimta 50.-60. gados.

Komunikacijas zinatnu doktors Sergejs Kruks, rakstot par So tému,
atzime galvenas prasibas, kadas izvirzija oficialie ideologi: makslai bija
jabtit tautai tuvai un labi saprotamai, téliem — saistitiem ar sabiedribas
realo dzivi, Ipasi izcelot tas pozitivo virzibu. Lai makslinieki varetu
iepazit stradnieku dzivi un attélot darba ikdienu, vini tika aicinati doties
komandéjumos uz kolhoziem un industrialam jaunceltném. Jebkada
veida radosas izpausmes sabiedriba tika kontrolétas, un ari miuizikai,
par spiti tas netieSajai valodai, bija japaklaujas rezima spiedienam.
Lai komponisti bez bazam varétu darboties kultaras joma, viniem
biezi nacas rakstit pasutijuma darbus, kas atbilst Padomju Savienibas
socialpolitiskajai ideologijai (Kruks 2008: 12-36).
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Vérotaji no malas, vinu vida trimdas latvieSu komponists Longins
Apkalns, savukart norada, ka makslas un it Ipasi muizikas lauka
Padomju Savieniba nekad nav valdijusi skaidriba par atlauto un
neatlauto. “Socialisma celSana” maksla panakama, radosaja darba
lietojot t. s. socialistiska realisma metodi, tomér Padomju Savieniba neviens
nav varéjis skaidri pateikt, kad 1sti makslas darbs veidots atbilstosi
socialistiska realisma doktrinai, kad ne, ja vien darba nosaukums vai
dziesmas teksts par to nav neparprotami liecinajis (Apkalns 1967).

Tadgjadi daudzi komponisti centas mekléet viduscelu un saglabat
savu stilistisko identitati, vienlaikus radot konjunktiiras darbus. Ar1
Jazepa LipSana dailradé sastopami Sadi opusi, pieméram, Pionieru
svita klavierém, socialisma tematikai veltitas dziesmas vokalajiem
ansambliem u. c. Tomér ne vienmer konjunktiiras diktétais skandarba
nosaukums jaskata negativa gaisma. Vairumam sadu darbu piemit ar1
makslinieciska vértiba, un tos vajadzétu atskanot un analizét, nemot
vera vesturiskas situacijas kontekstu.

Ieguldijums atseviskos zanros
Simfoniskie un vokalsimfoniskie darbi

Simfonisko darbu klasta visagrinakais opuss ir Pirma simfonija
do minora (1963), kas saceréta ka diplomdarbs Jazepa Lipsana studiju
nosleguma. Ludvigs Karklin$ gramata Simfoniskie darbi latviesu miizika
raksta, ka simfonija veidota tradicionalaja cetrdalu cikla; ta turpina
Ferenca Lista un Aleksandra Glazunova monotematisma tradicijas
(Karklins 1973: 265).

Studiju gados tapis ari Rekviéms (1962) jauktajam korim, zénu
korim, mecosopranam solo un simfoniskajam orkestrim. Lidzas
Pirmajai simfonijai tas minéts starp Latvijas komponistu jaunajiem
skandarbiem Olgerta Gravisa raksta Ko dara jaunie komponisti laikraksta
Dzimtenes Balss (Gravitis 1964). Savukart péc daziem gadiem sekojis
Koncertino trompetei un orkestrim, ko Gravitis sava recenzija raksturo
jau ka komponista brieduma izpausmi (Gravitis 1968). Gan Sie darbi,
gan Horeografiska uvertira trompetei un simfoniskajam orkestrim
(1976) mineéti ari citos publicetajos Lipsana kompoziciju sarakstos, to
vidu Jana Torgana sagatavotajos Komponistu savienibas 8. kongresa
materialos (Torgans 1978: 25) un Lolitas Fiirmanes sastaditaja bukleta
Latviesu komponisti un muzikologi (Farmane 1989: 100).

Turpreti divas Mongolu rapsodijas kamerorkestrim (1975) pagaidam
nav nonakusas plasakas uzmanibas loka; tas saglabajusas rokrakstos.
Partitiiras ir sagatavotas ari datorraksta un pieejamas Astras Graudinas
privatarhiva. 2017. gada 25. marta Mongolu rapsodijas tika atskanotas
koncerta Rigas Kultiiras un tautas makslas centra Mazi Gilde: Rigas
Pedagogijas un izglitibas vadibas akademijas kamerorkestri Gaudeamus



orchestra vadija dirigents Guntars Bernats. Mongolu rapsodijas nr. 1
pirmversija divam klavierém (1974) atskanota pianistu Mara Svinkas
un Raimonda Redberga koncerta (AGP, Svinka 2009).

Skatuves muzika

Viens no Jazepam LipSanam tuvakajiem zanriem bija balets: to
parstav seSas kompozicijas. Divi baleti iestudéti Latvija, pateicoties
darbam EDMYV un cieSajai sadarbibai ar Rigas Horeografijas vidusskolu,
savukart viens balets rakstits un uzvests Mongolija.

Pirmais un pazistamakais balets, Hirosimas meitene (1965), iestudeéts
Latvijas PSR Valsts akadémiskaja operas un baleta teatr1 sadarbiba ar
Rigas Horeografijas vidusskolas pedagogi, vélako Sis macibiestades
direktori Tamaru Vitinu (programma 25. aprila izradei glabajas Astras
Graudinas privatarhiva: AGP, Rigas Horeogrifijas vidusskolas audzekinu
iestudejums “Hirosimas meitene” 1965). Recenzijas balets novertéts loti
atzinigi. Kritiki atzime trapigi tverto japanu tautas muizikas koloritu un
plaso koka ptisaminstrumentu un sitaminstrumentu tembru paleti (Bite
1965), ka ar1 drosmigo un veiksmigi istenoto ieceri (Stina 1965). Ija Bite
raksta, ka originalbalets Hirosimas meitene ir sasniegums ne tikai skolas
koncerta — tas nedaritu kaunu ari operas un baleta teatra repertuaram.
Baleta izmantotas seSas japanu tautas melodijas, tas radosi parveidojot
un attistot. Vadmotivs ir Dziesma par kirsu koku. Ta pirmoreiz izskan jau
ievada un pavada meiteni Sadako ka liriski telotajos laimes brizos, ta
tragiskaja nave (Bite 1965).

1968. gada Horeografijas vidusskolas audzeknu koncerta tika
uzvests Jazepa LipSana balets Neaizmirstamais, kas ieceréts ka
horeografisku ainu cikls (Bite 1968). Savukart balets Draudziba
1975. gada 28. maija izradits Mongolijas Valsts tautas dziesmu un deju
ansambla baleta makslinieku un Ulanbatoras Horeografijas vidusskolas
audzeknu snieguma (AGP, Programma koncerta, posvjashhennogo 50-letiju
Mongol'skoj pionerskoj organizacii im. D. Suhje-Batora 1975).

Muzikologi Janis Torgans un Lolita Firmane atzimé ar1 1965. gada
rakstito vienceliena baletu Cilveks (Torgans 1978: 25; Firmane 1989:
100). Savukart Astras Graudinas privatarhiva glabajas divu citu Jazepa
LipSana baletu manuskripti — balets-buffa Pasaka par Kaléjpuisi (1970,
3 celieni) un Pepija Garzeke (1974, 3 célieni).

Lipsans kompongjis miiziku ari vairakam lugam, kas iestudétas
Valsts akademiskaja dramas teatri (Runge 1971). Tapat jaatzime Valsts
Liepajas teatra uzvedums no cikla Ka radusas pukes (1966), kura pie
klavierem bijis pats autors (programma 18. janvara izradei glabajas
Astras Graudinas privatarhiva: AGP, Liepajas Valsts teatra izrade “Annas
Sakses pasakas” 1966). Nevienai no lugam notis gan pagaidam nav
atrodamas, un iespéjams, ka tas nav saglabajusas.
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® Tanka ir sena japanu dzejas forma
(piecu rindu bezatskanu pants ar
noteiktu zilbju izkartojumu), parasti
saistita ar dabas vai milas tematiku.

¢ Ansamblis darbojies 1977.—
1984. gada Dairas Cilnes vadiba.

Vokala muzika

Jazeps Lipsans rakstijis dziesmas un vokalos ciklus gan solistiem,
gan dazada tipa koriem un vokalajiem ansambliem. Olgerts Gravitis,
raksturojot vina darbibu Saja joma, 1pasi izcel aspratigas latviesu
tautasdziesmu apdares balsij un klavierem (Gravitis 1964).

Cikla Dzérves balsij un instrumentalam ansamblim (1966),
tapat ka baleta Hirosimas meitene, saklausamas japanu miuzikas
noskanas. Tekstualais pamats ir dzejnieka Valda Luksa tankas®.
Cikls pirmatskanots 1967. gada 30. oktobri kamerorkestra koncerta
Latvijas Radio, dziedatajas Laimas Andersones-Silares snieguma.
Koncerta recenzents Elmars Lacis ipasi atzimeé Ipatnejo meloritmiku
un koloristiku. Miniattiru melodijas, vina ieskata, ir ekspresivas, bet
instrumentalais pavadijums - vienkarSs un tembrali spilgts (Lacis
1967).

Andersone-Silare ir veikusi ieskanojumu Latvijas Radio ar1 Jazepa
Lipsana septindalu ciklam Rudens impresijas (1967) ar Ziedona Purva
vardiem. Si darba pirmatskanojums vinas snieguma ar instrumentala
kvinteta pavadijumu notika 1967. gada decembri; muzikas kritika
cikls raksturots ka “emocionali dzil$, noskanas krasains saceréjums”
(Birzvalks 1968).

Dziesmu cikls Lietus sievieSu korim a cappella, ka ari vairakas
originaldziesmas un tautasdziesmu apdares korim ir izdotas. Ari
solodziesmas tikuSas publicétas latvieSu komponistu dziesmu
krajumos, un tas ierakstitas Latvijas Radio. Vairakus solodziesmu ciklus
bérniem, pieméram, Bérniba un Putnins ciemos, Latvijas Radio ieskanojis
tenors Arturs Vanags, un klavierpavadijumus spéléjis komponists.

Izpetot periodika atrodamas koncertu recenzijas, noskaidrojas, ka
LipSana vokala (un arl instrumentala) kamermiizika savulaik bijusi
aktuala ne tikai Latvija: vina kompozicijam labprat pieversusies
arzemeés mitoSie tautie$i, un tas minetas Zviedrijas, Amerikas un
Australijas latviesu laikrakstu publicétajas koncertrecenzijas (Vitolins
1958, Krimins 1989, Zentins 1995 u. c.). Astras Graudinas privatarhiva
saglabajusies, pieméram, programma LosandZzelosas jaukta ansambla
Solaris® koncertiem Losandzelosa, Portlandé (Portlenda) un Sietla
1978. gada. Taja minéta Lipsana veidota latviesu tautasdziesmas
Smuidra, daila es uzaugu apdare. Koncerta programmu véstulé Jazepam
LipSanam no Amerikas atsiitijusi Alfréda Kalnina meita Biruta Kalnina-
Tripodi (skat. 5. attélu). Vina raksta, ka §1 apdare bijusi programma
pedéja, un to nacies atkartot (AGP, Kalnina-Tripodi 1978).



5. attéls. Birutas Kalninas-Tripodi véstule Jazepam Lipsanam (AGP, Kalnina-Tripodi 1978)

Varam secinat, ka Jazepa Lipsana miizika vina dzives laika bijusi
regulara koncertaprite. Komponista dziesmas skan ar1 misdienas: tas
nereti paradas Latvijas Radio Klasika programmas, savukart dziesma
Zvirbuli ir ieklauta apgada MicRec veidotaja izlaseé Latviesu dziesmas
bérniem (2. dala, 2016).

Instrumentala kamermuzika

Instrumentala kamermiizika ir viens no galvenajiem un visplasak
parstavetajiem Jazepa Lipsana dailrades zanriem. Vina dzives laika
ta bija pieprasita, jo atskanotaji velejas papildinat savu repertuaru
ar latviesu originalmuziku, un daudzi darbi tapa arl pedagogiskos
nolikos.

Svita Kazahijas iespaidi trompetei un klavierem ir pirmais Lipsana
skandarbs, kam veltita recenzija. Ta publiceta 1961. gada laikraksta
Cina:

“Dzivi un saistosi konservatorijas studentu instrumentalais ansamblis
autora vadiba (trompetes solo — Aivars Kriimins) izpildija jauna
komponista Jazepa Lipsana skandarbu “Kazahijas iespaidi”. Si svita

ir radusies tie$a saskaré ar kazahu tautas muziku. Visparliecinosaka ir
pirma dala “Darba ritma” un ceturta dala “Dziesmu atceroties”, kura
prasmigi apdarinata kazahu liriskas tautasdziesmas “Mausimzan” téma.
Skandarba pavideja interesantas muzikalas domas, tacu triika stila
skaidribas — vérojama noslieksme uz Seit neiederigo estrades muzikas
zanru.” (Verina 1961)
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7Pirmajam péckara desmitgadém
raksturigo padomju ideologu
attieksmi pret dZezu uzskatami ilustré
1950. gada izdota gramata Muzyka
duhovnoj nishhety (Mysvika dyxostoil
Huujemot / “Gara nabadzibas miizika”),
kuras autors Viktors Gorodinskis
(Viktor Gorodinskij / Bukmop
Topodunciuir) ataino dZezu ka cilveku
emocionalitati un sapratu apdraudosu
tendenci. DZeza stila idejiskas un
makslinieciskas iespéjas esot parak
nabadzigas, dzeza muizika esot
“bezcerigu standartu karalvalsts”, ko
dazado vienigi atskiriga atskanojuma
maniere (Gorodinskij 1950: 81).
Gorodinska gramata politiskais
pasutijums caur parspiléti spilgtiem
epitetiem paradas tik acimredzami,

ka rodas pienémums: varbiit autors to
izcelis ar nodomu, lai starp uzskatamas
propagandas rindam tomér atrastu
veidu, ka iepazistinat padomju
publiku ar dZeza un citu Rietumu
izklaides miizikas Zanru principiem.
Vismaz patstavigi domajosie, izglitotie
makslinieki vina rakstito varéja
izmantot uzzinas nolukos — sadi liek
secinat fakts, ka Gorodinska gramata
64 glabajas Jazepa Lipsana personigaja
biblioteka, pierakstita pilna ar
piezimém un pasvitrojumiem.

Iespé&jams, ka stila skaidribas trikums Jazepam Lipsanam parmests
politisku iemeslu dél: 50. gados un pat vel 60. gadu sakuma Padomju
Savieniba tika nosodits jebkads estrades vai dzeza elementu ieklavums
akademiskaja muizika’. Pétnieks Sergejs Kruks norada, ka valsts
elektroniskie mediji bija filtrs, kas bremzéja dabisku estrades miizikas
attistibu (Kruks 2008: 97). Savukart jau pieminéto Kazahijas iespaidu
pirmatskanotajs Aivars Krimins atminas, ka padomju muziki tika
turéti liela izolacija no ta, kas notika citur pasaulé. Apzimé&jums dZezs
bija ienacis ka bubulis, un ari par t. s. vieglas muzikas spélésanu
tika izteikti rajieni, studenti atskaititi no konservatorijas un rakstitas
nepamatoti sliktas recenzijas par izciliem muzikiem (AGP, Krimins
2016).

Krietni velak - 1975. gada — LPSR Kultaras ministrijas Macibu
iestazu metodiskais kabinets izdeva svitu Kazahijas iespaidi ka macibu
lidzekli konservatorijas un miuizikas vidusskolu audzeknpiem. Latvijas
Radio arhiva ir pieejams 1 darba ieraksts trompetista Georga Snikera
un pianista Venta Zilberta snieguma.

Trompetei saceréts ar1 Jaunatnes koncertino (ar klavieru pavadijumuy),
kas ietverts 1975. gada izdotaja krajuma Latviesu padomju komponistu
skandarbi trompetei un klavierem. So kompoziciju Latvijas Radio
ierakstijis jau mineétais Snikera un Zilberta duets, savukart Variacijas
par mongolu tautasdziesmas tému obojai un klavierém (sacerétas ap
1973) ieskanojusi obojists Vilnis Pelnéns un pianiste Inta Villerusa.

Cetri kontrasti saksofonam un stigu orkestrim (Prelide, Fiiga, Noktirne,
Finals, 1968) pirmoreiz izskané&jusi Komponistu savienibas jaunrades
sanaksme 1970. gada 20. oktobri; toreiz tie noverteti ka uzmanibu
saistoSas, kontrastéjosas zanriskas miniatiiras (Torgans 1970). Nosu
materials ir pieejams Latvijas Nacionalas bibliotekas Muizikas lasitava.

1970. gada saceréta Sonatine sitaminstrumentu ansamblim, kas
ieskanota Latvijas Radio Elhonona Jofes vadiba. No muzikologes
Rutas Runges raksta uzzinam, ka ta paredzéta muziku kvintetam —
15 sitaminstrumentiem ar noteiktu un nenoteiktu skanas augstumu.
Sonatinei ir raksturigs mainigs metrs un daudzveidigs tembru klasts
(Runge 1971). Nosu partitaras rokraksts pieejams Latvijas Nacionalas
bibliotekas Miizikas lasitava.

Eksotisku tematiku atspogulo divi citi skandarbi — Afrikana stigu
kvartetam un sitaminstrumentiem (1964), ko Latvijas Radio ieskanojusi
Latvijas Nacionala simfoniska orkestra stigu grupas muziki, un
Austrumu rapsodija instrumentalam oktetam (1976).

LPSR Kultiiras ministrijas Macibu iestazu metodiska kabineta
izdevumos sastopams arl plass Jazepa LipSana skandarbu klasts
akordeonam. 57 instrumenta spéles pedagoge Daina Laizane intervija
atzist, ka vina savu audzeknu repertuara biezi ieklauj LipSana veidotas



latviesu tautasdziesmu apdares un originaldarbus, jo tie ir parocigi
un érti spéléjami, piemeéroti bérnu spéles prasmju pilnveidei (AGP,
Laizane 2016).

Vairakos padomju komponistu skandarbu krajumos ietverti ari
Jazepa LipSana saceréjumi, kas rakstiti ka pedagogiskais repertuars
sitam- vai puSaminstrumentiem (trompetei, flautai, fagotam u. c.) ar
klavieru pavadijumu.

Lt

Ipasi nozimigs Jazepa Lip$ana instrumentalas kamermiizikas atzars
ir klavierdarbi — bdams pianists, vins labi parvaldijis klavieru fakttiru
un tas iespejas. Lipsans devis nozimigu ieguldijumu pedagogiska
repertuara veidosana — vins rakstijis gan skandarbus, kas piemeéroti
klavierspeles iesacgjiem, gan ari izvérstas formas sacerejumus mtuzikas
vidusskolu repertuaram atbilstosa grutibas pakapé. Pedagoge un
vairaku klaviermtizikas krajumu sastaditaja Mara Juhnévica biezi
ieklavusi 8ajos izdevumos Lipsana darbus; taujata par iemesliem, vina
atzist, ka tie izcelas ar értu pianistisko faktiiru, formas koncentrétibu un
bérniem viegli uztveramu tematiku (AGP, Juhneévica 2016).

Svariga vieta pedagogiskaja repertuara ir tautasdziesmu
apdarém. Mizikas un pedagogijas zinatnu doktore un pianiste
Nora Lise norada, ka profesionalas ievirzes miizikas skolas tas tiek
izmantotas sameéra biezi un noder ne vien klavierspéles prasmju
pilnveidei, bet arl bagatina zinasanas par etnisko dazadibu pasaule,
izkopj toleranci un rosina jauno pianistu izteli (Luse 2012: 1-2). Luses
veérojumus pilniba var attiecinat arl uz Jazepa LipSana apdarem: ka
savos pedagogiskajos novérojumos secinajusas raksta autores, tiesi
$1 komponista dailrades dala ir vispiemérotaka jaunakajiem miizikas
skolu audzekniem. Ari pieredzejusais pianists un pedagogs Maris
Svinka atzimé: paSiem mazakajiem audzékniem ipasi piemérots ir
veids, ka Jazepa LipSana apdarés tautasdziesmas melodija izkartota
starp abu roku partijam (AGP, Svinka 2009).

Vienkarsakas Lipsana apdares, kas piemerotas miizikas skolu
sagatavosanas un 1. klasei, ietvertas tados popularos krajumos ka,
piemeéram, Visu gadu dziesmas kraju (Bulavko, Kalnina, Strause 1981),
Pirmie soli klavierspéle (Ozolina, Rozenberga 1999) un Klavierspeles ABC
1. séjums (Aumele 2012). Savukart apdares, kas apkopotas pasa Lipsana
veidotaja krajuma Latviesu tautasdziesmas — polifoniski skandarbi klavierem
(Lipsans 1976), jau ir sarezgitakas, piemeérotas 1.-2. klases audzékniem.
Sastopams ne tikai vienas témas izklasts divas balsis, bet ar1 apdares,
kuras katrai balsij ir sava téma. Dazas no apdarem ir bitonalas — tajas
dziesmas téma katras rokas partijai rakstita sava tonalitaté. Kaut ar1
uzdevums Skiet griits, pedagogiska pieredze liecina, ka audzekniem
tas ir interesants. lesp&jams, ka tieSi mazajiem audzekniem ir vieglak
iepazities ar Sadiem kompozicijas panémieniem, jo pieredze klasiskas
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miizikas joma veél nav tik liela, lai liktu netradicionalus elementus
uztvert ka “nepareizus”. Savukart cits izdevums, 15 latviesu tautas-
dziesmu apdares divam klavierem (LipSans 1977), labi papildina klavieru
dueta repertuaru.

Jazepa Lipsana originaldarbi klavierem (skat. 1. un 2. tabulu)
ir mazak pazistami, tomér arl pieméroti bérnu muzikalitates un
klavierspeles prasmju attistiSanai. Miizikas skolu jaunako un vidéjo
klasu audzeknpiem piemeérota ir Sonatine (Juhnpevica 1982: 15), ka ar1
miniattiras no Pionieru svitas (Lipsans 1956) un bérnu svitas Miisu
pagalma (Juhnévica 1990: 21-32), savukart Septinas prelides (Juhnévica
1992: 3-26) un Noskana jeb Skumju prelide (AGP, Lipsans 1952) atbilst
miizikas skolu vecako klasu un muzikas vidusskolu audzeknu, ka ar1
miuzikas augstskolu studentu repertuaram. Kopuma originaldarbu
klasta dominé programmatiskas miniattiras ar dabas un sadzives ainu
tematiku. BieZi izmantotas alterétas harmonijas, melodijam ir rakstu-
rigi 1si, izteiksmigi motivi un to vari€sana.

1. tabula. Jazepa Lipsana klavierminiattiras: pedagogiska izmantojuma iespéjas

Skandarba/cikla
nosaukums

Skandarba/cikla raksturojums

Nozime klavierspéles nodarbibas

Bernu svita Miisu
pagalma

Svita ietvertas miniattiras ar
programmatiskiem nosaukumiem, kas saistiti
ar bernu ikdienas dzives tematiku.

Miniattaru telainie nosaukumi

sekmeé audzeknu individualas
interpretacijas veidosanos, jo
iestudesanas procesa raisa asociacijas
ar saprotamiem, emocionali tuviem
sizetiem.

Meitene ar kakenu
no bérnu svitas Miisu
pagalma

Liriska miniattira impresionistiska noskana.
Priek$plana izvirzas nevis melodiska
kantiléna, bet izkaisiti skanu triepieni, kas
veido savdabigu harmoniju slanojumu.
Pavadijuma ir plastosi tverti septakordi,
kameér melodija biezi izmantoti plasi lécieni
augséja registra.

éajé skandarba nepiecieSama
pardomata pedalizacija, lai mainigas
alteracijas un sekundu saskanas
neskistu parak griezigas un frazes
nezaudetu pladumu.

Uzsitisim futeni! no
bernu svitas Miisu
pagalma

Skandarba materials veidojas no sekundu un
septakordu gajieniem, izmantoti ari klasteri
un glissando pa visu klaviattiru.

Piemeérots, lai iepazistinatu
audzeknus ar modernisma stila
elementiem

Pionieru svita

Nosaukums ir nodeva padomju ideologijai,
tomér miniatiras ir tuvas bérnu sadzives
tematikai un nezaudé maksliniecisko kvalitati
ar1i musdienas. Pionieru tematika paradas
tikai pirmaja dala — Pionieru marsa, bet
paréjas miniattras iespéjams saistit ar bernu
ekskursiju vai pargajienu meza.

Raksta autores iesaka nevairities

no $1 cikla ieklausanas audzéknu
repertuara, bet, to darot, iepazistinat
bernus ar Latvijas vestures faktiem
un pastastit par samera nesenas
pagatnes notikumiem.

Pastaiga meZa no
Pionieru svitas

Melodijas kodols ir iss motivs, kas tiek
variets. Taja iezZiméjas svingam raksturigi
elementi, kas rada asociacijas ar dzeza stilu.
Kreisas rokas hromatiski lejupslidosa linija
prasa saglabat legato augséja balsi, kamer
vieglas taktsdalas iezimigas ar basa balss
staccato.

Skarumu daudzveidiba palidz attistit
koordinacijas prasmes un koncentrét
audzekna uzmanibu dazadu
artikulacijas veidu izmantojumam
katras rokas partija.




Deja no Pionieru
svitas

Virtuoza miniattira atra tempa ar
seSpadsmitdalu pasazam labas rokas partija.
Virpulojosas pasazas kreisas rokas partija
pilda pavadijuma funkciju, veidojot ritma
ostinato 6/8 taktsmera. Tonalitate ir

do minors, un muzikai kopuma piemit
smeldzigi slavisks kolorits.

Palidz attistit tehniku un ritma
izjutu. Nozimiga loma ir ar1 mizikas
tela veidosanai: tehniskas gruitibas

ir ievérojamas, bet svarigi, lai, tas
risinot, nezustu miuizikas dejiskais
raksturs.

Prelidem ir doti tempa un rakstura
apziméjumi, kam ir ilustrativa nozime. Katra

Iestudéjuma procesa japievers
uzmaniba kontrastéjosiem

tragiska.

Septinas prelides prelide telainibas un izteiksmes Iidzeklu zina | atskanojuma panémieniem, rakstura
ir loti atskiriga. un tempa mainam.
Atskiriba no prelidem cikla, 81 ir daudz
Noskana jeb Skumju | izverstaka un sarezgitaka, rakstita plasa Palidz attistit plasu akordu tehniku,
prelide akordu faktara. Noskana ir skarba, pat apgut legato speli oktavas.

Jazepa LipSana izverstakie skandarbi klavierem — Variacijas par
Lulli temu (AGP, Lipsans 1968) un Balade (Juhnévica 1987: 22-34) — jau
atbilst muzikas vidusskolu audzeknu un muzikas augstskolu studentu
repertuara sarezgitibas pakapei (skat. 2. tabulu).

2. tabula. Jazepa LipSana izverstas formas klavierdarbi: pedagogiska izmantojuma iespéjas

Skandarba/cikla
nosaukums

Skandarba/cikla raksturojums

Nozime klavierspéles nodarbibas

Variacijas par Lulli
temu

Izmantota francu baroka laika komponista
Zana Batista Lulli (1632-1687) Gavotes rondo
forma téma, kurai seko desmit variacijas

un finals. Skandarbs veltits Jazepa Lip$ana
dzivesbiedrei — pianistei un pedagogei Rutai
Svinkai.

Katra variacija ir loti atskiriga.
Komponists speléjas ar
stilistiskiem kontrastiem, kas no
atskanotajmakslinieka prasa speju
mainities un paradit dazadas
rakstura Skautnes koncentreta
izklasta.

Sonatine rakstita tris dalas, ievérojot klasiskas
formveides paraugu (1. d. Allegro moderato,

Sonatinei raksturigie dZeza elementi
rosina audzeknos interesi, attista

Sonatine 2. d. Lento, 3. d. Allegretto), tacu taja paradas | ritma izjutu, paplasina vinu
dzeza muzikas stilizacija. redzesloku.
Izcelas ar drimu raksturu un skarbam
intonacijam, ko pa}spllgtma Seru marsa Palidz attistit plasu akordu tehniku
zanriskie elementi vidusdala. Daudz (pari oktavas robe¥am), ka ari apgiit
izmantotas disonanses (mazu sekundu I;asmi spalet plaga dia, AZONa P&
Balade saskanas, hromatismi), ostinéta p p p p

seSpadsmitdalu kustiba zemaja registra un
Kklastertipa akordi. Sis ir viens no retajiem
izteikti tumsajiem opusiem komponista
dailrade.

(vietam noSu pieraksts tris linijkopas,
lai pianists labak izskirtu zemo,
vidéjo un augsto registru).

No 2. tabula minétajiem darbiem 1pasi jaizcel Variacijas par Lulli

temu. Pianists Maris Svinka uzskata, ka Saja kompozicija Lipsanam
izdevies miniattirveida atainot visu 17.-20. gadsimta mtizikas vésturi—

no baroka un klasicisma caur romantismu un impresionismu lidz
pat laikmetigajiem ritmiem (AGP, Svinka 2016). Recenzija péc

pirmatskanojuma tika atzinigi novértéts jaundarba pianistiskas
tehnikas bagatigums (Birzvalks 1968).
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Latvijas Radio arhiva pieejama Variaciju versija divam klavierem,
ko ierakstijusi pianisti Maris Svinka un Raimonds Redbergs. Sis duets
atskanojis ari citus Jazepa Lip$ana darbus. Maris Svinka ka spilgtus
repertuara akcentus min Mongolu rapsodiju (1974), ko caurauz Sis
austrumu tautas Ipatnéjas skankartas un ritmi, un parafrazi par latvieSu
tautasdziesmu Tur es dzéru, tur man tika: taja atklajas komponistam
piemitosais humors un bezbédiba, kas dazbrid robezojas pat ar
pargalvibu (AGP, Svinka 2016).

Secinajumi

Jazeps LipSans devis nozimigu ieguldijumu latviesu mizika, tai
skaita pedagogiska repertuara joma. Vina instrumentala un vokala
kamermiuizika tikusi atskanota ne tikai Latvija, bet ar1 arzemes. Dalu
no vina skandarbiem intervétie atskanotajmakslinieki un muzikas
pedagogi min ka aktualus ari sava miusdienu prakse. Ari Astra
Graudina — viena no raksta autorém un Jazepa LipSana mazmeita —,
darbojoties ka pedagoge un koncertmeistare, secinajusi, ka komponista
skandarbi nereti paradas dazadu instrumentu spéles apmacibas
programmas. Tomér sadu darbu noteikti varétu bat vairak: dala no
Lipsana saceréjumiem joprojam ir rokrakstos un plasakam interesentu
lokam nepieejami. Savukart daudzus Lip$ana dzives laika izdotus
krajumus pedagogi lieto reti, jo to nosaukumi raisa asociacijas ar
padomju kultiiras produktiem. Tapec lietderigs biitu jauns Jazepa
Lip$ana skandarbu izdevums.

Savas dzives laika komponists, Iidzigi kolégiem, izjuta lielu
padomju kulttrpolitikas ideologisko spiedienu. Biezi nacas paklauties
rezima diktatam un radit konjunkttiras darbus. Tomer ar1 vairumam
Sadas tematikas opusu, tai skaita Pionieru svitai, piemit makslinieciska
vertiba, tadel nebuitu korekti Sis vestures liecibas ignorét; tas iestudéjot
un analizejot, ieteicams nemt véra vesturisko situaciju ka atsevisku
faktoru.

Viss iepriekSminétais liecina, ka nepiecieSama padzilinata Jazepa
LipSana radosa mantojuma izpéte — ta palidzétu izprast padomju
perioda Latvijas mtizikas vesturi visa tas daudzveidiba un bagatinatu
miisu zinasanas par nepelniti aizmirstam vertibam, kas pelnijusas savu
vietu ar1 musdienu atskanotajmakslinieku repertuara.
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JAZEPS LIPSANS (1929-1989) IN LATVIAN MUSIC AND
PEDAGOGY

Astra Graudina, Laimrota Kriumane

Summary

The paper provides an insight into a little-known personality in
Latvian music, composer and educator Jazeps Lipsans (1929-1989),
who led an active musical life in Latvia as a piano accompanist, a
composition teacher at the Emils Darzins Music School and a member
of the Latvian Composers’ Union. The authors analyse LipSans as a
person as well as his musical oeuvre and contribution to the methodical
repertoire in piano pedagogy.

This study shows that Lipsans provided a significant contribution
to Latvian music and educated many students over the course of more
than thirty years. Some of those students, including the composer
Rihards Dubra, are now well-known names in the field of music.
Interviews with Dubra and other contemporaries — students and
colleagues — reveal that Lipsans was perceived as an inspiring, creative,
cheerful, dynamic and sociable person. The traits of his musical style
include a broad use of Latvian folk music as well as exotic motifs from
foreign cultures, elements of jazz music, and experimentation with
unusual tone colours (mostly in chamber music). Oriental melodies
and harmonies weave through many of his compositions — a legacy of
having spent three years teaching in Mongolia (1972-1975) and another
three years working in the People’s Democratic Republic of Yemen
(1981-1984).

In addition to composing symphonic works, ballets and chamber
music, Lipsans’ vocation as a pedagogue also led him to compose
many pedagogical pieces for different solo instruments and vocal
studies. However, having himself mastered piano technique and the
many possibilities it provides, he realised most of his ideas in piano
music. His arrangements of Latvian folk songs are widely used in
music schools as pedagogical repertoire for beginning piano students.
Many of these arrangements are included in various publications for
piano teaching. In music pedagogy, the use of traditional melodies
is considered very helpful in forming a child’s musical perspective.
When asked about LipSans’ folk song arrangements, the interviewed
piano teachers (Maris Svinka, Mara Juhneévica) commented that they
are suitable for children to begin learning the piano because they are
melodies that children easily perceive and like, the fingering is good,
and the arrangements help to develop both technical and musical
qualities in children’s performance (see AGP, or the Private Archive of
Astra Graudina: Svinka 2009, Juhnévica 2016).
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Amongst Lipsans’ considerable number of piano miniatures, some
bear the mark of Soviet cultural politics by having socialist-themed
titles. It is advisable to take into consideration the conditions under
which Soviet composers lived and worked — in order for their work to
be recognised and to not jeopardise their careers, they were forced to
also write conjunctural music (Kruks 2008: 12-36). But these composi-
tions can still be performed today if their titles are analysed; the histo-
rical context in which they were written should be explained in a way
that is comprehensible to students.

Lipsans’ piano compositions suitable for the repertoire of music
college/academy students or performing pianists include Seven
Preludes, Skumju prelide (Prelude of Sorrows), Ballade, and Variations
on a Theme by Lully. His original pieces for piano are rarely performed
nowadays, presumably because of the lack of new sheet music, which
would be advisable for Lipsans’” works.



PIELIKUMS

Jazepa Lipsana skandarbi (izlase')

Sast. Astra Graudina (2020. gada novembris)

! Saraksta ietverti visi apjoma
izvérstakie Jazepa Lipsana skandarbi,
savukart dazadu zZanru miniattiras
(to skaits ietiecas vairakos simtos)
minétas izlases veida.

MANUSKRIPTS
SKANDARBA (ROKRAKSTS,
NOSAUKUMS/ZANRS | GADS | DATORRAKSTS) VAI PIEEJAMS SKANIERAKSTS
NOSIZDEVUMS
VOKALSIMFONISKA MUZIKA
Rekviéms 1§0rim un o 1962 | Rokraksts - -
simfoniskajam orkestrim
SIMFONISKA MUZIKA
Pirma simfonija do minora | 1963 | Rokraksts }I\IB Muzikas -
asitava
Koncertino trompetei un 1968 | Rokraksts - -
simfoniskajam orkestrim
Mongolu rapsodija nr. 1 1975 | Datorraksts AGP AGP
kamerorkestrim
Mongolu rapsodija nr. 2 LNB Mizikas
kamgrz)rke]stri H{ ’ 1975 | Rokraksts un datorraksts lasitava (rokraksts); | AGP
’ AGP (datorraksts)
Horeografiska uvertira
trompetei un simfoniskajam |1976 | Rokraksts - -
orkestrim
Skumja prelidija .
nezinama kareivja pieminai 1986 | Rokraksts {“I\IB Muzikas -
. ’ asitava
kamerorkestrim
SKATUVES MUZIKA
Baleti
AGP; LNB Reto
Hirosimas meitene gramatu un
(vienceliens) 1965 Rokraksts rokrakstu nodala, B
RXA307,101
Cilveks (vienceliens) 1965 | Rokraksts - -
Neaizmirstamais (viencéliens) | 1968 Rokraksts - -
Balets-buffa Pasaka par 1970 | Rokraksts AGP -
kaléjpuisi (3 célieni)
Pepija Garzeke (3 célieni) 1974 | Rokraksts AGP -
Draudziba (vienceliens) 1975 Rokraksts - -
Mizika horeografiskiem uzvedumiem
Latvijas Skolu jaunatnes
dziesmu un deju svetki (3: 1972:
Deja ar rozém (moldavu deja ” Riga, Latvija). Riga: Latvijas | LNB Muzikas 3
12 vai 16 meitam), apdare ) PSR Izglitibas ministrija, lasitava
Emila Melngaila Tautas
makslas nams
N LNB Gramatu _

Moldavu deju svita

Riga: Zvaigzne, 1976

kratuve
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Polonéze (polu deja

LNB Gramatu

g ? Riga: Zvaigzne, 1976 kratuve un Miizikas
8 pariem) lasitava
Miizika lugam
Mfl_Zlkfi Liepajas Valsts teatra 1966 Rokraksts _ _
izradei Annas Sakses pasakas

VOKALA MUZIKA

Solodziesmas
DZIESMU CIKLI
Clkls Dze’rvfzs v1dé]a!1 balsij un 1966 Rokraksts AGP B
instrumentalam kvintetam
Cikls Rudens impresijas
mecosopranam un 1967 Rokraksts JVLMA, AGP Latvijas Radio
instrumentalam ansamblim
Cikls b.ermem Putnins ciemos ? Rokraksts - Latvijas Radio
ar klavieru pavadijumu
Cikls berniem Berniba ar ? Rokraksts - Latvijas Radio

klavieru pavadijumu

DZIESMAS BALSIJ UN INSTRUMENTU ANSAMBLIM VAI ORKESTRIM

Dziesma-fokstrots Nac,

aiziesim més balsij un mazam |? Riga: Emila Melngaila Tautas | LNB Mazikas
estrades orkestrim makslas nams, 1960 lasitava, JVLMA
Atminu valsis (veltijums
Emilam Darzinam) 1975 | Rokraksts AGP -
mecosopranam un
instrumentalam ansamblim
Skandarbi estradei I11. Sast. _ .
Trolejbusu vaditaja dziesmina | ? ]énfs Livmanis. Riga: {“NB Muz\l;ﬁf/[ A
Zvaigzne, 1978 asitava, J
DZIESMAS BALSI] UN KLAVIEREM
Divas liriskas solodziesmas ar
klavieru pavadijumu (Iigas un | 1946 | Rokraksts AGP -
Nac!)
Asteres 1947 Rokraksts AGP -
Es Tavu tuvumu jiitu 1948 | Rokraksts AGP -
Romance Rokas 1951 Rokraksts AGP -
Laikraksts Padomju Jaunatne
Esiet jauni 1951 (tplgik Literatiiras un Makslas Ll\{B Mizikas
pielikums Nr. 104), 1951, lasitava, JVLMA
3. marts
Dziesma par draugu 1953 | Rokraksts AGP -
Nakti 1954 Rokraksts AGP -
;’{l;?)tmeku dziesma (Kracem 1956 Rokraksts AGP B
]E\)/Iésvsqrg_ﬁ j an (kinoaprakstam 1961 Rokraksts AGP -
rossirdigo iela)
Romance Ko tas lidz 1961 Rokraksts AGP -
Dzives rits 1962 Rokraksts AGP -
Atnic Sovakar ? Riga: Latvijas Valsts LNB Mazikas
izdevnieciba, 1958 lasitava, JVLMA
Celazime ) Laikraksts Padomju .].aunatne, Ll\{B Mizikas
’ 1964, Nr. 92, 10. maijs lasitava, JVLMA




Raudzibas ? Sadzives dziesmas II. Sast. Latvijas Radio
Siroti » Janis Rijnieks un Daumants | JVLMA, AGP
iroties ’ Reiters. Riga: Zvaigzne, 1965 B
Liepas zied B Laikraksts Padomju Jaunatne, | LNB Muzikas 3
P ) 1965, Nr. 120, 20. junijs lasitava, JVLMA
Zviedru tautasdziesmu
apdares: Spele skaistais Neks | , B
un Mes ejam pa rasotiem ’
k l ; . .
qf atniem : Pasaules tautu dziesmas balsij LNB Miizikas
iroliesu tautasdziesmas un klavierém. Sast. Iréna Jasitava, [VLMA
Almas kalnos rits jau aust ? Donava. Riga: Liesma, 1966 ! -
apdare
Kubiesu tautasdziesmas B 3
Mamina apdare )
Lenins mica miis » Vardi miiZibas granita. Riga: JVLMA, LNB 3
L : Liesma, 1970 4
Kam ziedoni es ta milu ? Rokraksts AGP -
Balade Dziesma par Rigu ? Rokraksts AGP
Tris latviesu .’Fautasdm'e ST 11976 | Autora rokraksta kopija AGP -
apdares balsij un klavieréem
BERNU DZIESMAS BALSIJ] UN KLAVIEREM
gﬁgﬁgsk;béii Bf)gzlilfa'am » Laikraksts Padomju Jaunatne, | LNB Miuzikas 3
duetam P J ) 1965, Nr. 46, 7. marts lasitava
Zoirbuli Latviesu dziesmas bérniem. LNB Muzikas Latviias Radio
’ 1976 | 2. dala. Riga: MicRec, 2016 lasitava, JVLMA )
Ziema Autora rokraksta kopija AGP -
Desmit latviesn @ ol |2 Jazeps Lipsans. Kas tie tidi | LNB Miizikas )
un Klavierem p ) | dziedatdji. Riga: Liesma, 1979 | lasitava, JVLMA
Dziesmas korim
DZIESMU CIKLI
Cikls Lietus sieviesu korim 1969 | Riga: Zvejnieku kultiiras LNB Muzikas 3
a cappella nams Ziemelblazma, 1969 lasitava
Svita Bernibas zeme zenu 1970 Riga: V. Laca LPSR Valsts LNB Muzikas a
korim a cappella biblioteka, 1971 lasitava
ORIGINALDZIESMAS
_ . Dziesmas berniem. Sast. .
Es lasu... bérnu korim un - .. LNB Muzikas
Klaviersm ? A. Blumfelde. Riga: Latvijas Jasitava, JVLMA -
Valsts izdevnieciba, 1953 !
Pavasaris klat bérnu korim un |, izomfru (\i]zzlesmgsang:c}: b LNB Mizikas
klavierem : 1; é\zzl]as alsts izdevnieciba, lasitava, JVLMA -
Rozes jauktajam korim ” Dziesmas jauktajam korim. _
a cappella ) Riga: Zvaigzne, 1965 JVLMA, AGP
Neizskani, dziesma jauktajam 1970 | Riga: Filharmonija, 1972 LNB Muazikas 3
korim a cappella lasitava
Zinge par Zoipu ] esku viru 1970 | Autora rokraksta kopija LNB Mizikas -
korim un klavierem lasitava
Dziesmas avots jauktajam » Riea: Filharmoniia. 1971 LNB Muzikas _
korim a cappella ) &% )3 lasitava
. . . . Dziesmas jauktajiem koriem. o
Sena dziesma jauktajam korim | , o - | LNB Muzikas
a cappella ? Sast. Daumants Gailis. Riga: lasitava, JVLMA -

Zvaigzne, 1973
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Dziesmas jauktajiem koriem.

Kur skanu dzidrumu rast » Sast. Mai'a Rozlapa. Riza: LNB Muzikas _
jauktajam korim a cappella ’ Zvai.gzn e] 1977 pa. Riga: lasitava, VLMA
Jiiras krasta skolénu korim LNB Muzikas 3
a cappella 1986 | Rokraksts lasitava
Romance viru korim un 5 Rokraksts B B
vijolei )
Pavasara vejs jauktajam korim ? Rokraksts B Latvijas Radio
a cappella
Pionieri komjauniesiem bérnu | ,, Pionieri dzied. Riga, 1971 LNB Muzikas Latviias Radio
korim ar pavadijumu ) (versija ar klavierem) lasitava )
LATVIESU TAUTASDZIESMU APDARES
Dziesmas jauktajiem koriem.
Nu ir viens tautu dels Sast. Maija Rozlapa. Riga: LNB Mizikas B
jauktajam korim a cappella Emila Melngaila Tautas lasitava, JVLMA
makslas nams, 1970
Liku bedu uz akmena sieviesu | , gzﬁﬂaﬁtilgelie’f;?%e n;.. Sast. LNB Muzikas _
korim a cappella ’ Zvaigzne, 1972 B lasitava, [JVLMA
Smuidra, daila es uzaugu » SD;;ngZZJI‘; L;];tg Zgﬂ;li]l(iosn;g‘ a LNB Mizikas B
jauktajam korim a cappella ’ Zvaigzne 1973 M8 asitava, JVLMA
Augstu laimi, prieku jauktajam | , Riea: Filharmoniia. 1973 LNB Muzikas B
korim a cappella ) &% 13 lasitava
Circenitim kazas dzérabérnu |, Riga: V. Laca LPSR Valsts LNB Muzikas B
korim a cappella ) bibliotéka, 1974 lasitava
Berit’s man(i)s kumelinis ” Slzlélig{;' igg;kg?éﬁ?ig;fé?; LNB Mizikas 3
bernu korim a cappella ’ 1876 ’ | lasitava
Dziesmas vokalajam ansamblim
Dziesmas vokaliem ansambliem
Dziesmas un dazadu tautu un Dziesmas vokalajiem LNB Miizikas
dziesmu apdares sievieSu ? ansambliem. Riga: Emila lasitava, JVLMA Latvijas Radio
ansamblim Melngaila Tautas makslas !
nams, 1959-1982
. . Dziesmas vokalajiem
gzzif:gjzugiizigﬁutaum » ansambliem. Riga: Emila LNB Muzikas Latviias Radio
ansamblin? ’ Melngaila Tautas makslas lasitava, JVLMA )
nams, 1970-1987
Dziesmas vokalajiem
ansambliem. Sast. Janis
Divas latviesu tautasdziesmu » Rijnieks, miizikas redaktors | LNB Miuzikas _
apdares jauktam ansamblim |~ Jazeps Lipsans. Riga: Emila | lasitava, VLMA

Melngaila Tautas makslas
nams, 1971

MUZIKA TAUSTININSTRUMENTIEM UN TO ANSAMBLIEM

Koncertskandarbi klavierem

Noskana jeb Skumju prelide 1952 | Datorraksts AGP ﬁaG;i’é)Latvqas
Skandarbi klavierém. Sast.
Cikls Septinas prelides 1967 | Maral uhnévica. Riga: AGP -
’ Latvijas Republikas Kulturas
ministrijas Skolu centrs, 1992
Variacijas par Lulli temu 1968 | Rokraksts AGP, kopija JVLMA |-




Variacijas par Lulli temu

diva . 1968 | Rokraksts AGP Latvijas Radio
ivam klavierem
ﬁ/llongo]fl rapsodija divam 1974 | Rokraksts AGP -
avierem
Latviesu padomju komponistu LNB Miizikas
Balade 1978 IS\]/([‘Z_U_de? kla_v erem. nga. . lasitava, JVLMA, -
acibu iestazu metodiskais AGP
kabinets, 1987
Parafraze par latviesu
tautasdziesmu Tur es dzeru, ? Rokraksts - -
tur man tika divam klavierem
Pedagogiskais repertuars klavierem
Cikls Pionieru svita ? F;g:"}k;gg;s Ygaglzts {?alji?ai\//g,lf\llkﬁs/l A Latvijas Radio
Miniattira Strautins ? Latviesu padomju komponistu -
klavieru skandarbi berniem. .
Deia-etid , Sast. Emma Eglite un Olga {“l\ﬂf Muz\l/kf;/{ A
eja-etide ’ Kleine. Riga: Latvijas Valsts asitava, J B
izdevnieciba, 1959
Divas mazas prelides 1965 | Rokraksts AGP -
Divas mazas etides 1967 | Rokraksts AGP -
Zirdzina dziesmas, divas
mongolu tautasdziesmas ?572 Rokraksts AGP -
divam klavierem
(\ifa.riécijas par francu bérnu 1972 | Rokraksts AGP _
ziesmas temu
Latviesu tautasdziesmas —
polifoniski skandarbi klavierem -
(20 apdares) 1973 | Riga: Macibu iestazu LNB Muzikas
Variacijas par latviesu metodiskais kabinets, 1976 lasitava
tautasdziesmu Tumsa nakte, -
zala zale
Latviesu tautasdejas N 3
(13 apdares) ’
Variacijas par latviesu Jazeps Lipsans. Klavieru
tautasdziesmu Nokul mani, ? K g b'IZ' > Rica: LNB Muzikas -
mamulina L oy e lasitava, JVLMA
R — iesma, 1974
Variacijas par latviesu
tautasdziesmu Siipo mani, ? -
mamulite
Cehu deja Klavierem sesrocigi | 1974 Rokraksts AGP -
15 latviesu tautasdziesmu » Riga: Macibu iestazu LNB Muzikas 3
apdares divam klavierem ’ metodiskais kabinets, 1977 lasitava, JVLMA
Latviesu tautasdziesmu un Visu gadu dziesmas kraju. .
tautasdei parlikumi 5 Sast. Fogela B_ulavvko, Valda LI\IB Miuzikas B
Ju paritkumi ) Kalnina un Iréne Strause. lasitava, JVLMA
(25 apdares) o /
Riga: Zvaigzne, 1981
Miniattira Karnevdla deja 1981 | Rokraksts AGP -
Miniattira Rotala ar suniti 1981 | Datorraksts AGP -
Padomju Latvijas komponistu
skandarbi klavierem. Sast.
Sonatine (Sonatina ritmico) N Mara Lorenca (tagad LNB Mizikas _
’ Juhnevica). Riga: Macibu lasitava, JVLMA

iestazu metodiskais kabinets,
1982
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Poéma

Stasts 1987 Jazeps Lipsans. Skandarbi LNB Muzikas -
Latvie$u tautasdziesmas Sesi klavierem: bérniem. Bez gada | lasitava B
mazi bundzenieki apdare
Astonas latviesu
tautasdziesmu apdares 1987 | Rokraksts AGP -
iesacejiem
:;;al?;\snesu tautasdziesmu 1988 | Rokraksts AGP 3
Latviesu komponistu
skandarbi klavierém. Sast.
_ - _ - Mara Juhnévica. Riga: LNB Muzikas " .
2 ,
Bemu svita Miisu pagalma ’ Republikaniskais makslas lasitava, JVLMA Latvijas Radio
macibu iestazu metodiskais
kabinets, 1990
Miniattra Mozaika ? Autora rokraksta kopija AGP -
Pedagogiskais repertuars akordeonam
. Skandarbu krajums
Zanriskas un akordeonam. Sast. Laimonis
programmatiskas miniattaras Villeruss. Riga: Macibu
(1974. un 1982. gada iestazu metodiskais kabinets, _ .
krajuma); sonatines nr. 1-3 | ? 1974 g;li]?aVMauZlkaS -
1982. gada krajuma Padomju Latvijas komponistu
g ] ] ] p
skandarbu krajums akordeonam.
Riga: Macibu iestazu
metodiskais kabinets, 1982
Latvieu tautas dejas
LatvieSu tautasdejas akordeonam. Sast. Laimonis LNB Miizikas
Sudmalinas apdare ? Villeruss. Riga: Macibu Jasitava, [VLMA -
akordeonam iestazu metodiskais kabinets, 4
1987
Desmit latvieSu Latviesu komponistu skandarbi
tautasdziesmu un tautasdeju |, xomp L B
apdares akordeonistu ! akordeonistu ansambliem. Sast. LNB Miizikas
agsamblim Laimonis Villeruss. Riga: lasi
oy 20 . asitava
Nokti Kordeonist Macibu iestazu metodiskais
arfsazgl& ordeonstu ? kabinets, 1982 -
Koncertskandarbi stigu instrumentiem
. oy Jazeps Lipsans. Latviesu
f;lf:;gdaziljstr‘gﬁs: dares » tautasdziesmas vijolei un LNB Muzikas B
viiolei un klavielgzm ’ klavierem. Riga: Latvijas lasitava, [JVLMA
) Valsts izdevnieciba, 1957
Latoju deja vijolel un 1969 | Rokraksts AGP -
Tris latvieSu tautasdziesmu |, gggﬁarfﬁ:{éﬁﬁg {c{liav;rém. LNB Muzikas _
apdares vijolei un klavierem |~ Zvai.gzgne 1990 Ci lasitava, JVLMA
Pedagogiskais repertuars stigu instrumentiem
Astonas latviesu
tautasdziesmas vijolei un » _
Klavierém (Voldemara . Skandarbi vijolei un klavierém
Srest Keii f .
f}m%‘?s..epa redla < av) Sast. Voldemars Sturesteps | LNB Muzikas
¢ artlacga.s par egtm'els(;l‘ un Joahims Brauns. Riga: lasitava, JVLMA
autasdziesmu Smieklis , Liesma, 1966

man vijolei un klavierem
(Voldemara Stiirestepa
redakcija)




Latgales dancis koklu

Skandarbi koklétaju

LNB Mizikas

? 1 ioa: i -
ansamblim ’ legs;;mb,l tem. Riga: Zvaigzne, lasitava, JVLMA
Latviesu tautasdziesmas Skandarbu krajums bérnu
Sumni zakim pédas dzina apdare | ? miizikas skolu Cellistu -
Cellistu ansamblim ansambliem. I dala. Riga: AGP
Latviesu tautasdziesmas Latvijas PSR Kulttiras
Tiidalin, tagadin apdare ? ministrijas Macibu iestazu -
Cellistu ansamblim metodiskais kabinets, 1979
Sonatine nr. 2: Tautiska Riga: Macibu iestazu LNB Muzikas 3
sonatine vijolei un klavierem metodiskais kabinets, 1981 lasitava, JVLMA
Variacijas par latviesu
tautasdziesmu Tumsa nakte, Skandarbi vijolei un klavierem. .
. . e T T LNB Mizikas
zala zale vijolei un klavierem |? Riga: Macibu iestazu lasitava, JVLMA -
(Voldemara Sttrestepa metodiskais kabinets, 1982 4
parlikums)
Lénd dziesma un Atrd dziesma
vijolnieku ansamblim un 1988 | Rokraksts AGP -
klavierem
Deja Vl](.)h‘l}eku ansamblim ? B B Latvijas Radio
un klavierem
Koncertskandarbi ptisaminstrumentiem
Svita Kazahijas iespaidi Riga: Macibu iestazu LNB Mizikas . .
trompetei un klavierem 1961 metodiskais kabinets, 1975 lasitava, JVLMA Latvijas Radio
i . Latviesu padomju komponistu .
Jaunatnes koncertino trompetei 1963 | skandarbi trompetei un LNB Mizikas Latvijas Radio
un klavierem M lasitava
klavierém. Riga, 1975
5 Baltijas republiku komponistu
Cetras vokalizes obojai un skandarbi obojai. Sakartojis _ .
S o o e LNB Muzikas . .
klavierem 1964 | Elmars Zemovics. Riga: - Latvijas Radio
ST S lasitava, JVLMA
Macibu iestazu metodiskais
kabinets, 1982
Kvartetino (Kvartets) koka AGP; noraksts
pusaminstrumentiem 1972 | Rokraksts JVLMA B
Variacijas par mongolu a
tautasdziesmas tému obojai 1573 Rokraksts - Latvijas Radio
un klavierem
Pedagogiskais repertuars pisaminstrumentiem
LatvieSu padomju komponistu
Cetri skandarbi fagotam un skaydarbi fagotam un — .. | LNB Muzikas
- ? klavierem. 11 dala. Sast. Arvids - -
klavierem A A R lasitava, JVLMA
Resnis. Riga: Macibu iestazu
metodiskais kabinets, 1975
Skandarbi piisamajiem
instrumentiem: fagots,
Skandarbs fagotam un » ]ssaksof or{(s.. saIiE' V}l{us .. LNB Mizikas
klavierem ’ orovskis. Riga: Latvijas lasitava -
PSR Kulttiras ministrijas
Macibu iestazu metodiskais
kabinets, 1984
Mes devini balelini. Skandarbi
. flautai un klavierém. Sast. Lilija
Cetri skandarbi flautai un ? Veilande. Riga: Latvijas PSR JVLMA, AGP 3

klavierem

Kulttiras ministrijas Macibu
iestazu metodiskais kabinets,
1987
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Divi skandarbi flautai un

klavierem: Liriska noskana, 1988 | Rokraksts AGP -
Deja
Mes devini balelini. Skandarbi
flautai un klavierem. Sast. Lilija
Tris latvieSu tautasdziesmu Veilande. Riga: Latvijas PSR
apdares flautai un klavierem Kulttras ministrijas Macibu JVLMA, AGP -
iestazu metodiskais kabinets,
1987
Divi skandarbi meZragam un | 1956 | Rojraksts AGP -
Klavierem: Gdjiens, Valsis
Divbalsigas fanfaras Skandarbi piitéju orkestriem. _
trompetem Sast. Janis Rijnieks. Riga: AGP
Svinigas fanfaras (trisbalsigas) Emila Melngaila Tautas ~
trompetem in B makslas nams, 1970
Pedagogiskais repertuars sitaminstrumentiem
Rota} “ kSI.l ofonam vai ? Skandarbu krajums. Riga, 1977 LNB Muzikas -
marimbai un klavierem ’ lasitava
Skandarbi metala pisamajiem
un sitamajiem instrumentiem:
. . trombons, tuba, ksilofons. _ .
E?:\féi’;%ﬁflku ksilofonam un ? Red. Vilnis Borovskis. tl:li]?al‘\;[iumkas Latvijas Radio
Riga: Latvijas PSR Kulttras
ministrijas Macibu iestazu
metodiskais kabinets, 1984
Skandarbi jaukta sastava kameransambliem
Pavasara noskanas, valsis stigu | ap LNB Muzikas
orkestrim un arfai 1961 Rokraksts lasitava -
Jana Ivanova Tango no
kinofilmas Zvejnieka déls: N Riga: Latvijas Valsts LNB Miuzikas
aranzejums estrades : izdevnieciba, 1961 lasitava, JVLMA
ansamblim
Afrikana sfigu kvartetam un 1964 | ol raksts AGP Latvijas Radio
sitaminstrumentiem
Cetri kontrasti saksofonam un LNB Muzikas
stigu orkestrim 1968 | Rokraksts lasitava -
Sonatme. sitaminstrumentu |00 [ pon LNB Muzikas Latvijas Radio
ansamblim lasitava
Domas cels, svita stigu
orkestrim un klavierem 1970 | Rokraksts - -
Austrumu rapsodija
instrumentalam oktetam 1976 | Rokraksts - -
Jautrs motivs instrumentalam |, f‘f:r‘zdé? Tgfjl]ﬁis 2;. .Lsizz;la LNB Muzikas _
estrades ansamblim ' 1977 gners. Xga: | lasitava
Poéma-trio (veltita Teodoram
Netem — varonigajam
diplomatiskajam kurjeram) 1978 | Rokraksts AGP -
flautai, ¢ellam un
sitaminstrumentiem
Poéma sitaminstrumentu 1981 Rokraksts AGP _

ansamblim




THE WORDS OF THE BELL: SOVIET LATVIAN
CHORAL CENSORSHIP IN THE 1970s AND THE
CURIOUS CASE OF PETERIS PLAKIDIS (1947-2017)

Edgars Raginskis

Abstract

In the 1960s-1970s, the Latvian Soviet Socialist Republic experienced
various forms of censorship. In the case of the Latvian composer Péteris
Plakidis (1947-2017), his choral song Zvana vardi (The Words of the
Bell) was banned due to his choice of text by the famous Latvian female
poet Vizma BelSevica (1931-2005), who had been persecuted by the
Soviet regime since the early 1960s and was banned from publishing
her works from the summer of 1971 to May 1975. This incident
remained unreported and undocumented to a wider audience until
2018, after the deaths of both artists. This paper analyses the case study
of Plakidis and BelSevica within the framework of artistic censorship by
association amplified by the experience of the Latvian nation within
the totalitarian regime of the Soviet Union. The author contextualises
this case as a representation of a widespread type of censorship
experienced in Latvia due to the importance of choral music within its
national tradition.

Keywords: Song Festivals, choral music, social memory

Anotacija

20. gs. 60.-70. gados Latvijas Padomju Socialistiskaja Republika
cenziira izpaudas dazados veidos. Ta, pieméram, komponista Péetera
Plakida (1947-2017) kordziesmas Zvana vardi atskanojums tika aizliegts
teksta de] — vardu autore ir ieveérojama latvieSu dzejniece Vizma
BelSevica (1931-2005), kuru padomju rezims vajaja kops 60. gadu
sakuma; no 1971. gada vasaras lidz 1975. gada maijam vinas dzeju
nedrikstéja publicét. Savukart par Plakida dziesmas aizliegumu
plasakai sabiedribai nebija zinams, un tas fikséts dokumentala lieciba
tikai 2018. gada, jau péc abu makslinieku naves. Raksta Plakida un
BelSevicas gadijums pétits makslas cenziiras aspekta un saikné ar
latviesu tautas pieredzi padomju totalitaraja rezima. Autors reprezente
to ka pieméru Padomju Latvija plasi izplatitam cenziiras veidam, kas
versts pret kormuiziku — nacionalajas tradicijas stingri saknotu Zanru.

Atslegvardi: Dziesmu svetki, kormuizika, sociala atmina
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'The Third Awakening, also known
as the Singing Revolution, was a
period between 1986 and 1991 in the
three Baltic states — Latvia, Lithuania
and Estonia — that led to a complete
restoration of independence in

all three countries. For further
reference, see Clare Thompson, The
Singing Revolution: A Political Journey
Through the Baltic States (Thomson
1992), and Guntis Smidchens,

The Power of Song: Nonviolent
National Culture in the Baltic Singing
Revolution (Smidchens 2014).

Introduction

Since the very conception of the idea of a Latvian nation-state,
and even before this pivotal moment, Latvians have cherished their
tradition of amateur choral singing, which has been interlinked with
their rich heritage of folk songs. Generations of singers and conductors
have honed the skill of collaborative musicianship, and composers have
continuously contributed their talent with dedication to strengthening
the sense of national self-awareness while producing multitudinous
choral compositions of exceeding technical difficulty and aesthetic
exquisiteness yet also closely associated with the poetic and musical
material of folk songs. Established in 1873 and held with varying and
inconsistent frequency, since 1993 a choral song festival has been held
in Latvia every five years, with the participation of female, male and
mixed choirs complemented by woodwind and symphony orchestra
concerts, among other activities. Choral singing has proved to be one of
the cornerstones of Latvian music culture and thrived throughout the
first period of the independent Republic of Latvia (1918-1940). Even
after the annexation and subsequent occupation of Latvia by the Union
of Soviet Socialist Republics (USSR), the practice of choral singing did
not dwindle or perish but continued to flourish and expand, albeit in an
appearance altered by the new political system. Along with a renewed
interest in Latvian folklore, amateur choral singing played an integral
part in the national awakening movement known as the Tresa Atmoda
(Third Awakening), which greatly contributed to the reestablishing of
the independence of Latvia.! After the collapse of the USSR, the Latvian,
Lithuanian and Estonian Song and Dance Festivals were included on
the UNESCO List of Intangible Cultural Heritage (State Agency [...]
2008). The vast choral repertoire and its importance for Latvian society
have been recognised by foreign scholars and vocal music experts.
Vance Wolverton notes:

“One of the main premises for such grand-scale choral singing is to
celebrate a national repertoire. Latvia is doubly blessed with both a
repertoire of folksong literature, much of which has been arranged for
choral singing, and an abundance of original compositions for choir.”
(Wolverton 1998: 39)

Fully aware of the vibrancy and social impact of the Latvian amateur
choral tradition, the censorship apparatus of the Soviet Union, and
by extension that of the Latvian Soviet Socialist Republic (hereafter,
Latvian SSR), attempted to coerce the established custom of choral
singing to serve its ideological purposes. The demand to write in the
officially approved style of socialist realism and use the texts of poets
endorsing the dominant regime was imposed on Latvian composers,
as was a selection of repertoire made compulsory for conductors and
their choirs. Any outburst of individual artistic liberty that fell outside
the ideological boundaries was viewed with suspicion, thoroughly



examined, and on numerous occasions censored. Music historian
Arnolds Klotins describes the intricate and complex process of
censoring composers:

“The central censorship office dealing with any kind of accumulated or
current information was Latvia’s Chief Literary Board, whose duties, of
course, also extended to song texts, titles of musical works and names
of poets whose lyrics were used in vocal compositions. Before actually
reaching the board, however, the text or music had passed through
many institutions that carried out direct or indirect censorship, such

as the Composers” Union, officials at publishing houses and concert-
organising agencies, various committees and finally editors, reviewers
and critics as well as the composer or performer him/herself, who was
expected to practise self-censorship. The ultimate aim of the ideological
regime was to generate poets and composers who censored themselves.”
(Klotins 2018: 614)

Soviet censorship was a ubiquitous and simultaneously deliberately
obscure force that Latvian composers had to contend with throughout
the Soviet occupation of Latvia (1945-1990), and, as this paper will
show, even prominent figures in the music environment of the Latvian
SSR were subjected to the scrutiny and non-relenting control of the
censorship apparatus.

Censorship and the Soviet Latvian music environment

Liberal thought has extensively explored the topic of censorship
since the Age of Enlightenment and has contributed to both forming
the understanding of the matter by the general public and facilitating
scholarly debate. Jean L. Cohen writes that “in liberal thought,
censorship is external in that it represents authorities’ intervention in
the sphere of consensual actions of individuals, namely, civil society”
(Cohen 1994: 48). However, in the context of censorship within
totalitarian regimes, the strict delineation of the externality of the censor
is insufficient to understand the procedural intricacies and full extent of
the censorship activities. Marxist scholars such as Louis Althusser and
Antonio Gramsci have developed a mutually supplementary system of
(1) repressive and (2) ideological state apparatuses, where repressive
mechanisms such as censorship are subordinated to constructive
activities such as propaganda (see, for example, Gramsci 2000: 306).
These constructive mechanisms presuppose the indoctrination of the
population into the dominant Marxist ideology and the practising
of voluntary self-censorship by artists as well as the general public
without any coercive outward influence.

According to Matthew Bunn, the most productive way to sufficiently
understand the substantial differencesbetween theliberal and repressive
state approaches to censoring practices is through the lens of New
Censorship Theory — a theoretical framework that “sees censorship as
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a diffuse, ubiquitous phenomenon in which a host of actors (including
impersonal, structural conditions) function as effective censors” (Bunn
2015: 27).

The diversity and multiplicity of censorship processes have provided
the scholarship with the challenge of understanding the limitations of
censorship, as this phenomenon encompasses both the result of content
censorship and censorial actions. Forms of censorship include legal,
quasi-legal andinformal social censorship, and the common types
of censorship are preliminary censorship, which is concerned
with vetting and altering material before it is published and publicly
disseminated, and post-censorship, which involves limiting the
proliferation of already published material, withdrawing censored
material from the public sphere and invoking punitive measures
towards the author of the material in question (Ingram 2000: I).

Just as several forms of censorship exist, various definitions of
the term censorship circulate in the research and academic discourse.
For example, George Anastaplo calls censorship “the changing or
the suppression or prohibition of speech or writing that is deemed
subversive of the common good” (Anastaplo 2019). Latvian literary
scholar Raimonds Briedis defines censorship as a mechanism of
societal control that evaluates and arbiters the information accessible to
society by limiting or excluding certain or potentially possible units of
information from the consciousness of the society (Briedis 2010: 7). For
this paper, the author has devised the following working definition of
censorship: a direct or mediated effort by the authorities to limit, control
or otherwise influence the result of creative efforts by individual artists
or artistic groups.

The common perceptions of censorship and freedom of speech
are mutually exclusive in their extremes; in reality, however, the
absolutism of free speech has never been allowed by the individuals
or organisations in power, and various practical limitations have been
implemented in all societies. The Soviet Union was no exception, and,
from the establishment of Bolshevik rule in 1917 onward, it always
strived towards absolute control over modes of expression,
dissemination of information and means of communication (Jansen
1991: 110). Although Article 125 of the Constitution of the USSR of
1936, which had legal power at the time of the investigated censorship
incident, guaranteed freedom of speech (Garant.ru 2003-2020), in
practice composers of the Soviet period experienced numerous forms
of censorship. These included legal, quasi-legal and informal social
censorship (Ingram 2000: 5). With certain types of music media, such as
vocal works that include lyrics, composers could easily face censorship
for their choice of poet or poetic text, even if they did not write the texts
themselves. In the case of Latvian composer Péteris Plakidis, the choral
song Zvana vardi (The Words of the Bell) was banned predominantly due



to the choice of text by the dishonoured Latvian poet Vizma BelSevica,
who had come under condemnation by the Soviet Latvian government
in the early 1960s and was effectively banned from publishing her
works from the summer of 1971 to May 1975 (Briedis 2007: 65).

The scholarly literature on the topic of Soviet Latvian music
censorship is scarce. The first monograph to be mentioned, Miizika
peckara stalinisma (Music in Latvia during the Stalinist Post-War
Decade), is authored by Latvian musicologist Arnolds Klotins and
gives a valuable contribution to scholarship by providing the political-
historical context of the decade from 1944 until 1953, uncovering and
cross-referencing factual evidence about events within the field of art
music in Soviet Latvia, and opening a discussion about the reasons for
and consequences of music censorship.

In addition to Klotins’ book, another noteworthy literary source
that indirectly discusses the subject of music censorship is authored
by Sergei Kruk. His book “Par miiziku skaistu un melodisku!” Padomju
kultiras politika, 1932-1964 (“Here’s to Music, Beautiful and Melodious!”
Soviet Cultural Policy, 1932-1964; Kruk 2008) focuses on processes in
Soviet music that were reflected in the Latvian musical community of
the same historical period and to a certain extent continue to resonate
in Latvian music even today, as composers often try to deal with the
traumas of the past in an artistically creative and innovative manner.
The monograph evaluates the modes in which Latvian musicians
worked within the framework of the Soviet system. Because only a
couple of non-scientific journal articles cover this subject, there is a
substantial research gap in documenting the conditions under which
choral music of the Latvian SSR was censored. Due to the potential
political and social repercussions, this topic was not widely publicised
and discussed during the Soviet period and continues to be a delicate
and often avoided subject even today, because many of the affected
composers are still alive and active and prefer not to share detailed
information about themselves and their colleagues.

This paper considers the case of Plakidis and BelSevica within the
framework of artistic censorship experienced in a small nation that
was part of a larger repressive state. The author will discuss a censored
choral work by Plakidis as an example of a common form of quasi-legal
censorship experienced in the Latvian SSR due to the importance of
choral music within its national tradition. From a phenomenological
standpoint, it examines the scope of potential socioeconomic and
musical consequences that composers of text-based choral music
encountered regarding the performance prospects of specific works
and their addition to the popular repertoire as well as the professional
development of the composers’ careers. The following discussion will
provide a concise outline of the biographies of the composer and poet
and the conditions under which they were censored. The author will
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2 This memory was revealed and
reiterated by the composer over

the course of numerous private
conversations with the author of this
paper from 2008 to 2015.

also describe the censored choral song examined in this case study.
Finally, the author will recount the circumstances through which
the choral work was censored yet, due to the nuances of totalitarian
censorship, the composer was nonetheless able to flourish. This paper
will thus help shed light on certain elements of artistic censorship that
are often overlooked.

The curious and ill-fated collaboration between Péteris Plakidis
and Vizma BelSevica

Peteris Plakidis (1947-2017) is rightfully regarded as one of the most
outstanding Latvian composers of the 20" century. Having exhibited
an extraordinary musical ability in his childhood and teenage years,
by the age of twenty Plakidis was already an accomplished pianist
and chamber musician. His first major composition, Music for
Piano, Strings, and Timpani (1969), received praise at the All-Union
composition competition, and, while awarding the aspiring composer
with a diploma, the chairman of the competition Dmitry Shostakovich
commended his achievement with the words: “Keep it up, young man,
and everything will be all right.”? Indeed, by the age of twenty-five,
everything was all right for Plakidis — he held a tenured position as
a composition lecturer at the Latvian State Conservatoire (currently,
the Jazeps Vitols Latvian Academy of Music), he was a voting member
of the respected Composers’ Union of the Latvian SSR, and he was
a member of the Communist Party. The latter was, if not obligatory,
a highly recommended prerequisite for uninterrupted rising in the
professional ranks and should not necessarily be viewed as proof of
a pro-Soviet worldview on the part of Plakidis. Quite the contrary, he
was remembered by his colleagues and friends, and also by the author
of this paper, as a generally apolitical person who dedicated his time
and attention entirely to music. Plakidis had an untarnished biography,
which, according to the Soviet nomenclature, meant that none of his
relatives had been representatives of the bourgeois class during the
period of the independent Republic of Latvia. On no occasion had
Plakidis displayed any views that could be labelled as anti-communist.
This begs the questions: if Plakidis was not the source of the issue, what
was it, then? What caused the banning of his song?

Vizma BelSevica (1931-2005) was a Latvian poet, writer and
translator. Much like Plakidis in music, she is regarded as one of the
key figures in Latvian literature of the second half of the 20" century
and was widely beloved by critics and audiences alike. An author of
numerous poetry collections, short stories and other works, she was
nominated for the Nobel Prize in Literature, however, only after the
restoration of Latvian independence (1992 and 2000) (Kuduma n.d.).



BelSevica was born into a working-class family and manifested
an early interest and aptitude for literature. Unlike Plakidis, she was
initially a passionate member of the Soviet Latvian Communist Youth
Organisation, but she quickly became disillusioned with communist
ideas after seeing the apparent inconsistency between the ideological
slogans and the reality of everyday life. This disenchantment, in
combination with BelSevica’s refusal of the standards of socialist realism?
in poetry (for example, indiscriminate praise of the supposedly thriving
Soviet life), led to several encounters with the Soviet Latvian repressive
institutions, multiple unwarranted searches of her apartment by KGB
agents and, ultimately, the aforementioned ban on the publication of her
literary works from the summer of 1971 to May 1975 (Briedis 2007: 65).

Zvana vardi is a song for mixed choir composed in 1976 by Peteris
Plakidis with lyrics by Vizma Bel$evica. In a private and undocumented
conversation in 2020 with the author of this paper, the composer’s
daughter, Agate Plakide, revealed that Plakidis had been a distant
acquaintance of BelSevica but did not have direct access to her newly
written poems. However, his mother, DZuljeta Plakidis, was an avid
poetry connoisseur and could have acquired the poem through some
unnamed friend, later sharing the text with her son, who had previously
expressed interestin BelSevica’s poetry and had already written a couple
of songs with her lyrics, for example, Tavas saknes tava zemé (Your Roots
in Your Land, 1970). Another, equally likely, possibility is that Plakidis
might have bought the recently released collection of BelSevica’s poems
titled Madaris (In the Bedstraw, 1976), which was the first collection
after the lifting of the ban on the publication of her works, chosen the
poem and promptly composed the work.

The song is written in the key of G minor in a polyphonic texture
and exhibits features of the ternary form. The style of the song follows
the idiom of Post-Romanticism and could be described as somewhat
simplistic, keeping in mind that Plakidis was writing this song
specifically to match the needs and abilities of an amateur choir. Music-
wise, then, Zvana vardi is far from the composer’s boldest experiments
and does not contain anything that would be likely to have been picked
up by the Soviet censorship apparatus.

The poem Zvana vardi (written on November 11, 1972, published
in 1976 in the poetry collection Madaras) consists of five verses. It is
a dedication to Kurzeme, one of Latvia’s historical regions.* The
poem is, in its essence, a list of various towns and villages situated
in Kurzeme, arranged in a rhythmically varying and playful manner
and for the purpose of wordplay, paired with verbs that rhyme with
the names of these geographical places.” The poem is fluently written
and well-structured, and one can easily see how Plakidis might have
found inspiration to create a song with such lyrics. The poem contains

3Socialist realism was the
predominant form of officially
approved art in the Soviet Union
between 1932 and 1988. For further
inquiry, see the monograph by
Caradog Vaughan James, Soviet
Socialist Realism: Origins and Theory
(1973).

4 Referred to in the international
context until the 20th century as
Courland or Courland Province.

°For the original version of the
poem and its English translation,
see Appendix L.
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no open criticism of the Soviet regime nor hints at any noticeable and
debatable metaphors. On the other hand, the text with its abundance
of Latvian geographical locations could have captured the attention of
the censors, prompting them to flag the poem as undesirable for further
proliferation in society.

Before discussing the case of Zvana vardi in detail, it must be
mentioned that, until recently, the existence of this incident remained
unknown to anyone but the censors, the few select members of the
Board Praesidium of the Composers” Union and, arguably, Plakidis
himself. Coincidentally, during a private conversation with one of the
involved parties the author of this paper acquired information that led
to further investigation of this incident. The informant/interviewee gave
his written consent to go on record and shared further details of the
case, facilitating the gradual piecing together of a somewhat complete
narrative. Also, private and undocumented conversations with Maija
Krigena, the spouse of the recently deceased Plakidis, reveal that on no
occasion did he discuss this matter with her. It is beyond the scope of
this paper to discuss every aspect of censorship and the psychological
trepidations an artist must have endured after encountering an
aggressive external intrusion into his creative process. However, the
failure of Plakidis to communicate this information with his wife may
be explained in two ways. Either he was unaware of the censorship
incident, or his secretive behaviour could be symptomatic of a common
trait among Soviet artists of the period, namely, staying silent and
not disclosing any information that might potentially endanger their
families and loved ones as well as put themselves in a professionally
disadvantageous situation.

In the preface to his work PSRS atklatajos iespieddarbos, radio un
televizijas raidijumos publicéSanai aizliegto datu saraksts: slepeni, Maskava,
1970 (Document Collection of USSR Data Forbidden to Be Published
and Broadcast in Public Mass Media: Classified, Moscow, 1970),
the Latvian historian Heinrihs Strods writes that it was a common
practice and requirement of Soviet censors to systematically dispose
of documental evidence of censorship acts by destroying censored
manuscripts and pictures, any written case files, diaries, censorship
registration journals and other materials (Strods 2008: 11). An analysis
of the archival materials related to the second half of the 1970s and the
Composers’ Union of the Latvian SSR has so far failed to produce any
tangible evidence situating the involved parties in the context of the
censorship case of Zvana vardi; thus, the historical account provided
by the author’s informant, Dr. Janis Torgans, is of crucial significance.

Torgans (b. 1942) is a respected Latvian musicologist who specialises
in the work of Plakidis. In the 1970s, he worked as a music propaganda
editor in the Latvian branch of the Music Foundation of the USSR and



held an administrative position in the Composers’ Union of the Latvian
SSR. His duties included compiling concert programmes, clearing
musicians for concerts and corresponding with other organisations and
Soviet republics, especially the leadership in Moscow. He also attended
all the important gatherings and meetings, particularly the weekly
assemblies of the Board Praesidium, where he documented all the
thoughts the executives voiced. According to Torgans, the meaning of
those documents was marginal, as the common practice was to arrange
all the necessary details over the phone or in direct communication
with the superiors, who always conveyed their directives in verbal
form (PAER,® Torgans 2018).

The following are Torgans’ memories of the Zvana vardi case:

“In the wake of the XVII Latvian Song Festival (1977) the bureaucratic
machinery (the organisational committee) was about to vet the festival
programme, pre-selected by a panel of the leading choral conductors
in the country. Being a mere formality, the opinion of the Composers’
Union was also required to “look good on paper”. During that specific
meeting of the Composers” Union Praesidium, the board was going
through the list of the compositions, and, once they reached the

name of Peteris Plakidis (who was being represented by Zvana vardi
with lyrics by BelSevica), the referent of the Culture Division of the
Central Committee of the Latvian Communist Party, Vija Bluka, a PhD
candidate in philosophy (who at that time was ever-present in all the
discussions of any serious matters), uttered a couple of words under
her breath but strictly: “Not going to happen.”” (PAER, Torgans 2018;
translation by the author)

All three leading members of the Composers’ Union (chairman
Gederts Ramans, his deputy and the [Communist] Party Secretary
Pauls Dambis, and board secretary Olgerts Gravitis) expressed their
confusion and objected categorically. The question “WHY?” was
voiced rather loudly. No reply. Again, “WHY?” How is it possible?
A talented composer, a member of the Communist Party! Again silence,
no reply. Gradually all in attendance understood that this was not the
personal decision of the referent, and, if the directive of the party was
to deny the poet BelSevica any public exposure, nothing could be done.
This was only one of many techniques of censorship in the Composers’
Union. The idea of all this being that to preserve the bourgeois tradition
of the Song Festival, sacrifices needed to be made. And those were not
the only sacrifices (PAER, Torgans 2018).

The situation described above was a typical occurrence during the
Soviet period, when the fate of artistic work was adjudicated behind
closed doors, verdicts were delivered by a hierarchically subordinate
nomenclature operative not directly involved in the decision-making,
and censorship incidents did not generate any paper trail, as there is not
even the slightest hint of the Plakidis-BelSevica incident in the protocols
of the meetings of the Board of the Composers” Union of the Latvian
SSR. In the incident revealed above, censorship was manifested in its

®The Private Archive of Edgars
Raginskis, hereafter PAER.
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quasi-legal form, in which an action is taken by those in some official
capacity who nevertheless have no express legal backing for what they
do in the case in question (Ingram 2000: 6). This form of censorship
involves needless and formal discussions not supposed to yield any
tangible results, omnipresent and all-powerful bureaucracy, and pre-
factum decisions without any opportunity to contest them, hence the
phrase uttered by the referent of the censorship body: “Not going to
happen.” The account of this censorship case demonstrates that the
person delivering the verdict of the censorship had no authority to alter
the decision, which had already been made beforehand.

Analysis of the verbal account of the Zvana virdi case reveals that,
although Soviet censorship had nothing against the character or music
of Plakidis, making an argument in defence of the inclusion of his
song in the programme of the XVII Latvian Song Festival was futile.
Neither his musical talent and position as a lecturer at the Latvian
State Conservatoire nor his membership in the Composers” Union, or
even his affiliation with the Communist Party, could play any part in
reversing the decision to ban the work of BelSevica from any public
performance. The behaviour of the referent of the Culture Division
confirms that the censors had no interest in discussing the content or
the professional or artistic qualities of either the poem or the song.
Plakidis got his song banned from the Song Festival purely by making
the unintentional yet critical mistake of setting it to the lyrics of persona
non grata Vizma BelSevica.

In order to better understand the context of this censorship case,
it must be reminded that in 1973 the Latvian SSR celebrated the
centennial of the Latvian Song Festival tradition, a lot of effort had been
put into the planning and production of that festival, the majority of the
repertoire consisted of music created by Latvian composers, and there
was a noticeable sense of national pride regarding the preparation and
celebration of one hundred years since the beginning of the tradition.
The XVI Latvian Song Festival (1973) provided an opportunity for
amateur choirs to further improve their singing abilities through more
regular and serious rehearsals and boosted the morale and the sense of
Latvian nationhood of the singers and audiences with its emphasis on
Latvian music repertoire (Grauzdina 2008: 142).

This shift in attitude on the part of certain citizens of the Latvian
ethnicity towards the dangerous notion of perceiving the Latvian Song
Festival as a festivity encouraging a sense of Latvian national identity
profoundly worried the authorities, and several decisive steps were
taken to remind the general public of the true symbolic meaning of
the Latvian Song Festival as a tradition strengthening the friendship
and brotherhood of Soviet peoples and demonstrating the flourishing
of Socialist culture. In this tone, the 1977 Song Festival was planned



and produced as a showcase of Soviet Latvian amateur art and the gala
event of the First Festival of Workers” Amateur Art of the USSR. The
key feature of the repertoire policy for the XVII, XVIII and XIX Latvian
Song Festivals was the “dilution” of the programmes with works
by composers from other Soviet Socialist Republics. This policy was
intended to redirect the singers from extensively immersing themselves
into Latvian sensibilities, and it was accomplished by surrounding
the Latvian songs with foreign compositions about the friendship of
nations (Grauzdina 2008: 175).

The first and most obvious “victim” of the Zvana vardi censorship
case was the song itself. It was denied a performance at the
XVII Latvian Song Festival and, subsequently, did not receive notable
exposure to concert audiences or choir singers, ultimately fading into
relative obscurity. The author of this paper searched for an audio
recording of Zvana vardi and consulted former colleagues at Latvian
Radio 3 Klasika, the only classical music radio station in the country and
an organisation that focuses, among other things, on the preserving of
national cultural heritage, including any recordings made by Latvian
Radio under the Soviet regime. A meticulous search revealed only one
recording of the song in the Latvian Radio archives — a performance by
the Beverina mixed choir and conductor Juris Kokars that was recorded
in 1981. Unfortunately, no follow-up interview with the conductor was
possible, as he died in an automobile accident in 1990. Furthermore, it
was a surprise and revelation for the staff at the Klasika radio station
that Plakidis had written such a song in the first place. For context,
the oeuvre of Plakidis is widely represented in Latvian Radio’s digital
archives, and most of his compositions have at least several recordings.

As powerful as the Soviet censorship apparatus was, it was not
omnipotent or devoid of human error. The previous discussion
illuminated the intense attention by Soviet censors towards the
repertoire of the Latvian Song Festival; however, opportunities to
include songs by Soviet Latvian composers that had been banned from
the festival occasionally arose in different circumstances, for example,
when programming music for smaller-scale concerts. These events
were too numerous to be thoroughly controlled by censorship, and
choral conductors utilised these openings. Further investigation of the
printed mass media in the Latvian SSR of the 1980s revealed that Zvana
vardi was not entirely erased from the concert repertoire by extension
of its unpublicised banning in 1977. An article titled Zvana dziesma (The
Song of the Bell) published in the popular newspaper Rigas Balss (The
Voice of Riga; December 8, 1983) reviewed a collaborative concert by
two artistic groups — the mixed choir Miiza and the mixed choir Livzeme.
Published under the alias J. Jumis, the article mentions the song Zvana
vardi as having been featured in the concert and discusses the poetic
qualities of BelSevica’s text while somewhat inelegantly connecting the
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7 For the full text of the review, see
Appendix I

poem and music it is set to with the ideas of socialism and creating a
better future for Soviet citizens.”

It is highly unlikely that BelSevica was aware of the Zvana vardi case
or could somehow have gained access to any information regarding
it. As stated above, the censorship incident went undocumented, and
all involved parties were engaged in a specific type of unspoken non-
disclosure agreement. If the composer did not share this information
with his spouse, also a musician, then it is at least improbable, if not
impossible, that he might have reached out to the poet, whom he knew
only superficially. Because BelSevica was already labelled a persona non
gratain Latvian SSR Communist Party circles, it is questionable whether
she was subjected to any additional repercussions. Raimonds Briedis
writes that BelSevica had been ostracised by the Central Committee
of the Latvian SSR Communist Party since the 1960s, and the General
Directorate for the Protection of State Secrets in the Press under the
USSR Council of Ministers (Glavlit) had been instrumental in censoring
and othering the poet on all levels, starting from the editorial boards
of newspapers and journals, and ending with instances of punitive
censorship. Simultaneously, representatives of the Central Committee
complained that on numerous occasions editors did not fully comply
with the order to avoid even mentioning BelSevica’s name (Briedis 2010:
65). Despite the efforts of Soviet Latvian censorship, by 1977 she had
already become a household name among Latvian readers, was well
received in the literary community, and her poems were even being
used by composers of popular music as source material for highly-
acclaimed songs.

Consequently, one can assume that the censors were: (1) using every
opportunity to hurt the poet they felt was probably already slipping
out of their control and (2) bureaucratically and rigidly following an
outdated list of authors to be censored. This hypothesis is reinforced
by the shift in the power dynamics between Glavlit and the Central
Committee of the Latvian SSR Communist Party discussed above as
well as by the varying attention to detail within the monitored artistic
works of the period. Thus, Glavlit could have analysed the poem Zvana
vardi for censorable features, discovered none and vetted the poem for
publication in the Madaras collection, but the Central Committee could
have instructed its staff to block any attempt to popularise the works of
BelSevica during the ban on her publications and still not have changed
its policy as of 1977.

Plakidis came out of this situation seemingly unscathed — no threats
were made to revoke his tenure at the Latvian State Conservatoire nor
did he lose his position in the Composers” Union nor was he subjected
to any disciplinary action. Quite the contrary, the next year after the
censorship incident provided Plakidis with career advancement,



when he was voted by the members of the Composers” Union into the
Executive Board of the organisation on March 7, 1978 (LNA/LVA, 423-
6-39: 12-15%). Overall, Plakidis” professional reputation seems to not
have suffered from this incident. He continued to write choral music
with lyrics by BelSevica, and eventually one of these songs, Tavas
saknes tava zemé (Your Roots in Your Land, 1970), was performed at
the XXI Latvian Song Festival in 1993 by the united choir, conducted
by Imants Kokars. It is worth noting that this song would never have
been approved during the Soviet period due to the distinctly national
sentiment of its text.

On the other hand, Plakidis’ professional debut at such a
professionally prestigious and important event as the Song Festival
was delayed by three years, until the XVIII Latvian Song Festival of
1980, when his choral song Ar dziesmu dziviba (With Song in Life, 1979,
lyrics by Janis Peters) was performed by the united choir, conducted by
Ausma Derkeévica (Grauzdina 2008: 322). There is no demonstrable way
of confirming with Plakidis whether he was aware of the censorship
incident, as he died in 2017, and Torgans was unable to corroborate
Plakidis” knowledge of such an event. Furthermore, when asked about
the incident, Plakidis” widow conveyed her surprise and unfamiliarity
with it, leading the author to deduce that Plakidis never discussed this
issue with his spouse, a professional musician herself. This is one of
the elements of the censorship case that is still undetermined and will
probably remain so forever, as it would seem highly unlikely that a
composer, after having written a composition that has been approved
by his colleagues and aggregated the interest of professional choral
conductors, would not inquire about the sudden exclusion of this
composition from the repertoire of the Song Festival. On the other
hand, the modus operandi of Soviet censorship excluded the author from
direct contact with the censor; any communication was to be performed
between the censorship operative and the editor (Briedis 2010: 10).
The latter, in this case, could be conditionally considered the Board
Praesidium of the Composers’ Union. It can only be speculated what
effect this case of censorship had on Plakidis, but his musical heritage
leads one to believe that this setback did not discourage him from
composing stylistically bold and poetically patriotic choral music in the
1980s.

Any cross-referencing with the verbal account of the censorship
incident as given by Torgans failed to produce any noteworthy results.
Two of the members of the Board of the Composers’ Union had already
died, Gederts Ramans in 1999 and Olgerts Gravitis in 2015, and the
third participant, Pauls Dambis, gave self-conflicting statements when
interviewed about the incident, first claiming to not remember any
such occasion, only to later rephrase his denial into a somewhat vague
acknowledgement that “something of such sort might have indeed

*LNA/LVA, 423-6-39: 12-15 = Latvijas
Nacionalais arhivs / Latvijas Valsts
arhivs (The National Archives of
Latvia / Latvian State Archive), fund
No. 423 (Latvijas Komponistu savieniba /
Latvian Composers” Union), Collection
No. 6, Case No. 39, pp. 12-15.
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happened” but he could remember no details (PAER, Dambis 2019).
The author sought out the staff member of the Cultural Division of
the Central Committee of the Communist Party of the Latvian SSR,
Vija Bluka, who agreed to share her memories about the relevant
period and had no objections to the author making these memories
public. Although the interview with Bluka helped to shed light on
the established procedures within the organisation she represented,
she did not recall the meeting with the Board of the Composers’
Union described by Torgans. At the same time, Bluka remembered
having great sympathy for the artists working within the framework
of the creative unions and trying to alleviate the ideological pressure
exerted upon them by the propaganda operatives (PAER, Bluka 2020).
These claims, which lack documentary evidence or substantiation in
interviews with Latvian composers who were active during the Latvian
SSR period, should be acknowledged as an item of social memory and
investigated in future research.

Conclusions and further discussion

The case described and analysed in this research paper challenges
the common assumption about Soviet totalitarian censorship of the
1970s being a blunt and merciless instrument of force similar to that
suffered by the likes of Shostakovich and Khachaturian beginning
in the 1930s, after the infamous publication Sumbur vmesto muzyki
(Cymoyp 6mecmo mysoku / Muddle Instead of Music) in the Soviet
Russian newspaper Pravda (I1pasda, January 28, 1936), and continuing
after Andrei Zhdanov’s declaration in the 1940s of a ruthless battle
against “formalism” (Gojowy 1993: 289), when in fact the repressive
apparatus had evolved over the decades into a far more elaborate and
nuanced system of influencing and limiting the creative output of
artists, often prompting them to practise systematic self-censorship.
Subordinated to their superiors in Moscow and Leningrad, the Latvian
censors had multiple tools at their disposal, and an author could never
be certain if his or her work would withstand the censorship, especially
in cases of quasi-legal censorship by association. It could never be
precisely determined whether one’s artistic collaborator had already
been pardoned and removed from the list of forbidden authors or
condemned and left on it. Also, the potential severity of consequences
in one’s professional, artistic or private life remained unclear. This
uncertainty would destabilise artists” psyches, force them to doubt the
validity of their artistic choices and make them vulnerable to potential
future manipulation by the censors as well as increase the likelihood of
voluntary self-censorship by avoiding certain topics, potential artistic
collaborators and music genres that had proved to be the subject of
interest in previous encounters with Soviet Latvian censorship.



An additional challenge for researchers is the fact that, in a
repressive state such as the USSR, the censorship apparatus made
regular and systematic attempts to conceal and dispose of any factual
evidence of censorship by destroying all materials related to censorship
cases (Strods 2008: 11). An exhaustive analysis of the dedicated Fund
No. 423 of the Latvian State Archive, which encompasses the body
of documents originating from the Composers’ Union of the Latvian
SSR during the second half of the 1970s, did not reveal any indications
of the censorship incident discussed in this paper. Therefore, it is
crucial for researchers to conduct in-depth interviews with surviving
composers with the purpose of collecting the greatest amount of social
memories possible and documenting the experiences of the composers.
It is important to continue the work of establishing the true extent of
the impact that the cultural policies of the repressive regime had on the
thought process and manifestations of creativity of individual artists.
This is perhaps the last opportunity to strive for transitional justice
through intergenerational communication, giving voice to senior
composers, most of whom have already reached the age of eighty and,
in some cases, ninety years.
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ZVANA VARDI: CENZURA PADOM]JU LATVIJA
20.GS.70. GADOS. MIKLAINAIS GADIJUMS AR
PETERA PLAKIDA (1947-2017) DZIESMU

Edgars Raginskis

Kopsavilkums

20. gadsimta 60.-70. gados Latvijas Padomju Socialistiskas
Republikas iedzivotaji saskaras ar vairakam institucionalizéetas
cenztiras formam. Piemeram, latviesu komponista Petera Plakida
(1947-2017) dziesmas jauktajam korim Zvana vardi atskanojums
XVII Visparejos latvieSu Dziesmu svétkos (1977) tika aizliegts tadeél,
ka autors bija izvelgjies oficialas varas nelabvéligi vertetas dzejnieces
Vizmas BelSevicas dzejoli, kas ienesa publiskas komunikacijas telpa
blivi koncentrétas un ideologiski problematiskas zimes — Latvijas
vietvardus. Dzejniece savu antikomunistisko uzskatu del jau kops
20. gadsimta 60. gadiem bija piedzivojusi sistematisku vajasanu, ko
istenoja padomju varas iestades; ta kulmin€ja vinas darbu publice-
Sanas aizlieguma laika posma no 1971. gada vasaras lidz 1975. gada
maijam. Plakida un BelSevicas dziesmas cenziiras gadijums padomju
gados tika nokluséts, netika dokumentéts un nonaca atklatiba tikai
2018. gada, jau pec abu makslinieku naves. Autora redzesloka Sis
iepriekS zinatniskaja aprite nepubliskotais incidents nokluva, inter-
vejot vienu no ta aculieciniekiem, muzikologu un kadreizéjo Latvijas
PSR Komponistu savienibas darbinieku Jani Torganu.

Saja raksta izraudzits fenomenologisks skatpunkts, izcelot saikni
starp individualo cenziiras incidentu, latvieSu makslinieku pieredzi
PSRS represiva rezima kulttirpolitikas ietvara un padomju cenziiras
izplatitakajam darbibas metodém. Autors aplitko konkréto notikumu
ka specifiskas cenziiras formas pieméru Latvijas PSR teritorija laika,
kad varas iestazu Ipasas uzmanibas loka bija vietéjai kulttirai nozimiga
kora dziedasanas tradicija; to bija paredzets modificét atbilstosi
komunistiskas ideologijas principiem. Meéginats rast atbildi uz
jautajumu, ka komponista karjeru vareja ietekmét vina izvele stradat
kora miuizikas zanra. Tiek analizéta konkréta skandarba publisko
atskanojumu gaita, ka ar1 verteta cenztiras incidenta ietekme uz Petera
Plakida radoso karjeru péc 1977. gada.

Raksta sniegts koncentréts kopsavilkums par latviesu kora
dziedasanas tradiciju, ieskats cenziiras teorijas jautajumos, ka ari
aplukotas cenziiras izpausmes un to specifika Latvijas PSR konteksta
un formuléta autora piedavata cenziiras termina definicija. Petijuma
kodols ir dziesmas Zvana vardi analize, ka ar1 Pétera Plakida un Vizmas
BelSevicas radosas biografijas elementu korelacija un célonsakaribu
sameérosSana ar cenziiras epizodes biitiskakajiem aspektiem.



Raksta autors aicina uz diskusiju par padomju perioda miizikas
cenziras identifikacijas probléemam, ka ar1 starppersonu komunikacijas
ietekmi uz cenziiras intensitati. Vienlaikus tiek pieversta uzmaniba
represivajam darbibam, ar kadam Latvijas PSR ideologiskas iestades
tiecas regulét aktivo komponistu radoSuma izpausmes. Akcentéta
ar1 samilzusi nepiecieSamiba iespéjami driza laika intervet Latvijas
mizikus, kas padomju laika saskaras ar cenziiru (ne vienmer rakstiski
dokumentetu) un tagad jau sasniegusi 80 vai pat 90 gadu vecumu.
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APPENDIX I

The poem Zvana vardi by Vizma BelSevica*

Original Latvian version

English translation by Edgars
Raginskis

Duni, skani, Kurzeme,
Tev zvana vardi —
Embite, Alsunga,
Kandava, Barta.

Zalu meZzu sienas,
Zila mele — Venta.
Nograndi, Nigrande!
Atdimi, Renda!

Jura zvanu stpo
No abi malam,
Aizduna Dundaga
Sventajas gala.

Kazdanga, Terande,
Ivande, Skrunda...
Duni zvani, Bandava,
Rits — tava stunda.

Roll, resonate, Kurzeme,

You have the words of the bell —
Embite, Alsunga,

Kandava, Barta.

Walls of green forests,

The blue tongue of the Venta.
Drone, Nigrande!
Reverberate, Renda!

The sea’s swinging the bell
From both sides

Echoing Dundaga

At the far end of Sventaja.

Kazdanga, Terande,
Ivande, Skrunda...

Boom, ring, Bandava,
The morning’s your hour.

* The text of the song by Plakidis is slightly modified by repetitions of several
words and phrases (for example, "Kurzeme" as a refrain).

APPENDIX II

The concert review titled Zvana dziesma (The Song of the Bell),
published in the Rigas Balss newspaper on December 8, 1983

Original Latvian version
Zvana dziesma

Tagad dienas ir 1sas, biezi vien zilgani pelékas, kréslainibas bagatas.
Darba dienas un darba spraiguma to gandriz nemanam. Bet atpiitas
dienas?

Riga ir ne tikai plaSas miizikas zales, bet arl mazakas, ir ne tikai
simfonisko orkestru prieksnesumi, bet ar1 koru koncerti. Liik, un nesen
kada sestdiena iznaca noklausities LRAP kulttiras nama “Draudzibas
koncertu”, kura tikas Latvijas PSR Nopelniem bagatais kolektivs
Tautas koris “Mitiza” un Ventspils arodbiedribu kultiiras nama Tautas
koris “Livzeme”. Starp Siem koriem valda ilggadeja draudziba un
savstarpéja bagatinasanas dziesmu melodijas. Pirma programmu
sniedza “Livzeme”, sakot ar “Nekad” — Oskara Felcmana muzika,
Roberta Rozdestvenska vardi. Nekad nebut karam, nekad vairs neiet
boja cilvekiem, miers — pasaules nakotnes neséjs. Lielisks atskanojums!
Kvelo sartie sievieSsu koncerta terpi, kvelo cilveku vaigi — mes par



mieru! Muzigi visu redz tautas acis, it ka turpina Raimonda Paula
miizika, kas uzrakstita Mara Cakla dzejai “Tautas acis”. Dziesma seko
dziesmai... Nobeiguma Petera Plakida mtzika, Vizmas BelSevicas
vardi — “Zvana vardi”. Dun domas, [idzi dun Kurzemé Dundaga,
Renda, Skrunda un citas, Kurzemes zvans un zvana mele ir Venta...
Bet zvana vardi arl Rigai dun, visai Latvijai dun: cilveki, miliet
dziesmu, dziesma iet kopa ar labiem laudim, kas pretim nakotnei solo.

Un tad majas saimnieki “Mitiza” atklajas ar savu dziesmu klastu.
Pirma skan dziesma “Leninam” — Imanta Kalnina mitzika, Imanta
Ziedona vardi. Klausitaju acis it ka redz asnu spéku, kas klintis skel,
jut balta zibens spozmu, kas tumsu izklaide. Meistarigi ka vienmer
dirigeé kora makslinieciskais vaditajs Latvijas PSR Tautas skatuves
makslinieks, republikas prémijas laureats profesors Leonids Vigners.
Ta aizskan “Sarkana” — Pétera Plakida muzika, Ojara Vaciesa vardi, un
lidz dveseles dzilumiem aiziet “Beverinas dziedonis”, kad “dziesma
uzvar karu”.

Visa dziedataju atdevé jauSams dirigentu Talivalda Bérzina un
Edvina Dziluma darbs, atklajas koncertmeistares Lilitas Circenes
izaugsme. Labi iederéjas solistes Grizeldas Berzinas solopartijas
dziedajums Jazepa Vitola kantate “Dziesma”.

Nobeiguma abi kori “Miiza” un “Livzeme” ar trim dziesmam
iepriecina mazo klausitaju saimi. Paldies dziedatajiem!

J. Jumis

English translation by Edgars Raginskis
The Song of the Bell

The days have grown short, oftentimes blueish-grey, rich with
twilight. We almost do not notice it on weekdays and while busy
working. But how about on days of rest?

Riga has not only large concert halls but also smaller venues; the city
hosts not only symphony orchestra concerts but also choral concerts.
On a recent Saturday, I had the opportunity to attend “The Friendship
Concert” at the cultural centre of the Workers” Union Council of
the Latvian Republic, where the “Muiza” Folk Choir, a Meritorious
Collective of the Latvian SSR, performed together with the “Livzeme”
Folk Choir of the Cultural Centre of the Ventspils Workers” Union. A
long-standing friendship and mutual enrichment through song exists
between these two choirs. The first to step on stage was “Livzeme”,
which began with [the song] “Never” with music by Oscar Feltsman
and lyrics by Robert Rozhdestvensky. May there never be war, may
people never need to die again, peace brings us the future of the world.
A magnificent performance! The red concert dresses of the female
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singers glowed, people’s cheeks glowed — we stand for peace! The
people’s eyes eternally see everything, as continued in the music of
Raimonds Pauls set to the poem “Eyes of the People” by Maris Caklais.
One song after another... And in conclusion, “The Words of the Bell”
with music by Péteris Plakidis and lyrics by Vizma BelSevica. The bell
of Kurzeme resonates in thoughts, and Dundaga, Renda, Skrunda and
other towns of Kurzeme resound along with it; the tongue of the bell
is the Venta River... But the words of the bell also resonate for Riga,
they resonate for all of Latvia: may people love song, for song walks
together with good people marching towards the future.

And then the hosts, “Miiza”, revealed their assortment of songs.
First to be sung was “To Lenin” with music by Imants Kalnins and
lyrics by Imants Ziedonis. The listeners’ eyes seemed to see the power
of the sprout that shatters a cliff and feel the shimmer of lightning
that scatters the darkness. As always, the artistic director of the choir,
National Stage Artist of the Latvian SSR and recipient of the Republic
Award Prof. Leonids Vigners, conducted masterfully. Thus “The Red”
by Péteris Plakidis and with lyrics by Ojars Vacietis resonated strongly,
and “The “Singer of Beverina” touched the profound depths of the soul
when “song conquered war”.

One could feel the contribution of conductors Talivaldis Béerzins and
Edvins Dzilums in the dedication of the singers, and the development
of accompanist Lilita Circene was revealed. Grizelda Beérzina’s solo fit
nicely in Jazeps Vitols” “Song” cantata.

In conclusion, both choirs, “Miiza” and “Livzeme”, delighted the
youngest members of the audience with three songs. Thanks to the
singers!

J. Jumis



MUZIKA UN KOMUNIKACIJA /
MUSIC AND COMMUNICATION

SLAGERA JEDZIENS LAIKRAKSTA
RIGASCHE RUNDSCHAU (1919-1939)

Alberts Rokpelnis

Anotacija

Raksta analizéts varda slageris (Schlager) jeédzieniskais saturs, kas
atspogulojas Rigas vacu laikraksta Rigasche Rundschau publikacijas
1919.-1939. gada. Sis vards, ipasi vacu preses leksika, paradijas
dazados kontekstos. Visbiezak tas bija izteiksmes lidzeklis vai reklamas
sauklis uzmanibas pievérSanai. Paraleli nostabilizéjas izpratne par
Slagermtiziku $1 jédziena plasaka nozimé: starpkaru perioda to
raksturoja operesu miizikas stilistika un modes deju ritmi, pieméram,
dazadi fokstrota un tango paveidi.

Strauji attistoties tadiem medijiem ka radio un kino, ar1l muzikas
industrijas merktieciga darbiba lava Slagermizikai izplatities plasa
auditorija. 20. gs. 20. gados preses reklamas par Slageriem sauca ne tikai
operesu muiziku un popularas dejas, bet art méma kino filmas. Velak,
30. gados, muizikas industrijas ietekmé presé veidojas ari prieksstats
par Slageri ka dziesmu no kinofilmas.

Atslegvardi: preses sludinajumi, filmmuizika, mizikas
industrija, operete

Abstract

The article analyses the representation of the term Schlager in the
German Rigasche Rundschau newspaper in the period from 1919 to 1939.
Schlager appeared in various contexts, especially in the German press
vocabulary, and was most often interpreted as a means of expression or
advertising slogan. At the same time, the understanding of Schlager as hit
music stabilised. In the interwar period, the understanding of this term was
characterised by its closeness to the style of operetta music and the rhythms
of social dances, such as foxtrot and tango. The rapid development of audio
and video media such as radio and cinema, as well as the development of
the music industry, allowed hit music to reach a wide audience. In the
press of the 1920s, not only were popular social dances and operetta music
referred to as Schlager but also silent films. In the 1930s, under the strong
influence of the music industry, the press developed the image of a hit as
a song from a sound film.

Keywords: press releases, film music, music industry, operetta
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Peéc valstiskas neatkaribas iegtusanas 1918. gada Latvija turpinaja
pastavét tris paralélas profesionalas miizikas stravas — latviesu,
vacbaltiesu un krievu (Klotins 2013: 384). Tas izpaudas ar1 publicistikas
joma: lidztekus jaundibinatajiem latviesu laikrakstiem un iknedélas
kultiiras izdevumiem darbojas vacu un krievu prese. Saja raksta
analizets varda slageris lietojums Rigas vacu laikraksta Rigasche
Rundschau (sludinajumos, kulttiras apskatos, radio programmas),
identificéjot ta pieminéSanas kontekstus un izmainas laikposma no
1919. Iidz 1939. gadam. Raksta netiks iztirzati analitiski viedoklu raksti
par popularo muziku, tai skaita slageriem.

Publicistikas valodas stila pamatfunkcijas ir informét, ietekmét un
izglitot. Vienmer jarekinas ar preses izdevuma ideologisko ievirzi,
konkreta laika posma domingjoso leksiku un, iespejams, kadiem citiem
faktoriem. Analizgjot preses saturu, janodala zinas no komentariem un
ar1 reklama jaapliko atseviski, nemot véra tas ikreizejo merki (Liepa
2011: 86). Izraudzitaja laikposma slageris ir modes vards. Pieméram,
rakstot par opereti vai kinofilmu, tas klast par nozares sugasvardu,
tapec lielakoties netiek ieklauts pédinas. Varda nozime rakstitajam ir
passaprotama. Tomeér ar1 vacu presé starpkaru perioda retos gadijumos
sastopam pédinas, kad Sis vards lietots ironiski vai arpusmuzikala
nozimeé. Roberts Holbaums (Robert Hohlbaum) kada Baltische Monatshefte
publikacija raksta par gramatu tirdzniecibas uzplaukumu 16. gs.
reformacijas laika. Vins norada, ka slageris ka “muslaiku vards” vinam
nav simpatisks, tadél Lutera izdoto Bibeli labak biitu saukt par sava
laika “bestselleru” (Hohlbaum 1935: 666).

Baltijas ciesas kultiiras saites ar Vaciju — tas mtiziku un muizikiem, ari
kino un citam izklaides jomam - lauj izskaidrot Vacijas preses ietekmi
uz sabiedrisko domu. Ta izpaudusies gan Latvijas vacu prese, gan
latviesu valoda rakstosajos izdevumos. Ta, pieméram, jedziens slageris
(vacu Schlager) bija Rigas vacu preses uzmanibas loka jau vairakas
desmitgades pirms Pirma pasaules kara, un $is apziméjums tika plasi
lietots visa starpkaru posma. Lai arl par dzezu latvieSu prese saka
rakstit tikai kops 1922. gada (Veitners 2014: 61), Rigasche Rundshcau
slejas vardu salikums Ragtime und Jazz ka miuzikas virziens mineéts
jau 1920. gada nogalé (“Lokales. Tanztournier” 1920).

Lai noskaidrotu, kuros laikrakstos, kadas rubrikas un kontekstos
Slageris pieminets, tika atlasitas publikacijas vacu valoda perioda no
1918. gada 1. janvara lidz 1939. gada 31. decembrim, kad lielakas vacu
avizes Latvija partrauca darbibu. Kvantitativo datu atlasei, apkoposanai
un analizei izmantota Latvijas Nacionalas bibliotekas digitalizeto
periodisko izdevumu datubaze periodika.lv. Laikrakstu atlasé vards
Schlager pilnaja teksta uzradija 14358 rezultatus. No tiem vairak neka
puse (8484 rezultati) fikseti avize Rigasche Rundschau. Attirot kltidainos
un nederigos datus (Schlag, Schliger un schlagen atvasinajumus), ieguti



kopuma 4025 slagera piemin€jumi Rigas vacu prese laika posma no
1918. Iidz 1939. gadam. Nemot vera, ka visbiezak §is vards sastopams
laikraksta Rigasche Rundschau, turpmaka atlase veikta tikai Saja
izdevuma. Rigasche Rundschau bija lielakais dienas laikraksts vacu
valoda lasosajai auditorijai Baltija starpkaru posma. Péc Pirma pasaules
kara to atsaka izdot 1919. gada julija, seSas reizes nedela 15-20 tiikstosu
metiena. Videji 6-12 (atseviskos gadijumos pat lidz 24) lappusu
apjoma laikraksts pastavéja lidz 1939. gada 13. decembrim (Treijs
1996: 490). Laika no 1919. lidz 1939. gadam vards slageris laikraksta
Rigasche Rundschau paradas vismaz 2390 reizes (skat. 1. diagrammu
108. lpp.). Dati rada, ka Sis skaits ar vairakiem straujiem lécieniem
pieaug lidz 1930. gadam, bet péc tam pakapeniski samazinas.

Svarigi atzimet, ka ar periodika.lv mekléSanas riku iegiitie dati kopuma
nav gluzi precizi. Tie parada galvenas tendences, bet, veicot laikrakstu
padzilinatu izpeéti, atklajas, ka pieminéjumu skaits pa gadiem visbiezak
ir nedaudz lielaks.

Kladu iespejamiba izpauzas ka statistikas datu nesakritiba vairakos
parametros:

e rezultatos uzskaititi divi vienadi ieraksti;

e viena laikraksta numura, pieméram, reklamas, fikseti vairaki

atskirigi slagera piemin&jumi;

* viena reklama Slageris minéts divreiz, bet uzskaitita tikai viena

reize;

e periodika.lv programmatiira var neatpazit vardu Sligeris vacu

valodai raksturigajos saliktenos (Schlager-Programm u. tml.);

e arpusmuzikalos kontekstos paradas vards Schliger (rakete
sporta, ar1 zobens).

Rigasche Rundschau slejas vards $lageris sastopams galvenokart tris

veidu publikacijas:

e reklamas - sludinajumu lapas, reklaméjot filmas, opereSu
uzvedumus un deju zales;

e kultaras notikumu zinas vai kino, radio un operesu program-
mas, kas informé par tuvakajiem pasakumiem, dazkart apzi-
meéjot kadu no tiem ka Slageri;

e kultiras apskatos — izverstakos rakstos par gaidamam vai
nesenam izradém, operetém, koncertiem un citiem notikumiem.

Nemot véra slageru pieminejumu dinamiku, kontekstualo dazadibu
un saliktenu ieverojamo Ipatsvaru vacu valoda, nepieciesams turpmak
raksta lietoto terminu latviskojuma skaidrojums:

e Slagerfilma - filma, kas presé nosaukta par slageri; attiecigi,

meéma Slagerfilma vai skanu Slagerfilma;
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e filmu slageris jeb Slagerdziesma — atsevisks skandarbs no skanu
filmas;

e Slageroperete — operetes uzvedums;
® operetes Slageris — operetes fragments;

e meéma filmu operete — péc operetes motiviem uznemta méma
filma;

e skanu filmu operete — pec operetes motiviem uznemta muzikala
filma.

Raksta tiks skarti dazadas zemeés raditi darbi, tomer, atbilstosi S1
pétijuma tematiskajai ievirzei, prioritari tiks mineéts katra darba (filmas,
operetes utt.) nosaukums vacu valoda, kas sastopams laikraksta
Rigasche Rundschau, un ta latviesu tulkojums.

1. diagramma. Periodika.lv uzraditais varda Schlager pieminéjumu skaits
laikraksta Rigasche Rundschau atseviskos gados (Latvijas Nacionala bibliotéka

b.g)

Rigasche Rundschau teksta, tai skaita reklamas, vards slageris paradas
tris veidos. Pirmkart, ka sauklis jeb izsauksmes vards (Schlager!), kas
lietots, gan informejot par jaunumu, gan ka reklamas noforméjums.
Kops laikraksta darbibas atsakSanas 1919. gada sauklis Schilager
visbiezak redzams kinofilmu sludinajumos, pieméram, “Slageris!
Lieliskaka sezonas filma!” (Schlager! Das hervorragendste Bild der Saison!)
(“Moral und Sinnlichkeit. Theater “Kolosseum”” 1920). To, vai slageris
ir operete, filma vai deju muizikas opuss, izsaka reklamas teksts, bet
pats vards visbiezak izmantots tikai uzmanibas pievérsanai, jo nekadu
citu pieradijumu par popularitati reklama nesniedz.

Otra tendence ir apzimejuma $lageris lietojums savienojumos ar
ar attieksmes ipasibas vardu. Tada veida reklamas pasutitajs iezime
kontekstu un akcenté reklamétas preces vértibu, pieméram, véstot par
toposu un drizuma uz ekraniem sagaidamu kinofilmu Jungfriuliche
Berge (“Jaunavu kalni”). Ta apzimeéta ka “maksliniecisks krievu
Slageris” jeb Russischer kiinstlerischer Schlager (“Kino “Astoria”” 1923).
Retakos gadijumos paradas vardkopa “léeti Slageri” (billige Schlager) ka
apziméjums visparéjam originalu ideju trikumam (“Wirtschaftliche
Rundschau. Die Aussichten der Leipziger Herbstmesse” 1930). Reklamu
veidotaji nemitigi piedava jaunus un jaunus epitetus. Apkopojot



zinas, pieméram, par 1926. gadu, konstatéjams, ka visas slagerfilmas
apzimétas ar kadu raksturojosu 1pasibas vardu — “jaunaka” (4), “liela”
(2), “pasaules”, “pirmklasiga” (erstklassig) u. c. Slagerim nav tautibas.
Lai ar1 tas ir vacu izcelsmes vards, prese raksta par anglu, francu, italu,
krievu un vacu slageriem (Giinther 1930). 11 reizes noradita izcelsmes
zeme (Francija - 2, Krievija -1, Vacija — 4) vai pilseta (Berline - 4). Vienu
reizi minets sezonas Slageris (Schlager der Saison) un ari1 filmu slageris
(Film-Schlager).

Pieméram, kada reklama aicina uz filmas Die Vampyre der Liebe
(“Milas vampirs”) pirmizradi kino-varieteé Moulin Rouge: “Visiem
jaredz Sis spozais Slageris!” (Alle miissen diesen glinzenden Schlager
sehen!) (“Kino-Varieté “Moulin-Rouge”” 1926). Cita piemera par izcilu
Slageri (Hervorragender Schlager) nosaukta filma Im Netze der Demi-
Monde-Dame (“Demi-monde damas tikla”). To izradija kino Star Brivibas
iela 32 (“Kino “Star”” 1929). Filma uznemta péc Augusta Strindberga
(August Strindberg) lugas Tévs (zviedriski Fadren, 1887) motiviem.
Vel kada gadijuma 1920. gada kino-variete Moulin Rouge no 24. lidz
30. aprilim izradija krievu $lageri (Russischer Schlager), filmu Am Kamin
(“Pie kamina”, 1917) (“Wiedererdffnung des Kino “Moulin Rouge””
1920). Gandriz desmit gadus velak (1929) So pasu filmu demonstréja ar1
kino Metropol, papildinot to ar otro dalu Vergiff den Kamin (“Aizmirsti
par kaminu”, 1917) (“Kino Metropol. “Am Kamin” und “Vergif§ den
Kamin”” 1929). Abas filmas lidz musdienam nav saglabajusas. Lai ar1
1929. gada Pie kamina joprojam bija populara, ta vairs nebija jaunums
un, domajams, tapec netika déveta par slageri (“Kino Metropol. “Am
Kamin”” 1929).

TreSais Slagera jedziena konteksts arl ir saistits ar reklamu; tas
paradas divu vai tris vardu saliktenos, kas ir tipiski vacu valodai.
Piemeéram, tadi salikteni ka Operetten-Schlager vai Film-Schlager skaidri
savieno noradi uz popularitati ar konkrétu kulttiras produktu, miizikas
zanru vai arl mediju (filmu). Citos gadijumos, pieméram, kinoizrades
vai vairaki secigi kinoseansi tiek raksturoti ar vardu salikumu Schlager-
Programm. Tipisks filmu reklamu apzimejums ir ari Zweischlager-
Programm (“divu Slageru programma”), ar kuru viena varda raksturots
programmas saturs (““A. T.”” 1929). Saliktenu veidoSana izmantoti ar1
ipasvardi, kas norada uz kulttiras produkta geografisko vai kultiras
izcelsmi. Piemeram, filma Die Géttin der Rache (“Atriebes dieviete”, 1929)
ir Holivudas Slageris (Hollywood-Schlager) (“Kasino-Theater” 1929).
Cita gadijuma saliktenis veidots no personvarda: Der Harry-Liedtke-
Schlager “ Zirkusprinzessin” mit Hilda Ritsch (“Harija Litkes slageris Cirka
princese ar Hildas Ricas piedaliSanos”) (“Kino. Lichtspiele” 1929). Lidz
ar skanu filmu paradisanos preses leksika ienaca jauni nozares salikteni
ka Lichtton-Film (“gaismas skanu filma”), Lichtton-Operette un Ton-
Film-Operette. Pieméram, filma Eine Vernunftehe (“Aprekina lauliba”)
reklama apziméta ka Licht-Ton-Schlager (“gaismas skanu Slageris”) ar
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! Das Werk ist der neueste
Operettenschlager. Moderne Schlager-
Tinze, wie “Jimmy” und “Jazz”,
enthaltend!

Eriha Bergsona (Erich Bergson) miziku (“Casino-Theater” 1932a). Cits
piemérs: Neuester deutscher TON-FILM. TON-OPERETTE. Wien — die
Stadt der Lieder (“Jauna vacu skanu filma. Skanu operete. Vine, dziesmu
pilséta”) (“Wien — die Stadt der Lieder” 1930).

30. gadu sakuma filmmiuiziku raksturoja divi vardi: muizika, ar to
saprotot filmas skanu celinu, un slageri — filma izpilditas dziesmas jeb
t. s. slageri, kas komponéti deju ritmos. PieminéSanas verts ir fakts, ka
kada kultiiras apskata par izklaides vietam Rigas parkos pirms un péc
Pirma pasaules kara vienu reizi konstatéts saliktenis Schlager-Musik
(Keuchel 1932). Nemot véra kontekstu, to var uztvert ka apzimejumu
visa veida popularajai muizikai.

Pirms Pirma pasaules kara presé par slageriem visbiezak déveja
opereSu muziku. 20. gs. 20. gados opereté ka skatuves Zanra arvien
vairak ieklavas jaunas modes dejas (pieméram, Simmijs — shimmy,
vansteps — onestep u. c.), kuru ritma stilistiku raksturoja tobrid
popularais un plasi interpretétais vards dZezs (Scott 2019: 7, 89, 192). St
laikposma preses leksiku visa tas problematika, iespejams, visspilgtak
demonstre sekojoss citats par Hermana Beitenmillera (Hermann
Beuttenmiiller) 1921. gada komponéto opereti Meine Frau — das Friulein
(“Mana sieva —jaunkundze”):

“Sis darbs ir jaunaka slageroperete. Taja ieklautas modernas $lagerdejas
ka simmijs un dzezs!"” (“Kunst- und Geistesleben” 1921)

1923. gada Rigasche Rundschau slejas biezi ir sastopams jédziens
Schwank (latviski tieSi tulkojot — griloSanas, svarstiSanas), arl
musikalischer Schwank, kas muizika apzimé uzvedumu operetes stila
(skat. 2. diagrammu). OpereSu konteksta laikraksts atsaucas uz jedzienu
Schwank-Schlager, attiecinot to uz muzikalo joku lugu Der keusche
Lebemann (“Skistais dzives bauditajs”, 1921). Si darba autori ir Francs
Arnolds (Franz Arnold) un Ernsts Bahs (Ernst Bach), un tas ticis izradits
Vermanes darza Vacu teatr1 (“Kunst- und Geistesleben” 1923a). Lai arl
ne vairs jaundarbs, ka slageris apziméts ar1 1923. gada Riga iestudetais
uzvedums Wenn Minner schwindeln (“Kad viriesi reibst”, 1913) ar
Valtera Vilhelma Geces (Walter Wilhelm Goetze) muziku (“Kunst- und
Geistesleben” 1923b). 30. gados operesu reklamas vairs nebija aktualas.
Operesu uzvedumus prese piemingja kulttiras un zinu slejas, savukart
skanu filmu operetes tika reklamétas ka skanu filmas.



Priek$Snesums (nenoteikts) 4% Operetes Slageris 1%

Atlasei neatbilstosi ieraksti 5%

Slageris ka deja vai miizika
deju zales 2%

Nosu izdevums 1%

Cirka varieté-kabare 1% Meéma slagerfilma 33%

Slageroperete 53%

2. diagramma. Slageru piemin&jumi laikraksta Rigasche Rundschau 1923. gada

Kultiiras dzives apskatos rubrika Kunst- und Geistesleben (“Maksla un
gariga dzive”) par Slageri deveti gan skatuves uzvedumi, gan retakos
gadijumos spilgti operesu fragmenti. 1923. un 1924. gada operesu
uzvedumi Riga bija viskuplak apmekléti. 1924. gada statistika noradits
ieverojams skatitaju skaits — 83 498 (Rigas pilsétas statistiska gada gramata
1927: 103). Vards slageris laikraksta Rigasche Rundschau 1923. gada
minets 203 reizes, un dati rada operetes Slageru dominanti attieciba
pret kino Slageriem 2:1. DaZzados ar operesu uzvedumiem saistitos
kontekstos Slageris minéts 103 reizes, turpreti kino sakara — 65 reizes
(59 reklamas un 6 kino programmu apskatos). Tomér opereSu Slageru
reklamu skaita pieaugums bija tikai islaicigs, jo kino Slageri atkal atguva
kvantitativu parsvaru citos gados. Tiesi 1923. gada konteksta operesu
pieminéjumu skaits tiesa veida saistits ar Vermanes darza Vacu teatra
izradém vasaras sezona: tolaik kultiiras dzives sleja regulari vairakas
reizes nedéla informéja par izrazu demonstréjumiem. Plasi tika lietots
vardu salikums Operetten-Schlager, attiecinot to uz izradi kopuma.
Savukart rudeni bieZi tika pieminéta Zana Gilberta (Jean Gilbert)
populara operete Katja, die Tinzerin (“Dejotaja Katja”) (“Kunst- und
Geistesleben” 1923c). Pieprasitakas operetes kultiras apskatos un
sludinajumos tika reklameétas ar lielaku intensitati; to vida lidztekus,
pieméram, iepriekS minétajai Katja, die Tinzerin bija arl operete Familie
Raffke (“Rafkes gimene”). Tomér nevar runat par mérktiecigu operetes
teatra darbibas veicinasanu Riga: “Méginajumi nodibinat patstavigus
operetes teatrus péckara laika nav devusi apmierinosus rezultatus, kaut
gan apmekléetaju tam netruktu.” (Kramins 1928: 113)

Par parmainam operetes Zanra popularitaté liecina vairakas
publikacijas izteiktie viedokli. Bazas par operetes nakotni muzikas
industrijas ietekmeé jau 1920. gada paudis kads kulttiras apskatnieks.
Autors, kas parakstijies ka J. E., atskatas uz operetes Wie einst im Mai
(“Kadreiz maija”, 1913) pirmizradi Vacu operete (Riidolfa Bernbauera
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2 Einst im Mai, also in der Bliitezeit der
Posse und Operette, prickelte es von
Witz und echter Komik in der guten

alten Posse und von musikalischen

Perlen in der Operette, die bald in allen

Grofstidten melodische Tonwellen
schlugen, nachdem sie in Paris
(Offenbach), in Wien (Strauf3) oder in
Berlin Auge und Ohr der Menschheit
erfreut hatten. Was einst kleines
Kunstwerk des leichten Genres war,
ist heute zur Fabrikware geworden.
Die Schlager von heute sind morgen
der verdienten Vergessenheit verfallen,
sie sind eben Eintagsfliegen und meist
nichts mehr als ein mit Gesang- und
Tanzeinlagen geniefSbar gemachtes
Ragout von zweideutigen Situationen.

/Rudolph Bernbauer/ un Rudolfa Sancera /Rudolph Schanzer/ joku luga
4 ainas ar dziesmam. Valtera Kollo /Walter Kollo/ muzika):

“Reiz maija, tatad joku lugas un operetes ziedu laika, vecaja labaja joku
luga dzirkstija joki un ista komika, savukart opereté — muzikalas pérles,
kas jau driz visas lielpilsétas uzbangoja melodiskus skanu vilnus peéc
tam, kad bija priecejusas cilvéces acis un ausis Parizeé (Ofenbahs), Vine
(Strauss) vai Berliné. Kas senak bija neliels viegla Zanra makslas darbs,
tas $odien kluvis par fabrikas preci. Sodienas §lageri [izcélums mans —
A. R.] rit bus kritusi pelnita aizmirstiba; tie galu gala ir viendienas
musas un parsvara nekas vairak ka divdomigu situaciju ragu, kas
padarits baudams, pievienojot dziesmas un dejas®.” (J. E. 1920)

Arl vairaku citu publikaciju autori pievers uzmanibu operetes Zanra
jaunajam veidolam. Pieméram, Leona Jesela (Leon Jessel) operetei
Das Schwarzwaldmidel (“Svarcvaldes meitene”, 1917) veltits izvérsts
raksts. Ta autors Rihards Oto Ginters (Richard Otto Giinther) norada uz
stilistiku, kas, vinaprat, tuva senaku Vines operesu paraugiem (nach
dem Muster dlterer Wiener Operetten), bet vienlaikus iezimiga ar
modernajiem $lageriem raksturigo uzmundrino$o ritmu (Glinther
1926). Respektivi, jaunakie, aktualie Slageri Saja konteksta tiek saistiti
ar noteiktu ritma ievirzi. Cita gadijuma 20. gadu beigas minéts, ka
tenors Hanss Ridbergs (Hans Riedberg) piedalas Vacu operetes iestu-
détaja modernaja deju un Slageru opereté (Tanz und Schlager-Operette)
Yvette und ihre Freunde (“Ivete un vinas draugi”) (“Deutsche Operette”
1929). Autori norada uz jauno deju ritmu nozimi operetes uzvedumos
kopuma, tac¢u ne vienmeér apraksta pasas dejas.

Vésturniece Ineta LipsSa, balstoties uz preses liecibam, izvirza
apgalvojumu, ka arl revijas ka teatrali vienotus, bet muzikali
savstarp€ji nesaistitus priekSnesumus Riga saka aktivi demonstrét
tikai kops 1926. gada. Vairaki kinoteatri tika parveidoti par t. s.
miniattirteatriem, kuros divertismentus uzveda parmainus ar filmam;
tads bija, pieméram, kadreizgjais kino (jeb kino-variete) Moulin Rouge
Teatra iela 10 (Lipsa 2012: 139). Jaunakajas Zinas aprakstits, ka revija
izaugusi no operetes:

“[..] tur veikli sakoncentrets viss, kas muislaiku cilvéku valdzina, pat
cirku, kino, radio neizslédzot. [..] “Sensacijas” uzvedums ka revija vel
vienpusigs — stipri parsvara operetes iespaids. [..] Operetu un deju
miizika orkestris skan brasi. Vokala dala daudz popularu “Slageru” un
kuplejas.” (J. K. 1927)

Sekojot modei, 20. gadu beigas revijas saka uzvest ari Rigas lielajos
teatros. Tas bija ienesigas, un vietéjo teatru vadiba protestéja pret
arzemju viesmakslinieku ienaksanu, censoties iestudét eksotiska satura
darbus pasu spekiem. Tacu ne vienmer tas izdevas veiksmigi (Lipsa
2012: 142). Revija ka muzikals priekSnesums atseviskos gadijumos bija
cieSi saistita ar slageriem, kuplejam un modes deju ritmiem, tomeér
kopuma pieprasijums péc tam nebija tik liels, lai rastos, pieméram,
Parizes veriena uzvedumi. Tade] Riga revijas varéja skatities vien



dazus gadus. Ari Rigasche Rundschau publikacijas Sis zanrs lielu
rezonansi neradija. Lai piesaistitu apmeklétajus, revijas nereti tika
reklamétas kopa ar kadu kino filmu ka dubultprogramma (Doppel-
Programm): piemeéram, kino Astoria piedavaja noskatities filmu un
divertismentu-reviju. Sauklis “Uz skatuves — sezonas Slageris” (Auf der
Biihne Schlager der Saison) tika attiecinats uz kinoteatra telpas uzvestu
reviju, bet ne uz filmu (“Kino-Theater Astoria” 1926). Ar1 Splendid Palace
dazus ménesus velak sludinajuma piedavaja lidzigu izklaidi — Musik-
und Film-Programm. Pirmaja dala bija ietverts orkestra priekSnesums,
bet otraja dala ”slageris” — filma Der schwarze Engel jeb “Melnais
engelis” (“Splendid Palace” 1926).

Rigas Vacu operete Iidz 20. gadu vidum bija nozimigs izklaides
centrs. Lidzigi ka kino, tas publiskaja telpa tika pretrunigi vertets.
20. gadu otraja puse apmeklétaju skaits kritas, lidz 1930. gada Vacu
opereti sledza. Turpmak operetes un lidzigas ievirzes muzikalus
uzvedumus izradija brivdabas estradés Rigas parkos, ari Latvijas
Nacionalaja opera un dazados teatros, bet Rigasche Rundschau reklamas
Sie iestudejumi atspoguloti reti. Tadel 30. gados operetes konteksta
Slageri pieminéti vien nenozimiga skaita, atseviSkas zinas par
muzikalam izradém. Piemeéram, 1936. gada kultiiras zinas fikséti vairaki
Rigas Vacu teatra (Deutsches Schauspiel) iestudéjumu apskati. Tajos
gan tikai noradits, ka uzvedumos izpilditi “ar1 Slageri” (“Deutsches
Schauspiel” 1936). Rakstnieks un teatra rezisors Janis Jansons (1908-
1985) 1934. gada, atskatoties uz teatru darbibu iepriekséjos gados, sadi
raksturoja operesu lomu kopuma: “Operetes un viegla Zanra komedijas
ir tikai parejoss repertuara vilnis, kurs teatriem skita ka péedejais
lidzeklis publikas pievilkSanai” (Jansons 1934: 13).

20. gadu vida aprite ienaca jauns medijs —radio; paraleli tam notika
pirmie meéginajumi mehaniski pievienot skanu filmam. Laikraksts
Rigasche Rundschau, informejot par miziku radio konteksta, slagera
jedzienu lieto reti. Laika no 1926. Iidz 1939. gadam Saja izdevuma
atrodamas vismaz 1337 dazadas ar radio saistitas rubrikas, tai skaita
regulari publicetas radiostaciju programmas un skaitliski nedaudzi
raidijumu apskati. Biezak sastopamas rubrikas ir Radio. Aus den
Rundfunkprogrammen (“Radio. No radioprogrammam”) (1926-1927) un
Heute im Rundfunk (“Sodien radio”, regulari no 1928. lidz 1930. gadam).
Vel jaatzimé Morgen im Rundfunk (“Ritdien radiofona”, 1930-1933).
Slageris $aja materialu klasta paradas tikai 3 % gadijumu. Gados, kad
vairak rakstits par radio kopuma, Slageris pieminéts biezak.

Pirmie radioraidijumu apskati laikraksta Rigasche Rundschau
publicéti laika posma no 1926. gada 20. marta lidz 1927. gada
15. oktobrim. Rubrika Radio. Aus den Rundfunkprogrammen informéja
par Rigas radiofona un dazu vacu raidstaciju, pieméram, Kenigsbergas,
Minhenes un Berlines radio aktualo dienas programmu. Pusotra gada
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laika Slageris arzemju raidstaciju programmas mineéts tikai 12 reizes.
Bet Rigas radiofona programmas no 1926. lidz 1929. gadam vards
slageris vispar nav sastopams. Aprakstot slagerus, radio programmas
netika pieminéti to autori, miizikas izcelsme (pieméram, operete
vai filma) un konkréti deju zanri. Dazos gadijumos noradita kada
ipasiba — jaunakais, modernais, sezonas Slageris u. tml. Radioapskatos
plasi izmantoti vardu salikumi, kuros, tapat ka kino reklamas, lidzas
nostatitas paraléli eksistéjosas un relativi neatkarigas, bet no valodas
lietojuma viedokla savstarpéji pielidzinosas kategorijas, pieméram,
“No ielas dziesmas lidz Slagerim” (Vom Gassenhauer bis zum Schlager)
(“Radio. Aus den Rundfunkprogrammen” 1927); tapat lidztekus minéti
Slageri un operete.

Rubrika Heute im Rundfunk visbiezak sastopama 1928. un 1929. gada,
kad ta gandriz ik dienu informé par arzemju un Rigas radiofona
programmu. Arinorades uz operetém vai deju muziku taja sastopamas
regulari, bet vards slageris paradas reti un tas uztverams ka noteikta
miizikas virziena, zanra apziméejums, nevis reklamas sauklis. 1929. gada
arzemju radio programmas Slageri pieminéti piecreiz (“Heute im
Rundfunk” 1929a). Berlines radio programma, pieméram, aprakstita
$adi: “Slageri un opere$u mizika. Péc tam lidz pusdiviem deju
muizika” (Schlager und Operettenmusik. Danach bis Y2 2 Uhr Tanzmusik)
(“Heute im Rundfunk” 1929b). Sis piemérs rada, ka slageri skangjusi
viena programma ar operesu muziku, kas liecina par abu Zanru
vesturisko saikni, turpreti deju muzika nodalita atseviski. Nemot vera,
ka programma nav sikaku skaidrojumu par atskanotajiem darbiem,
var vienigi pienemt, ka ar operesu miiziku jasaprot operesu fragmenti;
sekojosa deju miizika ir dazadu laiku dejas, bet sligeri, iesp&jams, ir
jaunakas modes dejas. 1930. gada rubrika Heute im Rundfunk vél bija
regulari lasama lidz septembrim (83 publikacijas, no tam tikai trijas
minéti $lageri). Tad pamazam to nomainija sadala Morgen im Rundfunk,
kas pieteica nakamas dienas programmu.

Kopuma 30. gadu sakuma $lageru pieminéjumu skaits visas radio
programmas un rubrikas nedaudz pieauga. 1930. gada tie mineti
18 reizes, tai skaita 11 reizes — programma Morgen im Rundfunk. Tris
gadijumos noradits, ka ar1 Rigas radiofons parraidija Slagerus — to
apliecina zina Die neuesten Schlager (Polidor Platten) / “Jaunakie slageri
(Polidor firmas platés)” (“Morgen im Rundfunk” 1930). 1932. gada
Rigasche Rundschau slejas rodam vienu zinu par slageriem Rigas
radiofona programma — Schlager aus jiingster Vergangenheit (“Slageri no
nesenas pagatnes”) (“Heute im Rundfunk” 1932), un desmit gadijumos
tie piemineti arT arzemju programmu sakara.

Savukart 30. gadu otraja pusé vérojams noplakums: 1936. gada
vards sligeris radio konteksta ir sastopams vairs tikai divas reizes.
Viena gadijuma Budapestas radio atskano “Slagerus, [kas saceréti] no



1914. Iidz 1920. gadam™ (Schilager aus den Jahren 1914 bis 1920) (“Hallo
Europa! Rundfunk-Programm” 1936a). Otra gadijuma, pirms Jauna
gada, Pragas radio parraida “desmit popularakos iepriekseja gada
Slagerus” (Die zehn erfolgreichsten Schlager dieses Jahres) (“Hallo Europa!
Rundfunk-Programm” 1936b). Kopuma jasecina, ka Rigasche Rundschau
publicetajas radio programmas vards sligeris Saja perioda sastopams
reti.

20. gadu nogale fiksetas ari vairakas skanuplasu Slageru
reklamas: 1929. gada tas bija seSas. Savukart 1930. gada lidz ar skanu
kino attistibu aprite ienaca plasu reklamas ar pirmajiem skanu filmu
Slageriem. Sauklis “Jaunakie Slageri” (die neuesten Schlager) reklamu
satura saka nostabilizeties tiesi saikné ar filmu Slageriem (“Phonycord
Dauerschallplatte” 1930; “Tonbild-Karten (Gramophon-Platten)”
1930). Péc Bellaccord-Electro dibinasanas 1931. gada novembr1 pirma
deju slageru reklama Rigasche Rundschau slejas paradijas tikai aprili:
bija pievienota norade, ka visi ieraksti ir veikti Berling, vacu valoda,
un tos iespeléjis Edija Valisa simfodzeza orkestris (Jazz-Symphonie-
Orchester Eddy Walis) (“Die Neuesten Tanzschlager nur auf Bellaccord-
Electro” 1932). 1930. gada par slageriem skanuplatés rakstits piecreiz,
bet turpmakajos gados, sartikot visparéjam Slageru piemin&jumu
skaitam, ari skanuplasu reklamas tie vairs nefiguré. Toties lasams
kads nortipejies (redakcijas) viedoklis par to, ka Rigas Jirmala tagad
ik dienu skan gramofonu miuzika — pilsétas dziesmas (Gassenhauer)
un jaunie Slageri no kofera patafoniem (“Zur Grammophonplage
am Rigaschen Strande” 1930). Atseviskos gadijumos Slageri mineti
visparéja gramofonu miazikas un deju konteksta (“Slageri un dejas” —
Schlager und Tinze) (Steguweit 1939).

Periodiski, bet ne liela skaita, sastopamas nosSizdevumu reklamas
(1923. gada tris, 1926 — Cetras, 1929 — piecas). 1923. gada 18. oktobr1
mugzikaliju izdeveji un tirgotaji Karlis Reinholds un firmas Jul. Heinr.
Zimmermann parstavnieciba Riga piedava 1922. gada Vacija izdoto
krajumu Zu Tee und Tanz, kura 5. sejums ietver arzemju “dejas un
Slagerus” (Tinze und Schlager) (““Zu Tee und Tanz”” 1923). Interesanti,
ka zina par jaunu slagerfokstrotu paradas ari kada kultiiras apskata:
“Visos nosu veikalos ir pieejams jaunakais Slagerfokstrots “Skaties,
skaties, skaties, skaties”, Oskara Radecka teksts un muzika. Cena
1,50. Skatit sludinajumu” (“Schau, schau, schau, schau”, der neueste Foxtrot-
Schlager, Text und Musik v. Oskar Radetszky, ist in allen Notengeschiften
erhiltlich. Preis 1,50. Siehe Inserat) (“Schuf$sicheres Glas” 1926).

Neilgi pirms pirmo skanu filmu demonstréjumiem Riga, 1929. gada
6. oktobri, kino A.T. Kalku iela 10 notika mémas filmas Wenn der weife
Flieder wieder bliiht (“Kad baltie cerini atkal zied”) pirmizrade. Filma
producéta ar Franca Delles (Franz Doelle) 1928. gada komponéta
slovfoksa nosaukumu. Teksta autors ir pazistamais austriesu Slageru
komponists Fricis Roters (Fritz Rotter). Reklama noradits, ka dziesmu
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izpildis humorists Janis Are (““A. T.” Wenn der weisse Flieder wieder
blitht...” 1929). Nosu izdevnieciba Lyra izdeva So Slageri balsij un
klavierem ar Ares latviskotu tekstu un nosaukumu Cerini kad darzos
ziedos plauks. Publikacija nav noradits komponists un nav ar1 ieklauts
originalteksts (Doelle b. g.).

Aprakstitie piemeéri demonstre, iespéjams, butiskako 20. gadu kino
industrijas un Slagera mijiedarbes aspektu — respektivi, tieSu saikni
starp mémo filmu un modes dejam. Katrs elements ka, pieméram,
meéma filma, melodija, publicitate, noSizdevums vai skanuplate
mijiedarbojas un spgj efektivi sasniegt masas jeb klat par slageri.

Lidz 8im nav petits jautajums, vai Slageri sekoja filmam, vai ar1
kluva pazistami Riga jau pirms to paradiSanas uz ekrana. Vairakas
indikacijas liecina, ka biezi vien Riga publiceéts nosSizdevums
prieksvestija Seit drizuma izraditu filmu. Ta, pieméram, skanu filma-
revija, operete (Tonfilmrevue Operette) Rio Rita (1929) kinoteatr1 Splendid
Palace tika demonstréta gadu péc pirmizrades. Rigasche Rundschau
apskata teikts, ka filmas zvaigznei Bébei Danielsai (Bebe Daniels)
ir lieliska balss, ko vina apliecina, dziedot slagerus. Ari Danielsas
partneris DZons Bolss (John Boles) “neatpaliek no vinas” (Boles steht
ihr hierin nicht nach). Raksta turpinajuma seko piebilde, ka beidzot ir
iespéja uz ekraniem redzét tas dziesmas, kas sen jau pazudusas no
Slagerkapelu nosu pultim (W. G. 1930). lespejams, ironija par vecajiem
Slageriem saistita ar faktu, ka $is revijas skatuves versija Eiropa
popularitati guva jau 1927. gada. Savukart vietéjo izdevniecibu Fox
Riga un Accord nosizdevumos slageris Rio Rita bija pieejams jau divus
gadus pirms filmas pirmizrades Riga. Biezi reklamas redzamie jaunie
“filmu Slageri” ir veidoti ka deju muzikas Zanra komponétas, plasai
izplatibai paredzetas miniattiras. Liela dala no tam musdienas nav
atrodama jelkados Rigas noSizdevumos. Tas liek domat, ka, iesp€jams,
$1s kompozicijas tikusas importétas vai izdotas tikai skanuplates.

Visplasak vards slageris laikraksta Rigasche Rundschau sludinajumos
lietots kino reklamas un i1sos kino repertuara apskatos. Kops kino
pirmsakumiem 19. gs. beigas miizika vienmér bija taja klatesosSa.
Filmu raZotaji parasti pievienoja ieteicamas miuzikas sarakstu
pavadijumam (Perkone 2008: 110). Miizika ne tikai palidzeja radit
filmas sizetam nepiecieSamo noskanu, bet ar1 praktiski aizpildija laiku
kino lentes nomainai (Altman 2004: 93). Filmas pavadija pazistamu
instrumentaldarbu, operu vai operesu fragmenti, ari salonmuizika.
Vienigi retos gadijumos skaniskais ietérps tika speciali komponeéts.
Tomer muzika, ko dzirdéja filmas apmekletajs, atspoguloja ne tikai
attieciga laikposma aktualitates, bet daudz plasaku muzikalo pieredzi.

20. gs. 20. gados, ko médz déevet par méma kino uzplaukuma laiku,
Vacijas kino industrija gada sarazoja ap 200 filmam. Latvijas-Vacijas
cieSo kulttiras sakaru dél biezi vien art amerikanu kino repertuars uz



Rigas ekraniem nonaca ar vacu nosaukumiem. Pieméram, 1928. gada
42 % no Latvijas filmu repertuara bija ASV produkcija — galvenokart
komeédijas un kovboju filmas (Pérkone 2008: 30). Kinoreklamu
dominante un ar to saistitie Slagera pieminéjumi atspogulo kino
popularitati. 1921. gada Rigas kinoteatros apmeklétaju bija 2,46 reizes
vairak neka teatros, un s atskiriba 20. gados vel palielinajas. 1925. gada
teatra izrades skatijas 6 % ridzinieku, bet kinofilmas — 25 % (Délins
1928: 377). 20. gadu filmu kvalitati un kino popularitates iemeslus
rakstnieks un kinozurnalists Anslavs Eglitis skaidro sadi:

“[..] loti daudzas ta laika filmas ar1 nebija nekas cits ka akstigas,
parspilétas, mémas pantomimas. [..] filmas nicinaja, bet — labprat
skatijas. [..] Tas [kino] bija letaks neka teatri, un, to apmeklgjot,
nevajadzeja svinigi uzposties.” (Eglitis 1972: 53)

Preses sniegtais kino apskats bija kinoteatru tiesa komunikacija
ar skatitaju. Nelielas rubrikas laikraksta bija ieklautas no 1921. lidz
1939. gadam. Sakotngji rubrika Kino-Anzeigen (“Kinosludinajumi”)
ietvera tikai nelielu kino programmu, bet garaki un regulari kino
apskati avizé paradijas 1924. gada. 1925. gada kino apskatu skaits
strauji pieauga (224 rezultati). Vismaz reizi nedela viena avize tika
publicetas divas slejas: neliels kino apskats ar komentariem Kino-Schau
un 1saka kinoteatru programma ar nosaukumu Kino, kas informeja par
gaidamajam izradém Rigas kinoteatros (R. G-s 1925). Sajas kino slejas
vien 20 gadijumos minéts vards slageris, un ta ir tikai 1/6 dala no visiem
Slagera piemingjumiem laikraksta 1925. gada. Visvairak kino apskatu
(236), péc periodika.lv datiem, publicets 1926. gada. Likumsakarigi, ka
arl par slagerfilmam rakstits sameéra biezi — 88 reizes. Visintensivak
Slagerfilmas Rigasche Rundschau kino rubrikas minetas laika no
1925. lidz 1927. gadam, bet velakos gados — tikai iznémuma gadijumos.

Detalizetak raksturojot Slagera piemin€jumu dinamiku viena
nejausi izraudzita menesa gaita, atklajas, ka vards Schlager paradas
15 reizes — tikpat biezi ka vidéji citos meénesos gada griezuma®. Ménesa
laika publiceti 78 kino sludinajumi, no tiem tikai astonos gadijumos
ka reklamas sauklis izmantots vards Schlager; ta ir proporcionali
apmeéram 1/10 dala. Kinoteatri repertuaru parasti mainija pirmdienas,
tadél filmu sludinajumi visvairak sastopami sestdienas un pirmdienas.
Turklat pirmdienas parasti avizé ievietota arl isa kino programma,
kura atgadinats gan par filmu pédéjiem demonstréjumiem, gan ari
par jaunako repertuaru. Vienigi marta kino programmas slageri netika
pieminéti, toties divas reizes reklaméti deju slageru nosizdevumi balsij
un klavierém. Ar1 kads bilzu ieramésanas salons piedavaja iegadaties
Slageru nosizdevumus (“Bildereinrahmungen” 1929).

Butiski, ka viena nedéla vairakas rubrikas reklameéta viena un ta

pati filma. Tas ne tikai izskaidro daudzkarteju slageru pieminejumu
skaitu kino konteksta, bet ar1 indicé tas filmas, kuras biezak déveja

%1929. gada fikseti 98 Slagera
piemingjumi méma kino

konteksta, no tiem septini — kino
programma. Par Riga uzvestam
slageroperetém kulttiras apskatos
zinots vienpadsmit reizes. Publicéti
vismaz sesi sludinajumi par slageru
skanuplatém, ka ar1 piecas reizes
reklaméti nosizdevumi. Piecas
reizes Slageri fikséti arzemju radio
programmas.

117



118

* Filma Der letzte Walzer bija pirmais
vacu studijas UFA un amerikanu
Paramount kopdarbs.

par slageriem. Fikseti ar1 gadijumi, kad kino programmas un reklamas
teksts atkartojas, pieméram, “Spozais Vines Slageris!” (Glinzender
Wiener Schlager!) filma Im Prater bliih'n wieder die Biume (“Pratera
parka atkal zied koki”, 1929) ar Lilianu Ellisu (Lilian Ellis) un Verneru
Fitereru (Werner Fuetterer) galvenajas lomas (“Kino “Metropol”” 1929).
20. gados Riga pieauga kinoteatru skaits, un proporcionali auga ar1
apmeklétiba. 1921. gada Riga registrétos 19 kinoteatrus skatitaji gada
laika apmekléja 1,4 miljonu reizu, savukart 1925. gada kinozalu skaits
bija pieaudzis lidz 33, bet apmekléjums — vairak neka 3 miljonus reizu.
Ar11930. gada kinozalu skaits vel joprojam parsniedza 30 (Rigas pilséetas
statistiska gada gramata 1927: 103; Micane 2005: 211). Tade] slagerfilmu
biezaks pieminéjums 20. gadu sakuma nav pretruna citur literattira
nostiprinatajai tézei par strauju izklaides pieprasijuma pieaugumu
laikposma péec Pirma pasaules kara (Veitners 2014: 44).

Kino vajadzibam jau kop$ 20. gs. sakuma pasaulé céla specialus
teatrus (Franklin 2004: 191). Riga 1923. gada decembr1 atklaja kinoteatri
Splendid-Palace, kura darbiba turpmakajos gados pieveérsa ieverojamu
preses uzmanibu. Seit izradija jaunakas un iecienitakas filmas.
lespejams, publikai svarigaka bija pati filma, nevis seanss kopuma,
tomeér preses reklamas vienmer tika uzskaititi ar1 citi priekSnesumi.
Starp kino seansiem notika t. s. divertismenti, kuros uzstajas
humoristi-kupletisti vai tika uzvesti isi skeci. 20. gadu otraja pusé
zinamu popularitati guva varieté tipa priekSnesumi. Divertismentus
izpildija ar1 dazadi cirka makslinieki un triku meistari (Eglitis 1972:
31; Perkone 2008: 95). Prese ne tikai popularizéja kino repertuaru,
bet apsprieda ari kinoteatru ietekmi uz sabiedribu. Kino ka Skietami
amorala izklaides joma tika pielidzinata loto, hipodromam u. tml. Tacu,
atskiriba no literatiiras un citiem medijiem, kurus cenzéja tikai post
factum, uz kino attiecas pirmscenziira. Tas gan nemazinaja sabiedribas
interesi par kino repertuaru (Lipsa 2012: 111, 129).

Lidz 1929. gada beigam, kad Rigas kinoteatros paradijas pirmas
skanu filmas, popularas bija péc ievérojamu operesu motiviem
veidotas kino ekranizacijas. Dazkart literatiira sastopams apzimejums
valsu filmas, kas, iespéjams, saistits ar vairaku Oskara Strausa operesu
ekranizacijam; viens no piemeériem ir Der Letzte Walzer (“Pédgjais
valsis”, 1927. gada filma péc 1911. gada operetes) (Eglitis 1972: 75)*.
Savukart cita Oskara Strausa operete Ein Walzertraum (ValSa sapnis”,
1907) 1925. gada partapa veiksmiga kompanijas UFA (Universum Film-
Aktien Gesellschaft) Slagerfilma. To, protams, izradija arl Riga kino
Splendid Palace jau nakama gada februari (“Die letzten Tage! Berliner
Schlager! “Ein Walzertraum”” 1926). Jau 1923. gada ridziniekiem
kino Palast piedavaja péc Johana Strausa jaunaka (Johann Strauss II)
operetes Die Fledermaus (“Siksparnis”, 1851) libreta veidotu filmu,
kuras rezisors bija Makss Maks (Max Mack) (“Kino “Palast”. Schlager!
“Die Fledermaus”” 1929). 1925. gada kinostudija Metro-Goldwyn-Mayer



Eriha fon Stroheima (Erich von Stroheim) rezija laida klaja filmu Merry
Widow, kura izmantoti Franca Lehara Sada pasa nosaukuma operetes
(vacu originalversija Lustige Witwe, latviski “Jautra atraitne”) motivi,
ta¢u darbiba parcelta uz amerikanu vidi. So filmu 1926. gada oktobri
Rigasche Rundschau reklameéja, minot “maksimali modernus slagerus” —
an den [...] héchstmodernen Schlager (“Die lustige Witwe” 1926). Citetie
filmu sludinajumi ir sava zina maldinosi, jo reklamas teksta apzimé&jums
slageris aptver gan originalavotu — opereti, gan filmu, gan atseviskus
operetes fragmentus, ko filmas laika atskano pianists vai plasaks
izpilditajsastavs. Literattira atziméts, ka mémo filmu operetes uznéma
leto izmaksu de], savukart demonstréjuma laika orkestris spéléja
improvizetu miuiziku — iespejams, fragmentus no originalas operetes,
bet ne visu opereti kopuma. Dziedasanas neesamiba tiesi ietekméja
ar1 velak, 30. gados, popularo skanas filmu operesu uzpemsanas
praksi. Sadas filmas bija vairak dialogu, bet mazak mzikas; dziesmas
tika pielagotas noteiktam ainam un parsvara aranzetas citadi neka
originalaja skatuves darba (Belina, Scott 2019: 272-273).

Salidzinot Slageru pieminéjumu kopskaitu ar noradém uz So Zanru
kino konteksta, jasecina, ka jau 20. gadu sakuma aizsakta tendence —
Slageris ka sauklis kino reklamas — dominéja visu desmitgadi, tomer
kino rubrikas ta paradijas ne visai izteikti un regulari, bet drizak
epizodiski.

20. gados veidojas un nostabilizéjas cieSa saikne starp kinofilmam
un mizikas industriju. Komerciali veiksmigi deju slageri iedvesmoja
filmu nosaukumu izveli. Balstoties uz slageru atpazistamibu, ar1 filmam
paredzeja komercialu veiksmi. Spilgts piemeérs ir populara filma Ich
hab” mein Herz in Heidelberg verloren (“Es Heidelberga sirdi pazaudeju”,
1926), kas Rigasche Rundschau slejas 1926. gada 4. decembri minéta
gan kino apskata, gan ari kino reklamu lapa (“Kolosseum” 1926).
Taja izmantots Slageru komponista Freda Raimonda (Fred Raimond)
1925. gada komponetas marsa dziesmas Ich hab’ mein Herz in Heidelberg
verloren nosaukums®. Cita reklama 1929. gada 2. marta teikts, ka vél
tikai divas dienas Splendid Palace bus iesp€jams noskatities filmu Ich
kiisse Ihre Hand, Madam (“Es sktupstu jisu roku, kundze”); ta raksturota
ka “makslinieciska filma, kuras pamata ir sensacionalais, modernais
Slageris, kuru visi dejo un dzied” (Kiinstlerischer Film nach dem
aufsehenerregenden, modernen Schlager, den alle tanzen u. singen) (“*Splendid
Palace”” 1929). Filmas nosaukumu iedvesmojis Ralfa Ervina (Ralph
Erwin) 1928. gada tapusais tango Slageris, un ta tiek uzskatita par vienu
no pirmajiem vacu kino industrijas méginajumiem sinhronizet attélu
ar skanu. So dziesmu skanuplaté ieskanoja popularais austriesu tenors
Rihards Taubers (Richard Tauber). Literattira atziméts, ka galvenas lomas
atveidotajs Harijs Litke (Harry Liedtke) zaudgja popularitati, auditorijai
uzzinot, ka filma vins tikai imité dziedasanu. Iemontéto skanu celinu
iedziedaja Taubers (Eglitis 1972: 77). Riga filmas tituldziesmu publicgja

®Raimonda marsa dziesmu var
uzskatit par vienu no 20. gadu
popularakajiem Riga izdotajiem
arzemju Slageriem. Par to liecina tris
apgadu atseviski izdevumi (Accord,
Fox un O. Strock), kas datéti ar

1927. gadu, ka ari divi Slageru
albumi Zu Tee und Tanz. Izdev-
nieciba Accord laidusi klaja ar1
dziesmas aranzéjumu mandolinai.
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¢Latvijas Nacionalaja biblioteka
glabajas vismaz pieci tituldziesmas
Sonny Boy izdevumi balsij un
klavierém (izdevniecibas Peérle,
Rekord, Lyra, Herold un Accord).

izdevnieciba Accord, tomér muzikalijas noforméjuma nav atzimes par
saikni ar filmu. lesp€jams, ka nosizdevums (Erwin 1929) publicets pirms
filmas demonstréjuma Riga.

Nedaudz atskirigs piemeérs: 20. gs. 20. gados Riga popularas bija filmas
par Patu un Patasonu (Pat und Patachon) — diviem danu komiku raditiem
teliem. Ar vinu piedaliSanos 20. gados tika uznemtas vairak neka desmit
filmas. Viena no tam bija Herzensbrecher (“Sirzu lauzejs”), ko, reklaméjot
ka slageri, Riga izradija 1926. gada novembr1 (“Splendid Palace heute.
Die Lieblinge des Publikums Pat und Patachon” 1926). Popularitates
iespaida izdevnieciba Accord Riga izdeva Dzona Lindseja Teimera
(John Lindsay-Theimer) vieglu klavieru intermeco ka veltijumu Patam un
Patasonam (Lindsay-Theimer 1928). Sie piemeéri demonstré miizikas un
kino industrijas mijiedarbi.

Pirma Riga izradita filma, kura skana izmantota viscaur, bija Der
singende Narr (The Singing Fool, latviski — “DziedoSais nerrs”). Lai ar1
Sai filmai kino vésture ieradita buitiska loma, tomér Rigasche Rundschau
reklamas ta nekluva par Slageri (skat., pieméram, “Splendid-Palace.
Der singende Narr” 1929). Toties nosu izdevéji reagéja nekavejoties®.
Tadgjadi mema kino laika iesakta prakse dazus gadus turpinajas ari
saistiba ar skanu filmam.

1929. gada 2. decembri kinoteatris Splendid Palace saka izradit
1927. gada uznemto filmu Der Jazz-Singer (originala The Jazz Singer,
latviski “Dzeza dziedonis”), kas tiek deveta par pirmo skanu filmu kino
vesturé. Interesanti, ka ari $1 filma Rigasche Rundschau reklama nebija
apzimeéta ka slageris. Toties noradits, ka ta ir skanu filmas triumfs, kura
“Els Dzolsons izpilda veselu virkni ar savam jaunakajam popularajam
dziesmam un Slageriem!” (Al Jolson trigt eine ganze Reihe seiner neuesten
populiiren Lieder und Schlager vor!) (“Splendid-Palace. Der Jazz-Sanger”
1929). Saja citata redzamas divas tendences. Pirmkart, tas atspogulo
jauno praksi runat par skanu filmu tituldziesmam ka Slageriem, un,
otrkart, paradas dalijums — dziesmas un Slageri. Otra tendence kartéjo
reizi apliecina plaso un nekonsekvento varda slageris lietojumu prese
miizikas konteksta. Viena no veiksmigakajam 20.-30. gadu mijas
Slagerfilmam bija Zwei Herzen im 3/4 Takt (“Divas sirdis trisceturtdal-
taktt”, 1930), kuru Splendid Palace demonstréja septembri (““Splendid
Palace”” 1930b). Sai starptautiski atpazistamajai filmai tika veltita ari
atseviska rubrika, kura noradits, ka filmas Slageri jau sen ir zinami, tie
atskanoti radio un gramofona platés (“Zwei Herzen im 3/4 Takt” 1930).

1930. gada, kad pamazam notika tehniska pareja uz skanu filmam,
bet vienlaikus saglabajas mémais kino, ari kino reklamas loti precizi
atspoguloja dalijumu mémajas (Stumm-Film) un skanu filmas (Tonfilm).
30. gadu sakuma parasti detalizéti noradits, kuras filmas pavadijumu
izpilda orkestris, bet kuras ir ar skanu. Lielaka dala Slagerfilmu bija
meémas, jo visi kinoteatri nevaréja vai ari negribéja demonstrét skanu



kino, bija jasola kvalitate. Apskata Kino teikts, ka kinoteatris A. T.
izrada filmu Zapfenstreich am Rhein (“Junda pie Reinas”, 1930), un ta
ir “simtprocentiga skanu filma-operete” (eine 100proz. Tonfilm-Operette)
(“Kino” 1930). Zapfenstreich am Rhein izpelnijas labas atsauksmes, un
biletes bija izpardotas (Fr. 1930). éajé laikraksta numura ievietota ar1
reklama par filmai sekojoSajiem tas varonu izpilditajiem Slageriem —
tango, diviem fokstrotiem un valsi (““Zapfenstreich am Rhein” im
“A.T.”” 1930). Lidziga reklama paradas ari trijos nakamajos Rigasche
Rundschau numuros. Turpreti mémo filmu apmekletaju piesaistei
reklamas redzami komentari par kvalitativu pavadoso orkestri,
pieméram, “Pirmklasigs salona orkestris 12 viru sastava” (Erstklassiges
Salon-Orchester bestehend aus 12 Mann) (“Kino “Metropol”” 1930d).

1930. gada 28. aprila numura tiek reklameta vacu operesu filma
Liebeswalzer ar Lilianu Harveju (Lilian Harvey) un Villiju Fricu (Willy
Fritch), ta apzimeéta ka kompanijas UFA triumfs skanu filmu produkcija
(““Splendid Palace”” 1930a), savukart nakamaja Rigasche Rundschau
lappuse kino Metropol piedava mémo Slagerfilmu Das Schicksal eines
Midchens (“Kadas meitenes liktenis”) (“Kino “Metropol”” 1930c).

Mainoties tehnologijam un ienakot skanu filmai, mainijas ari kino un
mizikas industrijas mijiedarbiba. Jaunajos apstaklos arvien biezak par
Slageriem sauca skanu filmu tituldziesmas, ko izdeva ar1 skanuplates,
atskanoja radio un izplatija noSizdevumos. Skanuplasu reklamas
aicinaja pirkt Slagerus — konkretu filmu fragmentus, piemeéram,
Der Kongress tanzt (“Kongress dejo”, 1931) (“Neue Schlager” 1932).
Tendences rada, ka viena reklama ka slageri varéja apzimét gan pasu
filmu (Ton-Schlager), gan taja skanoso muiziku, bet bez norades uz deju
zanriem: piemeéram, filma “tiek dziedati sekojosi Slageri” (Folgende
Schlager werden gesungen) (“Der grosse Deutsche Revue Operetten
Tonfilm “Nur Du”” 1930). Tapec 30. gadu pirmaja puse Slageru
pieminéjumi ir statistiski biezi.

1930. gada laikraksta paradijas plasaki viedoklu raksti par kon-
krétam filmam kinoteatros. Saja un turpmakajos gados nedaudzie
filmu apskati faktiski bija izverstas reklamas, kuras dala no informa-
cijas bija labako filmu Slageru uzskaitijums — pieméram, “Ari miizika,
jaukie Slageri pelnijusi uzmanibu’” (“Tod iiber Schanghai im
“Forum”” 1932). 1930. gada, iespé&jams, filmu produkcijas piepliduma
del reklamas verojama arl cita Ipatnéja tendence - centieni
uzskaitit Slagerfilmas. Pieméram, Metropol sludinajuma noradits uz
ceturto Slageri jaunaja programma — filmu In den wilden Steppen Trans-
Baikals (“Transbaikala mezonigajas stepées”) (“Kino “Metropol”” 1930a).
Cita gadijuma ka programmas piektais Slageris minéta jauna filma
Das Erwachen des Weibes (“Sievietes pamosanas”) (“Kino “Metropol””
1930b). Sis uzskaitijums acimredzot bija kinoteatra vélme paradit
savu repertuara plaSumu. Turpmakaja desmitgade kino apskati un ar1

7 Auch die Musik, die netten Schlager
verdienen Beachtung.
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8Gan tolaik, gan masdienu
publikacijas sastopami divi
rakstibas veidi: Die Grifin Mariza un
Die Grifin Maritza.

reklamas tika veidotas péc vienota parauga, uzskaitot komponistus
un atsaucoties uz vinu ieprieksejo gadu darbiem. Piemeram, 1932. gada
Riga tika izradita filma Ein bisschen Liebe fiir Dich (“Mazliet milas tev”,
1932). Reklama paskaidrots, ka miiziku un Slagerus komponejis Pauls
Abrahams (Paul Abraham), ar1 operetes Die Blume von Hawaii (“Havajas
puke”) muizikas autors. Filmas Slageri ir sadi: 1) Ein bisschen Liebe fiir
Dich; 2) So kiisst man nur in Wien (“Ta skupsta tikai Vine”); 3) Einmal
kommt deine Chance (“Reiz bis tava iespéja”); 4) Ein Sweetheart Kiss
(“Milas sirds skiipsts”) (“”Splendid Palace”” 1932). Cita reklama teikts,
ka kino Kazino-tedatris (Casino-Theater) izrada filmu Viktoria und ihr Husar
(“Viktorija un vinas huzars”). Taja dzirdami Paula Abrahama kapelas
Slageri (“Casino-Theater” 1932b).

Ar1 muzikas industrijas merktieciga sadarbiba ar citiem muzikas
izplatiSanas medijiem 30. gados turpinajas. Skanu filmu opereti Die
Grifin Maritza® (“Grafiene Marica”, 1932) ar Imres Kalmana miiziku
demonstréja Riga 1932. gada oktobri. Reklama noradita dziedataja
Huberta Mariskas (Hubert Marischka) piedaliSanas, ka ari filmai
sekojosas slagerdziesmas Griiss’ mir die siissen, die reizenden Frauen
(“Sveiciniet mani, milas, jaukas sievas”), Komm mit nach Varasdin
(“Dodies ar mani uz Varazdinu”) un Komm, Czigany (“Nac, ¢iganén”)
(“Die Grifin Maritza” 1932). So $lageropereti ka skatuves uzvedumu
ridzinieki var€ja baudit arl Latvijas Nacionalaja opera 1934. gada
(““Grafin Mariza” in der National Oper” 1934).

Tomér tendence bitiski mainijas jau desmitgades vidi. Slageru
piemingjumi sludinajumos kopuma un ar1 filmu reklamas mazinajas.
Vel svarigi atzimét, ka 30. gados nebiit ne visas skanu filmas tika
dévetas par Slageriem, savukart par Slageriem tika sauktas ne tikai
operetes vai muzikalas filmas. Arl ne visi jaunie filmu $lageri, kas
tapa mediju sadarbibas rezultata, kluva pieejami Riga. Ja Slagerus
neizdeva Rigas apgadi, tad iespejams, ka tie auditoriju sasniedza
muzikaliju importa cela vai skanuplasu formata.

Ne visiem jaunajiem Slageriem tika pielagoti aktualako deju vai
marsSa nosaukumi. Tomér savu vietu blakus tango stabili saglabaja
ar1 valsis, dazadi fokstrota paveidi un marsa ritmi. Jau sakot ar
1932. gadu, filmas izmantoto Slagerdziesmu pieminéjumu skaits
sasniedza 79, turpreti slagerfilmas ka slageri tika reklamétas retak —
39 reizes. Tadejadi Slagera ka reklamas apzimé&juma lietojums kino
nozaré miuzikas industrijas ietekmé dazos gados transformeéjas: no
meémas filmas tas parceloja uz skanufilmu un talak — uz filmas muiziku.
1936. gada reklamas netika fikséta neviena slagerfilma, toties atzimets
21 filmu Slageris; respektivi, varda slageris pieminejumu kopskaits
reklamas strauji kritas un vienlaikus konkretizgjas, iegistot ciesu
sasaisti ar filmmiuziku. Kino apskatos par regularu praksi kluva
galveno aktieru uzskaitijums, nosaucot art kadu filma izpilditu Slageri:
pieméram, aktrise Liane Haida (Liane Haid) filma Wer zuletzt kiifst



(“Kurs pedéjais sktipsta”, 1936) dzied slovfoksu Ungekiif$t darfst du nicht
schlafen gehen®, ko apskata autors apzime ka “sirdi uzrunajosu slageri”
(vaciski — beherzigenswerten Schlager) (““Wer zuletzt kiifsit...” Neuer Film
im “Splendid”” 1936).

Vel péc daziem gadiem filmu reklamas Rigasche Rundschau slejas
vispar kluva par retumu. Tikai atseviskos gadijumos, pieméram,
filmas Die vier Gesellen (“Cetri zelli”, 1938) sakara, vél paradijas
Slagerfilmas jedziens (““Splendid Palace”” 1939b). 1939. gada fikseti
vien tris filmu Slageru pieminéjumi. To vidia ir marSs Das kann doch
einen Seemann micht erschiittern (“Tas jurniekam veél nespéj iedvest
bailes”) no filmas Paradies der Junggesellen (“Vecpuisu paradize”, 1939)
(“Kino “A. T.”* 1939). So $lageri ka atsevisku filmas singlu izdeva ari
izdevnieciba Accord, noradot sev piederosas autortiesibas (Jary 1939).
Savukart komponista Pétera Kreidera (Peter Kreuder) slovfokss Good bye
Johny (“Ardievu, Dzonij”) no filmas Kapitin Oliver (“Kapteinis Olivers”)
ir uzskatams par pedéjo filmu slageri, ko reklameéja Rigasche Rundschau
(““Splendid Palace”” 1939a).

Atseviska uzmaniba japievers izklaides pasakumiem, kuru
sludinajumos atspogulojas slageru repertuars. Pieméram, 1921. gada
16. julija Majoru juras paviljona tika rikota balle, kura atskanoja
“modernakas dejas” (modernsten Tinze) un “pedéjos [jaunakos —
A. R.] slagerus” (letzten Schlager) (“Seepavillon Majorenhof” 1921).
20. gadu vidu paradijas vairakas reklamas par jaunakajam slagerdejam
(Schlager-Tinze) kluba Alhambra (“Diverse Veranstaltungen. Alhambra”
1926). Nav minéts, kada ir deju izcelsme vai Zanri, tac¢u tas apzimétas
ka modernas u. tml. Cita pieméra noradits uz kabaré programmu
(Kabarett-Programm), kura dZeza orkestris izpildis Slageri carlstona
ritma (Charlston-Schlager) (” Alhambra” 1926). Ik jaunai dejai paradoties
medijos, uz to tika attiecinats apzimejums slageris. Vienlaikus tas preses
leksika saglabaja savu polisemantisko iedabu.

Starpkaru izklaides kultira viena no modes tendencém bija interese
par jaunakajam dejam. Dazadu deju skolotaju padomi un informacija
par arzemju jaunumiem presé paradijas regulari. Kada raksta, kas
parpublicets no Konigsberger Hartungsche Zeitung, Vladimirs Koropovs
stasta par to, “ka tagad Krievija dejo” (wie man heute in Rufiland tanzt).
Vins uzsver, ka ar1 8aja zemé, par spiti stingrajam politiskajam reZimam,
ir popularas tadas modes dejas ka tango, Simmijs un fokstrots:
neraugoties uz ierobezojumiem, tas tiek dejotas pilsétas, laukos un
ciemos (Koropow 1926). Turpreti kada kultiras apskata par deju
konferenci Londona teikts, ka jaunie deju soli demonstréti “veca slagera
Valencia” pavadiba. Valencia ir Hosé Padillas (José Padilla) 1924. gada
komponéta dziesma pasodobles ritma. Ta kluva par starptautisku
filmu Slageri 1926. gada, kad tika producéta ka filmas tituldziesma.
Bet péc daziem gadiem Sis Slageris tiek raksturots ka "vecs". Riga,
protams, jau 1926. gada to vargja iegadaties gan skanuplateés, gan ar1

? Precizs nosaukums — Ungekiifst
sollst du nicht schlafen gehen
(“Neskiipstitam tev nav jaiet
gulet”).

1 “Londona, kur vins marsveidigi
atskanoja veco Slageri Valencia, vins
tika uznemts ar lielu atsauctbu”

(In London, wo er in marschartiger
Weise nach dem alten Schlager Valencia
gezeigt wurde, nahm man ihn mit
groflem Beifall auf) (“Walzer — die
grofle Mode” 1929).
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nosizdevumos (“Valencia. Der neueste “Weltschlager” auf Gramophon-
Platten bei Jul. Heinr. Zimmermann” 1926). Apskata sniegta norade
uz Slagera “vecumu” neliecina par pasodobles ka Zanra norietu, bet
par konkretas Slagerdziesmas aktualitates mazinasanos. Vél kada
cita raksta 1932. gada deju skolotaja Lidija Smite (Lydia Smit) pasludina
“lenaku deju triumfu” (der langsamere Tanz Triumpf), savukart ka
jaunie deju $Slageri minéti jaunais bluzs (New blues) un taptrots
(Tapptrott). Smite gan piebilst, ka art anglu valsis un rumba joprojam
ir aktuali (“Wintertraining” 1932).

Slageri pieminéti ari svinigu sarikojumu, pienem3anu
un atskanotajmakslinieku koncertdarbibas konteksta.
Pieméram, kada zinu raksta 1923. gada Rigasche Rundschau informe,
ka koncertrestorana Aquarium, Suvorova iela 14, paredzéts ciganu
romancu dziedona Jurija Morfesi koncerts, kura tiks izpilditi “visi
vina Slageri” (sdmtliche Schlager in sein Programm aufgenommen hat)
(“Diverse Veranstaltungen. “Aquarium”” 1923). Jurijs Morfesi (Juri
Morfessi | FOpuit Mopgeccu, 1882-1949) bija no dzimtenes emigréjis
krievu baritons, kurs 20. gs. 20. gados uzstajas daudzviet Eiropa, ar1
Riga, izpildot t. s. ¢iganu romances. Detalizéts uzskaitijums, kas tiesi
tika atskanots, Saja gadijuma nav sniegts. Savukart 1930. gada Morfesi
ka “¢iganu romancu dziedonis” (Zigeuner-Romanzensinger) uzstajas ar
vieskoncertu Alhambra (“Juri Morfessi in Riga” 1930).

Ari koncertdarza Mascotte, Valdemara iela 21, lidzigi ka daudzviet citur,
vakaros notika koncerti. Vijolnieks, solists Arveds (Arvids) Noritis speléja
klasisko miiziku, Slagerus un valSus no jaunakajam skanu filmam un
operetem (“Konzertgarten Mascotte” 1930). Vel cits piemers: 1930. gada
sakuma Melngalvju nama zalé un ar1 marta Vacu teatrl bija gaidami
Paula O'Montisa (Paul O’Montis) koncertvakari. Programma ietvéra
daudzus jaunus slagerus, ar1 krievu romances un ebreju dziesmas (“Die
Paul O’'Montis-Abende” 1930a, 1930b). Acimredzot Sados gadijumos
apzimejums Slageri tika attiecinats uz konkréta atskanotajmakslinieka
repertuaru bez noteiktas zanriskas piederibas.

1930. gada Preses balle, kuru apmekléja gan Latvijas prezidents
Gustavs Zemgals, gan Ministru prezidents Hugo Celmins, viesojas ar1
operas solists Adolfs Kakting un dazadu teatru aktieri. Ballé skanéja
operesu fragmenti, jo, ka noradits apskata, rezisors Alfreds Antmanis-
Brieditis un Augusts Mitrévics bija “atvedusi slagerus” no Dailes teatra
uzveduma (figdnu kazas (“Vom Pressball” 1930).

30. gadu beigas kada mtizikas vakara Melluzos tika atskanoti Franca
Lehara, Niko Dostala (Nico Dostal) un Johana Strausa operesu slageri
(Operetten-Schlager). Uzstajas Radiofona orkestris, un pie dirigenta
pults bija Janis Medins. Raksturojot koncerta repertuaru, recenzents
piemin “operetes un Slageru zanru” (Operetten- und Schlager-Genre)
(Glinther 1939). Zimigi, ka petita laika perioda beigas identificéta



sada vardkopa, kura operete un slageris noraditi ka viena zanra divi
elementi: operete — vokalie skandarbi plasa hronologiska amplitida no
Strausa lidz Dostalam; $lageri — dejas, $aja gadijuma bez norades uz
aktualo (mode nakuso) muziku.

Visa starpkaru posma sastopams pretnostatijums starp “veciem
un jauniem slageriem” (neue und alte Schlager) (piem., Niedel 1939).
Paradas ar1 apziméjums “vecie labie “Slageri”” (gute alte “Schlager”),
pieméram, rakstot par kadas deju kapelas uzstasanos vacu kopienas
svetkos Daugavpili (“Deutsches Gemeinschaftsfest in Daugavpils”
1939). Cita gadijuma noradits uz izmainam pasa Slagera izpratné:
“Tadas dziesmas ka Lehara “Volgas dziesma”, “nabaga klaidonis”
vai joprojam “zalie virsi” — tie faktiski nav Slageri agrakaja “slageru”
izpratné, kaut ar1 spitigi turas izklaides muzikas priekSgala'.”
(Fr. 1936)

1929. gada Vacu teatris iestudéja muzikalu komeédiju, Roberta
Stolca 1910. gada Viné komponéto opereti Das Gliicksmiidel (“Laimiga
meitene”). Kulttiras zinas teikts, ka jaunuzveduma ieklauta muzika jau
sen ir tauta iesaknojusies un ietver slavenakos slagerus (Musik ist seit
langem wvolkstiimlich und enthilt die bekanntesten Schlager) (“Deutsches
Schauspiel” 1929). Rakstitajs nenorada uz konkrétiem slageru
nosaukumiem, jo 20. gs. sakuma operetes konteksta visa operesu
miuizika tiek uztverta ka slageri. Cita piemeéra uzsverta sentimentalitate,
atzimejot, ka Slageri nak no “sen aizgajusiem laikiem” (aus lingst
verschollenen Zeiten) (“"Bitte schon, nach Ihnen”” 1936). Ieprieks minétie
piemeéri liecina, ka jau starpkaru posma veidojas ari izpratne par t. s.
evergriniem. Ar $o jédzienu iespejams apzimeét Slagerus, kas nenoveco,
bet turpina biit populari arpus noteiktas modes vai laika ietvariem. Tie
ir saturiski aktuali, tade] klausitajs tos atkal un atkal izjat caur savu
individualo pieredzi. 20. gs. muzikas industrijas pétnieciba sastopami
viedokli, ka evergrinu popularitates izmantojums ir viens no muzikas
industrijas darbibas veidiem (Adorno 1976: 36). Tadél nav parsteidzosi,
ka Eiropa uzveda agraku laiku operetes, ko jaunie mediji izplatija ar1
starptautiski, jo auditorija tas atpazina un pieprasija. Vienlaikus jaunie
Slageri, kas nebija saistiti ar operesu miuiziku, tika komponéti péc jau
zinamam harmonijas, tekstu vai melodikas shémam, tada veida viesot
klausitajos sajtitu par kaut ko tuvu un pazistamu.

Secinajumi

20. gs. 20. gadu sakuma laikraksta Rigasche Rundschau strauji pieauga
varda $lageris lietojums reklamas saukla nozime. Tas skaidrojams
tadéjadi, ka péc Pirma pasaules kara un juku laikiem Latvija regularu
darbu atsaka teatri, tika uzvestas operetes un liela skaita ar1 izraditas
arzemju filmas. Méma kino uzplaukuma perioda daudzas romantiskas
filmas tika veidotas péc popularitati guvusu deju Slageru motiviem,

! Lieder, wie das “Wolga-Lied” von
Lehar, der “arme Wandergesell” oder
die immer noch “griine Heide” — sie
sind eigentlich keine Schlager im Sinn
der friiheren “Schlager” — behaupten
sich allerdings hartnichig an der Spitze
der Unterhaltungsmusik.
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tadel mémas filmas un deju slagera mijiedarbe ir dabiska. Filmas laika
Slagerus izpildija solists vai tapieris, vai ar1 tie tika atskanoti skanuplate.
Laikraksta reklamas slageris lielakoties paradijas divos kontekstos — ka
epitets vai savienojumos ar ipasibas vardiem. Tadejadi tika akcenteta
$1s muzikas iesp&jama popularitate vai vienkarsi pievérsta uzmaniba
kadam jaunumam izklaides piedavajuma. No valodas viedokla svarigi,
ka vards Schlager vaciski skan vienadi gan vienskaitli, gan daudzskaitli,
ja vien nav izmantots artikuls (vienskaitli ein, der, daudzskaitli die).
Tadéjadi apzimejums Schilager var tikt attiecinats gan uz operetes ariju,
gan modes deju, gan filmmiuziku ka kopumu. Salikteni, pieméram,
Schlager-Operette vai Film-Schlager, lauj precizi noskirt ne tikai popularu
no nepopulara, bet arl jaunu no veca. Teksts péc pirma publicejuma
vairs netika mainits. Gan to, kas rakstits, pieméram, filmas reklama,
gan ar1 konkrétas reklamas publicéSanas reizu skaitu noteica reklamas
pasutitajs.

Kulttiras un izklaides dzives atjaunosanas péc kara, jaunu mediju
rasanas, kas sniedza iesp&ju Slagerus parraidit, veicinaja pasa varda
Schlager popularitates pieaugumu, un ta izplatiba preses leksika kluva
likumsakariga. Tapéec 20. gadu sakuma $1 apziméjuma izmantojums
kulttiras piedavajuma raksturojuma nebija stihisks vai nekonsekvents.
Lai ar1 statistiski reklamas un kulttiras apskatos visbiezak par Slageriem
sauca dazadu valstu kinofilmas, nav iespéjams saistit piemingjumu
skaitu un kontekstus tikai ar kadu vienu semantisko nisu.

Slagerfilmu reklamu ipatsvars nenoliedzami skaidrojams ar kino
ka izklaides jomas popularitati. Sakotnéji, 19. gadsimta, Slageris bija
saistits galvenokart ar operetém, tacu 20. gs. 20. gadu reklamas tas
kluva par filmas apziméjumu. Tomeér, kaut art méma kino uzplaukuma
laika 20. gadu vidii un otraja puse slageris ka sauklis visbiezak paradijas
kino reklamas, tas nav uztverams ka specifisks kino jédziens. Ar
reklamu palidzibu ir iesp&jams identificet filmas demonstrésanas laiku,
bet ne realus filmas panakumus Riga. Lidzigi ir ar noSizdevumiem un
skanuplatem. Reklamu intensitate lauj izdarit secinajumus par noteiktu
uznémumu darbibu, konkrétu slageru esamibu un pieejamibu noteiktos
gados, bet reklamas neatspoguloja skanuplasu vai nosizdevumu apriti.

20. gados pieauga deju nozime opereté. Sos procesus indicéja ari
prese. Tika pieminéti jauni ritmi, opereSu repertuara ienaca dzezs un
modes dejas. Tadi vardu savienojumi ka Operetten-Schlager (operesu
Slageris), no vienas puses, atsaucas uz jau 20. gs. sakuma eksistejuso
saikni starp Slagera apziméjumu un opereti, bet, no otras, nostiprina
priekSstatu par Slageri ka jauna deju ritmos komponéta operetes
fragmenta apziméjumu.

30. gadu sakuma preses leksika notika strauja pareja no Slagera
operesu un filmu reklamas uz filmmuiziku — liriskam dziesmam deju
ritmos. Kompozicijas izmantotie ritmi visbiezak bija jau aprité esosi



deju zanri ka tango vai fokstrots; tapat bija popularas valsa un marsa
ritmos veidotas dziesmas.

20.-30. gados dazadu mediju sadarbibas ietekmé prese kristalizéjas
izpratne par evergriniem jeb slageriem, kas sp€j saglabat ilglaicigu
popularitati. Péc operetes motiviem uznemot filmu, popularakos
fragmentus tulkoja un izdeva gan nosizdevumos, gan skanuplates, lidz
ar to starpmediju parneses rezultata atpazistamiba kluva ilglaiciga.
Evergrini savieno it ka pretrunigus elementus: veco (modé neesoSo,
neaktualo) un $ligeri (modé esoSo, aktualo). TieSi Sis pretrunibas
del misdienas ir grati definét, ko 20. gs. 30. gados Latvija saprata ar
arzemju Slageriem. Katra zina Rigasche Rundschau piemérs iezimé ar
Slageri saistitu jautajumu loku, ko btitu nepiecieSams izverstak analizet
atseviskos péetijumos.

Laika no 1919. Iidz 1930. gadam Rigasche Rundschau reklamas
apzimejums Schlager izmantots loti plasi. To noteica ne tikai $1 varda
popularitates pieaugums preses leksika kopuma, bet arl jaunu
mediju darbiba: tadejadi slageris no operetes skatuves nonaca radio,
nosizdevumos, dejuzalés un uz kino ekraniem. Slageris bija preses
sauklis, kas reprezentéja ne tikai noteiktas ar muiziku saistitas kulttras
produktu grupas, bet tika lietots arl arpusmuzikala nozime, ka
izteiksmes lidzeklis, kura jega izriet€ja no zinas konteksta. Svarigi, ka,
piemeéram, kino reklamas, lai ar1 areji uzkritoss un redzams, slageris bija
tikai viens no daudziem, ne galvenais filmas reklameésanas Iidzeklis.
Pieminéjumu skaita mazinasanas 30. gadu otraja puse Skiet grati
izskaidrojama situacija, kura vienlaikus eksisteja daudzveidigs Slageru
izplatibas mediju klasts. Joprojam aktivi darbojas gan kinoteatri, gan
radio, tika izdotas skanuplates, ar1 koncertdzive un izklaide deju zales
nebija zaudéjusi savu intensitati. Sis aspekts baitu javerté socialpolitiska
konteksta atseviska pétijuma.
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THE TERM SCHLAGER IN THE RIGASCHE
RUNDSCHAU NEWSPAPER, 1919-1939

Alberts Rokpelnis

Summary

The terms slageris and slagermiizika in Latvian are derived from the
German Schlager and Schlagermusik, meaning “hit” and “hit music”.
Nowadays, they apply to compositions produced by the music industry
with certain stylistic qualities. The main focus of this paper lies in the
semantic properties of the term Schlager as it appeared in advertisements
in the Rigasche Rundschau, the most important German newspaper
in Latvia of the early 20* century. This German term originating in
the Austrian dialect and the German merchant vocabulary of the
19 century entered the German press in Riga in various publications
related to culture several decades before the proclamation of Latvian
independence in 1918. It remained widespread in press vocabulary
in the interwar era and during the German occupation in the Second
World War.

At the end of the 19* century, Schlager as a term was attributed
mostly to operetta music. The practice of using the term for popular and
financially successful operetta excerpts in the German language and in
German-related regions of Europe continued in the interwar period.

The field of popular music in the 1920s was characterised by new
media — improved sound-recording technologies and radio — but
printed music also continued to play an important role in the
distribution of music. A common feature of all these music distribution
media was their compact format. Composers adapted to the new
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situation by creating entertaining vocal miniatures in the previously
popular operetta styles and adding the latest dance rhythms to boost
the popularity of their music. In the press, this music was also referred
to as Schlagermusik.

In the 1930s, when sound film was introduced to the public, musicals
rose in popularity, and many operettas were also adapted for the
screen. Consequently, a new type of Schlager — namely, sound films —
appeared in the vocabulary of the press. However, the first years of
the decade already highlighted the involvement of the music industry
in filmmaking. Companies produced phonograph records and editions
of printed music featuring title songs and lyrical duets from movies.
Essential features of these film-Schlagers included popular dance
rhythms, various waltzes, tangos and foxtrots. By the second half of
the 1930s, Schlager became established as a description for film music
distributed on records, printed music or the radio.

This paper concludes, first of all, that the term Schlager was a popular
label used in the press vocabulary and in publications about cultural
news in general. Second, the meaning of this word was quite broad
and changed several times. The analysis of the Rigasche Rundschau
newspaper reveals that the term reflected not only the trends
mentioned above but also other semantic properties. In view of the
increasing popularity of cinema after the First World War, already in
1919 advertisements began calling new silent movies Schlagers, and
this practice continued into the early 1920s, with Schlager used to refer
to new films. In contrast, cultural reviews used the term for popular
operettas or popular songs set to new dance rhythms. In the mid-1920s,
when radio stations began operating all across Europe, Schlagers
were introduced to Rigasche Rundschau readers through foreign radio
programmes. The term was used most broadly in musical and cinema
contexts in the newspaper in the late 1920s and the turn of the 1930s.
This can be explained by the technological developments of the day
and the appearance of sound films, with Schlager being used in Rigasche
Rundschau advertisements to denote silent and sound films as well as
operettas, dance songs, phonograph records and printed music.

The situation changed over the course of the 1930s. By the second
half of that decade, the term Film-Schlager was increasingly used in press
communication to indicate popular film melodies. Advertisements
announced that these were available on phonograph records and as
printed sheet music, thus establishing a certain change in the term’s
meaning towards “a musical piece from a sound movie” distributed
on shellac phonograph records or as printed sheet music. Many of the
previous semantic properties were discarded, while the role of the
Schlager as an entertainment product created by the music industry
became clearly defined.



RAMESANA EVIJAS VEBERES ATSPOGULOJUMA
LATVIJAS INTERNETA MEDIJOS

Ilva Skulte

Anotacija

Mizikas zurnalistikai ir butiska loma muzikalas gaumes un
priekSstatu veidoSana, tadel svarigi petit, ka muziku personibas
un darbibu atspogulo masu mediji. Viena no teorijam, kas tiek arl
praktiski lietota mediju vestijumu analizé, piedava prieksstatu
veidoSanu analizét ka ramésanu: ar to jasaprot konkrétu tekstveides un
attelu elementu izmantojums, lai atsauktos uz mentaliem modeliem,
ko cilveki lieto jaunas informacijas uztverei un izpratnei, un raditu
jaunus modelus un shémas. Jaunam muzikim, uzsakot radoso darbibu,
ir seviski butiski, kads ramejums tiks veidots, respektivi, kadu
modeli mediji lietos vina dailrades prieksstatiSanai. It 1pasi svarigi
tas ir popularaja muizika, kas interesé plasu auditoriju; medijiem, kas
misdienu kultiiras Zurnalistika orientéjas uz skandaliem ka vieglas
pelnas nesé€jiem, Saja joma ir iesp&ja nopelnit. Raksta pétits jaunas
miuzikes Evijas Véberes radosas darbibas atspogulojums interneta
medijos laikposma, kad vina piedalijas koncertdzivé un publiceja
savus ierakstus. 2019. gada maksliniece sanéma Latvijas Miuzikas
ierakstu gada balvu, tacu ari izraisija daudzu klausitaju saSutumu ar
savu Imanta Kalnina dziesmas Svéetku diena koncertatskanojumu.

Izmantojot gan diskursa, gan kontentanalizi, var secinat, ka
visbiezak Evijas Veberes dailrade atspogulota zinas, un tas parsvara
ietver neitralu informaciju. Pilnigaku prieksstatu par muziku veido
intervijas. Toties maz ir dzilaka vertéjuma — kritikas, recenziju, un tas
rada pretrunigu iespaidu. Viedoklu sadursmes péc 2018. gada koncerta
Milestiba. 18+ veicinajusas to, ka Vebere dala mediju tiek raksturota,
veidojot skandala rami.

Atslegvardi: kulttiras zurnalistika, interneta mediji, rameéjums,
saturs, diskurss, redakcijas darbs

Abstract

Music journalism plays an important role in the development of
musical taste and the creation of notions about music. For this reason,
the way musicians, their work and their activities are represented in
mass media need to be studied. One mass media theory that is often
applied in the analysis of media messages proposes the concept of
framing in order to explain how these notions are constructed. Framing
means the application of concrete text-making elements and forms
as well as images to refer to or develop mental models that people
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use to receive texts and understand them. For young musicians only
just developing their careers, it is extremely important what kind of
frame is built around them; that is, what kind of frame will be used
for the further treatment of the music they produce. This is especially
important in the field of popular music, which captures the interest of a
wide audience and gives the media (which in the contemporary media
landscape are always looking for scandals) an opportunity to make an
easy profit.

This article analyses the representation in the media of the young
Latvian musician Evija Vebere. The period of time studied includes a
number of concerts, performances and albums (Vébere also won an
Annual Latvian Music Recording Award in 2019) as well as a concert
performance in which Veébere’s interpretation of Svetku diena (Holiday),
a popular song by Latvian composer Imants Kalnins, disappointed
many listeners.

By using content analysis and discourse analysis, it was concluded
that Vebere’s work is most often represented in the news relatively
neutrally. However, a scandalous frame is frequently created merely by
headlines alone. Interviews with the musician provide deeper insight,
but there is little in-depth analysis or critical evaluation (such as
reviews) of her work, and these give a contradictory impression. After
an exchange of opinions regarding the Love. 18+ concert on 19 November
2018, a number of media openly chose a frame of a scandalous person
when writing about Vébere.

Keywords: cultural journalism, internet media, framing,
content, discourse, editorial work

Ievads

Miizikas zurnalistikai ka dalai no makslas un kultiras zZurnalistikas
ir svariga loma sabiedribas prieksstatu veidosana. Tas uzmanibas loka
ir jaundarbi, komponistu un atskanotajmakslinieku veikums, lidz ar to
mizikas zurnalistika ietilpst ne tikai zinas un reportazas par aktualiem
notikumiem, bet arl tie rakstoso un raidoso mediju zanri, kuros tiek
veikta jaunumu analize, nozimes interpretacija un izvertésana. Plasaka
konteksta raugoties, tiesi §1 joma veido gaumes, estétisko vertibu un
normu, vertésanas standartu ietvaru, tadejadi tiek pildita audzinasanas
funkcija, kas attista noteiktu kulttiras kodu apguvi, ka ari stimulé un
nostiprina izmainas tajos. Respektivi, miizikas atspogulojums medijos
ir atgriezeniski svarigs arl miizikas industrijai (t. i., muzikas dzives
organizacijai un finansialajam atbalstam), pat ja miizikas jaunradi
tas ietekmé tikai sekundari. Pédejais ir ipasi butiski, domajot par
popularas miuzikas atspogulojumu, jo ta parsvara ir attistijusies
tirgus apstaklos, bez valsts sniegta atbalsta. Tomér Latvija kopuma,



lidzigi ka kaiminvalstis (Jarvekiilg 2020), s1 muzikas industrijas dala
izpelnijusies saméera maz profesionala, analize balstita, nopietna un
padzilinata kritikas vértéjuma. Sada situacija, iespéjams, radusies pa
dalai tadel, ka popularas muizikas parstaviji loti biezi savu karjeru veido
arpus institucionala ietvara — viniem nav vai gandriz nav muzikalas
izglitibas un ne vienmeér (seviski darbibas sakuma) ir izveidojusies
sadarbiba ar producentu, grupu vai koncertapvienibu.

Evijas Véberes gadijums ir atskirigs. Vina maciusies Ventspils
Mizikas vidusskola un péc tam studejusi Niderland€, Princa Klausa
Konservatorijas Dzeza nodala. Latvija $1 maksliniece uzstajusies
vispirms ar savu studiju gados dibinato grupu, bet velak Riga
uzsakusi solistes karjeru. 2018. gada 16. oktobri ir laists klaja vinas
pirmais solo albums Sirdsbiit, par ko Vébere tika nominéta Austras
balvai, savukart 2019. gada Sirdsbiit sanéma Miizikas ierakstu gada
balvu Zelta Mikrofons nominacija Latvijas Miizikas ierakstu gada labakais
alternativds vai indie miizikas albums. Sajos ierakstos un dziesmu video
Vébere veido Ipatnéju vizuali akustisko telu un izkopj savdabigu
estetiku, nebaidoties radikali atkapties no kulttira pienemta koda, pat
izaicinot to, tadél dazkart vina paliek kolégu un auditorijas nesaprasta.
Seviski plasi sada neizpratne izskan€ja masu medijos, to komentaros
un socialajos tiklos, péc 2018. gada 19. novembra koncerta Milestiba.
18+. Taja Vebere uzstajas ar Imanta Kalnina dziesmu Svétku diena,
kuru savulaik dziedajusi Olga Rajecka. Daudzi kolegi, Zurnalisti un
socialo tiklu komenteétaji kritizéja So interpretaciju, tadel akcents no
makslinieciskas kvalitates novirzijas uz skandala atspogulojumu un
zurnalistisko izpéti. Mediju diskursa dominéja emocionali izteikumi
un argumenti, kas balstiti koncerta izdevumu skaitliskajos aprekinos.
Gan 3o notikumu iespaida, gan sakara ar Andra Gaujas filmas Nekas
miis neaptures tituldziesmu Izoletta (Sniedzes Praulinas miizika, Edgara
Subrovska vardi) maksliniece 2018. gada nogalé mediju uzmanibas
loka bija loti bieZi, un §1 popularitate saglabajas ar1 2019. gada sakuma
Mizikas ierakstu gada balvas konteksta. Tomeér atspogulojums
kopuma bija tendéts ne tik daudz uz objektivu muzikala snieguma
vai meklejumu atspogulojumu, cik uz metaforu un epitetu lietojumu,
lai komentetu auditorijas uzmanibu, interesi un emocijas, veidojot
atgriezenisko saiti. Mediju atspogulojums nereti ir pretrunigs (skat.
1. attélu 147. Ipp.), bet tas liek domat ar1 par muziku vispar, konkretak,
par $1jédziena robezam. No vienas puses, tas ir relativi precizas, kultiira
aptuveni aprobeétas; no otras puses, popularaja kulttira robezas nosaka
tieSi klausitaju uzmaniba un attieksme, institucionalais atbalsts vai
kritiki. Interesanti, ka miuizikas Zurnalistu un kritiku pamata atzinigais
vertejums Evijas Véberes ieskanojumiem un dailradei, kas rezultgjies
balvas iegtiSana, butiba “ierakstija” vinas darbu noteikta stilistika
un tradicija (alternativa un indi mazika); turpretim “tautas balss”
sasutums tika pausts par uzstasanos plasam masam domata (t. i.,
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popularas miizikas) koncerta, interpretéjot konkretu dziesmu. Tomer
ne pretruna starp $im veértéjuma galejibam, ne to atskirigais objekts
medijos ta ar1 netika logiski iztirzats, atstajot argumentus par un pret
Evijas Veberes dailradi neizteiktus, bet impliciti ietvertus; maksliniece
medijos tika atainota ka nesamierinamu, gaumé balstitu subjektivu
pretrunu izraisitaja (kas, iespéjams, sekmé ar1l muzikes karjeru).

Si raksta centra ir Evijas Véberes un vinas dailrades atspogulojums
latviski rakstosajos interneta medijos divu gadu laika, perioda no
2018. gada 1. maija lidz 2020. gada 1. maijam. Ta meérkis ir analizét
interneta pieejamas mediju zinas un citu zanru publikacijas ar diskursa
un kontentanalizes palidzibu, lai noteiktu raméjumus, kadus mediji
veidojusi makslinieces dailradei. Ar rameéjumu Saja gadijuma
saprasts merktiecigi izraudzitu zurnalista darba instrumentu, teksta
un attéla veidoSanas elementu lietojums noliika radit priekSstatu par
atspoguloto un skaidrot ta nozimi saskana ar noteiktu mentalu modeli
vai atsaucoties uz to. Kognitivais mediju iedarbibas efekts (resp.,
prieksstati un nozimes mediju atspogulojuma rezultata tiek pakartoti
realas dzives notikumiem, objektiem un darbibas subjektiem) veidojas
divos kontekstos, kuriem ir ietekme uz Zzurnalistu vai redaktoru
radito raméjumu. Seit jamin, pirmkart, kultiiras konteksts (Evijas
Véberes sakara te vérojama sadure starp priekSstatiem par skaisto
un standartiem latviesu popularaja muzika ar Zanra un stila ietvaru
attieciga virziena miuzika pasaulé) un, otrkart, mediju darba jeb
redakcijas organizacionalais konteksts (kura izraudzitos rameéjuma
modelus nosaka ka redakcijas dinamika, ta individu, tostarp Zurnalistu
un kritiku, preferences, mediju biznesa intereses, ideologiska vai
kultiiras orientacija un darba rutina). Lai atklatu So kontekstualo
dazadibu, ir izvirziti tris pétijuma jautajumi:

1. Kadi ir Latvijas interneta medijos aplikotaja laikposma

visbiezak sastopamie ramejumi Evijas Veéberes darbibas
atspogulojuma?

2. Kadi publikacijas izveides elementi lietoti, lai tos raditu?

3. Kadas Latvijas kultiras un mediju vides, ka ari redakciju
darbibas ipatnibas tos noteikusas?

Ramis, raméjums un raméjuma analize komunikacijas zinatne

Ramja (frame), raméejuma (framing), ka arl ramja veidoSanas (frame
building) un noteikSanas (frame setting) analize komunikacijas zinatneé ir
viena no biezi lietotam teorétiskajam paradigmam. Ta palidz skaidrot,
ka tieSi sabiedriba rodas prieksstati par to vai citu notikumu, sekojot
dazu témas aspektu izcelumam (Vreese 2005: 53). Koncepcija balstas
ideja par “rami” — mentalu modeli jeb shému, kas strukturé realitates
atveidojumu un ko mediji ar dazadiem aprobétiem teksta vai attéla



veidoSanas panémieniem integré savos véstijumos, lai faktus padaritu
saprotamus auditorijai. Respektivi, ramji rodas socialkulturala un
individuala pieredze ka shemas, ko cilveki lieto, lai ieliktu jegu
uztvertaja un Sadi strukturétu gan interakcijas, gan, atgriezeniski, ar1
pasi savu individualo un socialkulturalo pieredzi. Mediji daudzéejada
zina piedalas So modelu (shému) veidosana gan ka svarigs vestijumu
avots, gan formuléjot prieksstatus par realitati. Tade] ramju atklasana
mediju tekstos un attélos palidz saprast kognitivo strukturéjumu
sabiedribas prieksstatiem par realitati kopuma, par atseviskam tas
jomam, notikumiem un procesiem. Ipasi biezi masu komunikacijas
pétijumos $1 pieeja tiek lietota, lai izprastu kadu notikumu vai procesu,
kas konkreta laikposma radijis satraukumu sabiedriba — pieméri
varétu bt migracija, prieksvéelesanu debates, epidémijas u. tml. Tacu
ramésanas analize palidz arl saprast, ka mediju diskursa veidojas
prieksstati par kadas personas darbibu vai statusu.

Jaatzist, ka raméSanas pieeja plaSsazinas pétijumos bijusi relevanta
jau kops 20. gs. 70.-80. gadiem; tomer, ka rada vésturiski salidzinosa
analize (Vliegenthart, van Zoonen 2011: 103), pedéjos gadu desmitos
ta lietota ieverojami biezak. Vienlaikus ir pieaugusi daudzveidiba
rameésanas teorijas centralo jedzienu un elementu definicijas, ka ar1 pasa
raméjuma un ramja veidoSanas analizé. Pétnieki konstate Seit lielas
nekonsekvences, kur vel biitu nepieciesams rast konsensusu (D’ Angelo
et.al. 2019), tacu pati pieeja tiek atzita par vertigu — jo Ipasi politisko
un socialo jautajumu atspogulojuma, bet ar1 kultiras un miizikas
zurnalistika (Berkers and Eeckelaer 2014; McClain 2016, 2018; Baker
and Williams 2019; McClain and Lascity 2020). Ramésanas izpratnes
konsolidacijas griitibas daléji saistitas ar to, ka sava dzilakaja bitiba st
teorija (un taja balstita analize) ietver starpdiplinaru skatijumu. Idejas
aizsakumi meklgjami psihologijas un kibernétikas meklgjumos jau
20. gs. pirmaja pusé. Piemeéram, Pols D’ AndZelo min vairakas dazadu
zinatnu teorijas un konceptualos modelus, kas kops 20. gs. 30. gadiem
ta vai citadi mijiedarbojusies vai tiesi ietekmejusi ramesanas idejas
izstradi; tie parstav psihologijas, valodniecibas, komunikacijas zinatnes
un sociologijas jomu (D’ Angelo 2017: 635). Tomer visbiezak ramésanas
teorijas pirmsakumus komunikacijas zinatné médz saistit ar Ervinga
Gofmena koncepciju, kas savukart izriet no etnografiskas analizes
rezultatiem un, attistot Gregorija Beitsona (Gregory Bateson) idejas,
apraksta cilvéku izturéSanos dazadas socialas situacijas. Saskana ar
Gofmena uzskatu, $adas situacijas mes balstamies noteiktas un stabilas
kategorijas, ko ta vai citadi izmanto visi attiecigas sabiedribas locekli
(Goffman 1974). Péc vina rakstita, raméjums veidojas, nemot véra tému,
kontekstu, autora skatpunktu un references rami; proti, ta pamata ir uz
ieprieksejas pieredzes un kultiiras bazes veidots scenarijs vai mentalais
modelis. Citiem vardiem, Gofmenam ramji ir mentalas orientacijas, kas
strukture to, ka meés uztveram un interpretéjam pasauli. Tie ir savveida
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mehanismi problému risinasanai, balstoties socialkulturali raditas,
tomer katra individa atmina noglabatas mentalas shemas, kas palidz
saprast aktualo sabiedrisko situaciju jegu (Johnston 1995: 220). Tac¢u
Gofmena idejas blitu griti tiesi attiecinat uz masu komunikacijas jomu
un lietot praktiskai izpétei. Tadél ka ramejuma tradicijas aizsakums
zurnalistikas un mediju pétijumos izcelami divi citi darbi, kas palidzeja
adaptét teorétiskas idejas un koncepcijas, savdabigi operacionalizejot
tas praktiskiem pétijjumiem - Geijas Tacmenas monografija Making
News (“Veidojot zinas”, Tuchman 1978) un Toda Gitlina Whole World
is Watching (“Visa pasaule skatas”, Gitlin 1980). To autori pieversas
redakcijas darba aspektiem, izmantojot Gofmena primaro strukttru
(primary frameworks) ideju cilveku interakciju izpratne: tiek skaidrots,
ka mediju formati, mediju ideologija un redakcijas darba rutina
ietekmeé temu un to aspektu atlasi, ka ar1 stastu veidosanu (D’ Angelo
2017; Borah 2011).

Komunikacijas teorija un praktiska analize kops 20. gs. 80. gadiem
ir pieradijusi: komunikacijas pamatnostadnes ierobezo vienu no
galvenajiem principiem zurnalistikas éetikas koda — objektivitati, jo
komunikacija ka tada notiek tikai tad, kad komunikators izveidojis
vestijumu. To darot, vins veic daudzas izveéles gan aprakstamo
notikumu, gan to reprezentacijas formu atlasé — narativs, retorika,
atteli, grafiski akcenti u. tml. zimes biezi ir Zurnalistu un redaktoru
iz8kirSanas rezultats, ko nosaka dazadi motivi. Savukart auditorija
veido priekSstatus saskana ar references shemam un kognitivajiem
modeliem, kas jau ieprieks radusies kultira un ikdienas pieredze,
glabajas cilveku atmina un tiek aktualizéti, pateicoties noradém
uz $adiem modeliem mediju publikacijas. Ditrams Seifele piedava
kongruentas strukttiras koncepciju, kura zurnalists ar1 tiek atainots
ka cilveks - respektivi, profesionals zurnalists ir “auditorijas”
dala, vina attieksme, uzvediba, atbildibas izjita individuala Iimeni
piedalas ramja radiSana, Sis ipaSibas ari ietekmé vina profesionalo
izveéli, veidojot mediju rami. Citi ietekmes faktori ir organizacionals
spiediens, ideologija, elites viedokli utt. (Scheufele 1999: 115).

Tacu individuala, redakcijas un socialkulturala konteksta analize
tikai daleji palidz saprast izveidoto rameéjumu. Svarigs uzdevums
ir arl publikaciju teksta (un attéla) detalizéta analize. Nakamais,
varbtit visklasiskakais ramésanas un tas analizes traktéjums masu
komunikacijas un Zurnalistikas teorija pieder Robertam Entmenam
(Entman 1993), kas ramesanu apliikojis sava loti ietekmigaja raksta
Framing: Toward Clarification of a Fractured Paradigm (“RameéSana:
salauztas paradigmas skaidrojumam”) un defineé to Sadi:

“[..] ramet nozime atlasit dazus aspektus no uztvertas realitates un
padarit tos redzamakus teksta komunikacija tiktal, lai tie izceltu noteiktu
problémas definiciju, kauzalo interpretaciju, moralo noveértejumu un/vai
rekomendacijas risinajumam” (Entman 1993: 52).



Tatad, saskana ar Entmena uzskatu, tadi elementi ka problémas
definicija, situacijas noteikSana, morali spriedumi un iespejami
risinajumi tiek ietverti katra publikacija, palidzot auditorijai saprast
situaciju un prognozet tas attistibu, bet ari liekot par aprakstito domat
noteikta veida. Pols D’AndzZelo pieverS uzmanibu tam, ka raméSana
ir kompleksa un daudzdimensionala, ieklaujot gan ramja definéSanu,
gan ta konstruéSanu un ramésanas atstato ietekmi (D’Angelo 2002:
880). Lidz ar to ramju pétnieks, detalizeti pieversoties teksta diskursam
un kontekstam, kura tas radies, spgj piekliit “mentalas dzives “melnajai
kastei”, socialas pieredzes struktiiram, kas majo taja, un tadejadi — ar1
pasiem ramjiem” (Johnston 1995: 221-222).

Lai noteiktu izveidotos ramjus, jaanalizé teksta saturs, identificejot
taja dalas un elementus, kas lauj cilvekam kontekstualizét tému un
sasaistit to ar atmina esoSajam shémam. Ir divu veidu konteksta
koncepcijas — pirma jeb plasaka ietver socialos, kultiiras, komercialos
un politiskos apstaklus, kuros rodas diskurss, savukart otra jeb
Sauraka orientéjas uz teksta veidoto asociaciju modeliem, kas Sos
apstaklus kodé (vairakos mediju tekstos) (D’Angelo 2017: 638). Lidz
ar to mediju veidota ramja definicija biitu Sada: (pétnieka meklétais)
ramis ir “nozimes struktiira — centrala ideja, organizacijas princips,
galvenais narativs, makroatribiits vai téma — kas mediétaja teksta var
but implicits vai latents, bet jebkura gadijuma pieskir skaidru, selektivu
nozimi vardiem un vizualajam materialam, ko komunikators izmanto,
lai kontekstualizetu temu” (D’Angelo 2017: 638). RaméSanas analize
attistijusas ar1 divas pieejas darbam ar mediju tekstiem: viena tendéta
drizak uz kvantitativu, automatisku darbu ar lieliem tekstu masiviem,
kamer otra dod prieksroku kvalitativai izpétei — lenam un dzilam teksta
lastjumam jeb mikrolimena diskursa analizei (David et.al. 2011).

Kultiiras un muizikas Zurnalistikas specifika

Lietojot ramésanas teoriju un ramé&umu analizi muzikas un vispar
kulttiras zurnalistikas pétijumos, butu janem vera vairaki aspekti:

e redakcijas darba organizacijas specifika kultiiras zurnalistika;

® specifiska zanru sistéma un diskursa robezas;

e socialkulturalais konteksts, kas saistits ar abiem ieprieks
minétajiem aspektiem, bet ietver ar1 saturiskas ekspektacijas; to
pamata ir Sis Zurnalistikas jomas meérki un funkcijas (kultaras
kvalitates stimuléSana, tas dazadibas veicinasana, gaumes
izkopsana u. tml.). It Ipasi nozimigi tas ir popularas muzikas
konteksta, jo zinas un vertéjumi par to orientéti uz plasaku
auditoriju.
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Kulttras zurnalistika ir 1pasa vispirms jau ar to, ka pati pieder
kultiiras jomai — respektivi, nozarei, kuru ta atspogulo. Kultiiras
zurnalistikas produkti ar1 parstav kulttru, tie veido kulttiras procesu
dinamiku un ieks€jos (mainigos) likumus un normas (Liiddemann
2015: 55-56). Radniecigas saites, kas Saja Zurnalistikas nozare saista
atspogulotajus ar atspogulotajiem (t. i., pieméram, muizikas zurnalistu
kopienu ar muziku un miuzikas izdevéju kopienu, abam kopienam
nereti liela meéra parklajoties), tiek atzitas par normu: tiek nemtas
vera specifiskas zinasanas un prasmes, kas paradas, zZurnalistiem
un publicistiem spriezot par kadu notikumu, personu, artefaktu
atspogulojumu un tadéjadi legitimizejot tos ka kultiru (Janssen,
Kuipers, Verboord 2008; Golin, Cardoso 2009; Jaakkola 2015¢; Skulte
2015). Tadél nereti tiek pielautas atkapes no visparéjiem zurnalistikas
principiem: kulttiras Zzurnalisti var atlauties audzinosu diskursu,
autoritativu viedokli, prognozét un samera gausi reaget uz notiekoso
(Golin, Cardoso 2009: 77-83; Jaakkola 2015c: 99). Loti biezi kulttiras
zurnalisti profesionali identificejas ne tik daudz ar Zurnalistiku
(Harries, Wahl-Jorgensen 2007: 624), cik ar makslu jomu, ko vini
atspogulo (Golin, Cardoso 2009: 82). Kultiiras zurnalisti draudzéjas
ar maksliniekiem un iesaistas vinu rikotos pasakumos, ir dala no
kulttiras elites un daudzreiz nevairas no ieskatiem skandalos un
makslinieku privataja dziveé - tas viss loti kritiski veértéjams no
zurnalistikas visparéjo principu viedokla. Sis jomas zurnalistu misija
ir augsto kulttiras standartu sargasana, informesana, vertésana, par-
domas par makslu, tadejadi vini ar raméjumu palidzibu lauj patere-
tajiem orientéties sarezgitaja kulttiras (produktu) sistema (Porombka
2007: 274). Tacu tiesi patérnieciskuma ievirze kulttara, ka art mediju
vides komercializacija un mediju tieksme uz efektivaku organizaciju
apdraud kritikas un refleksijas uzturésanu kulttiras medijos un mediju
kultiiras nodalas (Hellman, Jaakkola 2012). Redaktoriem ir iespeja
izveléties — vai nu apmierinat auditoriju, kas kulttiras zurnalistikai
tradicionali ir sameéra neliela, bet sagaida elitaru produktu, vai ar1
paplasinat to, pievérSoties arvien popularakam un komerciali izde-
vigam kultiiras un makslas produktu klastam un ievieSot izklaidejo-
Saku stilu — atmetot specifisko leksiku un “smagos” Zanrus (refleksiju,
analizi, kritiku), kas prasa iedzilinasanos. Zurnalistikas kopéja klasta
kulttiras zurnalistikas daudzums musdienas samazinas, redakcijas to
nereti uzskata par mazak svarigu, sekundaru darbu. Rezultata cies
ar1 kvalitate — sakara ar komercializaciju, globalizaciju, atruma un
pastavigas informacijas pliismu, ka ar1 socialo mediju un blogu attistibu
pétnieki jau sen runa, pieméram, par kritikas krizi (Berger 1998;
Elkins 2003), preses relizu ietekmi uz citu zanru publikacijam un pasu
lietotaju (amatieru) veidotu kulttiras zurnalistiku (Forde 2001).

Visas ieprieksminétas aktualas tendences un problémas pilniba
attiecas ar1 uz muzikas zurnalistiku (Hearsum 2013). Lidzigi citam



kulttiras zurnalistikas jomam, ari Saja lauka ierastie darba organizacijas
principi izradijas neefektivi, saskaroties ar 2008. gada finansu krizes
raditajiem triecieniem. Daudzi preses izdevumi tika slégti vai turpinaja
darboties interneta, miuzikas atspogulojumam paredzétie apjomi
samazinajas, par muzikas Zurnalistu konkurentiem kluva socialo
mediju lietotaji, kas nereti vismaz pa dalai bija arT pasi muziki, tadél
pirma $1 gadu tukstosa desmitgade lika runat par muizikas zurnalistikas
un kritikas krizi (Hearsum 2013: 107). Turklat petnieku darbu sarezgi
vel kads apstaklis: redakcijas hierarhija mazikas Zurnalisti lielakoties
tiek vértéti ka mazak svarigi ne vien salidzinajuma ar politikas, finansu
vai ekonomikas zinu veidotajiem, bet ar1 ienem konceptuali neskaidru
poziciju starp makslas un kulttras, ka ari izklaides un slavenibu
sadalam (Jacke et.al. 2014: 2). Ipasi tas attiecas uz popularas miizikas
zurnalistiku — §1 sfera loti biezi tiek saprasta ka dala no izklaides/
slavenibu tematiskas jomas un netiek augstu vértéta arl pasu muzikas
zurnalistu vidta (Nunes 2004: 132). Tadel popularas muzikas Zurnalisti
drizak identificejas ar popularas muzikas industrijas vidi, kura tiek
cieniti ka “vartsargi” — informacijas atlasitaji un “ramja” veidotaji.
Miizikas rameésana zurnalistika nozime vispirms jau to, ka Zurnalists
strada ar vardu, bez informacijas par to, kur, kas un ka ir patlaban
vai bijis kadreiz pieejams; turklat atspogulojums medijos prasa ari
pasas miuzikas raksturojumu, vertéjuma argumentus. Atsaucoties uz
ievérojamo britu muzikas kritiki Barniju Hoskinsu (Barney Hoskyns),
Pola Hirsama apraksta darbibas modeli ar cetriem elementiem -
jaizprot muzikas formas, jaizskaidro skandarba stils, jaatklaj emocijas
un jadod konteksts (Hearsum 2013: 112). Tas savukart prasa zinasanas,
ko liela dala popularas muizikas zZurnalistu apguvusi pasmacibas cela,
rakstot par savu aizrausanos. Atbilstosi miisdienu tendencei, dalu no
raméjumiem veido fani un socialie mediji, tade] vienota diskursa un
skaidras ideologiskas (Hearsum 2013) vai estetiskas sistemas vieta
rodas tas, ko Kriss Atons sauc pa poliglotismu (Atton 2009). Respektivi,
lai noskaidrotu, kadi véstijumos ietvertie ramji “uzruna” auditoriju,
veidojot sabiedriba izpratni par noteiktu paradibu vai artefaktu, janem
vera ne vien dazadas ideologiskas pieejas, bet ar1 dazadi diskursi un
valodas stili. It Tpasi tas attiecas uz popularo miziku. Turklat zimigi,
ka dzives notikumu, personibu un artefaktu atspogulojumu veido
ne tikai profesionalu vai mizikas joma specializejusos zurnalistu
ieteiktie raméjumi. It seviski popularas miizikas Zanriem tiek pievérsta
pastiprinata citu jomu zurnalistu uzmaniba — miizikas marketinga
panakumu atsléga un veiksme ir sekmiga makslinieku téla veidosana
un produkta virziSana, kas nav iespgjama bez mediacijas (resp.,
masu mediju iesaistes). Tadel popularaja muizika ramjus veido un
nostiprina gan zurnalisti, kas strada izklaides joma, gan privatas dzives
atspogulotaji, gan dzives stila zZurnalisti, gan citi. Interneta vidé loti
biezi kada potencialu skandalu saturosa zina tiek publicéta vairakas
reizes, nenoradot autoru un Ipasi nemainot preses relizes tekstu.
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Evijas Véberes atspogulojuma analize

Lai raksturotu mediju sniegto raméjumu Evijas Véberes dailradei,
tika analizétas interneta pieejamas plassazinas lidzeklu (iznemot
socialos medijus) publikacijas laika posma no 2018. gada 1. maija lidz
2020. gada 1. maijam. Tas atlasitas ar google meklésanas programmas
palidzibu, meklgjot péc atslegvardiem Evija Vebere un, atseviski, Evija
Vebere, recenzija, jo pirmaja mekleésana rezultatu saraksta bija iekluvusi
tikai viena recenzija. Sads izlases veido$anas modelis izmantots,
lai noskaidrotu ramejumus, kas sasniegusi ne tikai elitaru mtzikas
milotaju un parzinataju auditoriju, bet principa visus latviski lasoSos;
tatad secinajumi tiks sniegti par raméjumiem sabiedriba kopuma, ne
tikai muizikas interesentu vai miuizikas zurnalistikas auditorija.

Atmetot publikacijas, kuras mizike tikai pieminéta (ka viena no
daudziem kada koncerta vai ieraksta dalibniekiem), analizei tika
atlasitas 52 publikacijas. Sis skaitlis ir saméra mazs. Tadél turpmak
apliukotie kvantitativie rezultati un tajos balstitie secinajumi noder, lai
papildinatu skatijumu uz Evijas Véberes personibas un dailrades, ka ar1
Latvijas popularas miizikas atspogulojuma tendencem un Ipatnibam,
bet pamatigakam un precizakam kvantitativam pétijumam btitu jalieto
plasaka izlase. Tacu ieguitie rezultati ir svarigi, jo petijuma uzdevums
daleji saistits ar jauna miuizika darbibas atainojumu perioda, kuru var
uzskatit par ta plasakas atpazistamibas sakumposmu. Tadejadi tas tiesi
un koncentréti atklaj situaciju, kura muizikas Zurnalistikas jeb, plasak,
mizikas dzivi un personibas atspogulojosas Zurnalistikas nozime ir
ipasi liela. Kvantitativaja dala, analizéjot visas 52 publikacijas, sniegts
arl parskats par to datumiem, Zanriem un autoribu. Lai gan dati ir
skaitliski nelieli un disproporcionali, tomeér viss minétais lauj izdarit
kritiskus secinajumus par atspogulojuma kvalitati, raugoties no
zurnalistikas teorijas viedokla.

Tika izmantotas divas komunikacijas pétijjumu joma aprobétas
metodes:

e diskursa analize — lietoto ram&jumu analizei, interpretacijai un
raksturojumam;

* kontentanalize - noluka atklat raméjumu proporcionalo
sadalifjumu un Zurnalistikas panémienus, ar kuriem ramejums
veidots.

Vispirms jaatzimé, ka vairums publikaciju radusas, reagejot uz
konkrétiem notikumiem - koncertiem, CD albumu izdosanu, video
publicédanu interneta vietnés, balvam. Sadi raksti parsvara top,
pateicoties producentu, izdevéju un koncertorganizaciju preses
relizém, un nereti atkartojas vai daléji atkartojas dazados medijos. To
raksturiga pazime ir autoribas trikums (zinas tiek apzimétas ka LETA
zinas vai attiecigo mediju kulttiras nodalu sagatavotas zinas, vai ar1
autors netiek noradits vispar). Kopuma no 52 analizes vienibam tikai



13 gadijumos noraditi autori — miuizikas zZurnalisti vai miizikas joma
specializéjusies zurnalisti.

Tadéjadi nenozimigs ir to publikaciju skaits, kuras muzikas zurna-
listi meklejusi savu celu, pasi veidojot miizikas atspogulojuma rame-
jumu, bet vel retak Evijas Veéberes dailrade izpelnijusies kritisku
izvertejumu vai analizi. Divu gadu laika tapusi vienigi Cetri raksti,
kas parstav recenzijas zanru: divi apliko albumu Sirdsbiit (Zavileiskis
2018, portals Delfi.lv; Vanzovics 2019, portals nra.lv), viens pievérsas
Evijai Veberei ka vienai no cetriem koncerta dalibniekiem (Engelis
2018, portals Delfi.lv), savukart viena isrecenzija ieklauta gada parskata
par svarigakajiem notikumiem kultiira (Satori.lv 2018).

2018. gads Evijas Véberes darbiba bijis ipass ne tikai ar solo albuma
iznaksanu, kas apliecina dziedatajas orientaciju parsvara uz Latvijas
tirgu, bet ari ar plaso (negativo) publicitati, ko izraisija uzstasanas
2018. gada 19. novembra Latvijas simtgadei veltitaja koncerta Milestiba.
18+. Tadejadi aplikotaja laika posma lielaka dala publikaciju bija
veltita makslinieces sniegumam Saja koncerta vai arl atsaucas uz
to ka uz butisku raméjuma elementu avotu. Tomer, neskatoties uz
viedoklu dazadibu un daudzu Latvija pazistamu personu iztei-
kumiem, mediji kopuma neizveidoja rami, kura tiktu sniegts analize
balstits, pamatots Veberes uzstasanas vertejums. Emocionalas dabas
argumentus labprat izmantojusi un savos raméjumos izversusi
dzeltenas preses parstavji un tikpat nekvalitativi, uz auditorijas
uzmanibas piesaisti un iesaisti orientéti interneta mediji.

Lidz ar to, ka atzimé miizikas zurnalists Sandris Vanzovics, “par
jauno dziedataju Eviju Veberi (un $1 koncerta tami...) uzzinaja pat
tie, kuriem latvju muzikas pédeja pietura drosi vien bija ansambla
“Ornaments” un dziesmas “Puisi, puisi” laikos” (Vanzoviés 2019,
portals nra.lv). Nemot vera Sos apstaklus un balstoties atlasito
virsrakstu pilotpétijuma diskursa analize, tika izveidoti pieci
iespejamie ramji. Tie laus detalizetak atklat, kadu lomu publikaciju
raméjuma gist sekojosi elementi:

e  virsraksts;

e raksta ievadteikum(s) jeb Iids’;

e pamatteksts (narativs, valodas stils un izteiksmes Iidzekli,
argumenti, pamatojuma fakti);

e fotografija;

e video.

Savukart izceltie pieci raméjumi un ar tiem saistitie atspogulotie
konteksti ir sadi:

1) notikums — neitralas zinas par notikumiem, kuros Evija Vébere
darbojas ka muzikas jomas parstave; raméjums Evija Vebere ka jauna
miizike ar atskirigu stilu;

1 Zurnalistikas literatira nav
latviskota termina, kas apzimétu
prakseé biezi sastopamo anglicismu
lids (anglu val. lead; skat., piem.,
Dimants, Russ-Mols 2009: 62).

Ar S0 jédzienu jasaprot raksta
ievadteikums vai teikumu kopa, kas
1si izklasta butiskako informaciju
un nereti izce] to ar1 ar grafiskiem
lidzekliem.
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2) skandals — daudzi mediji 2018. gada 19. novembra notikumus
atspoguloja ne vien emocionali, bet arT ka skandalu, uz ko atsaucas
velakas zinas, tadéjadi joprojam paturot So makslinieci skandala
rami. Tas ir saprotams no mediju organizacijas un biznesa viedokla, jo
skandals generé uzmanibu, tomer tas ar1 piederas pie misdienu mediju
veidota slavenibu diskursa; raméjums Evija Vebere ka skandaloza
slaveniba;

3) personiba — raksti, intervijas un daZas recenzijas izcel makslinieces
rakstura 1pasibas, personibas iezimes un biografiskas detalas (ieskaitot
macibas arzemeés), kas sava zina ietekmé (“ieramé”) ari muzikas
raksturojumu; raméjums Evija Vebere ka smalka un jitiga jauna
sieviete;

4) miizikas raksturojums — dazi raksti, intervijas un recenzijas, atbilstosi
miuzikas Zurnalistikas uzdevumiem, ietver aprakstus par mizikas
stilu, Ipatnibu, ka arl tas raisitajam emocijam un izjatam; raméjums
Evija Vebere ka ipasas, parsteidzosas, noslepumainas skanu vides
raditaja;

5) miizikas vertéjums — atseviSkas, lai gan pavisam nedaudzas
publikacijas sniedz ar1 vértéjumu, kas ir izteikti pretrunigs; ramejums
Evija Vebere ka izcils, bet pretrunigs fenomens Latvijas miizika.

Veicot analizi kvantitativi, izradijas, ka visvairak ir salidzinosi
neitrala notikuma raméjuma piemeru: respektivi, Evija Vébere tiek
paradita ka jauna miuizike, kas uzruna Latvijas auditoriju ar koncertiem,
audio un video ierakstiem. It ipasi spilgti to redzam lidos (35) un
attelos (36), kas lielakoties ataino makslinieci uz skatuves — dziedot
vai sanemot balvu (skat. 1. grafiku). Sads raméjums bija domingjosais
visos pétitajos publikaciju elementos — virsrakstos, lidos, pasa teksta un
attela. Gandriz puse publikaciju — 23 gadijumos — minéeto rami atbalsta
ar1 video (parsvara izmantoti koncertieraksti vai oficialie video).

Tomeér zimigi, ka vidé&ji biezak neka personibas vai muzikas
raksturojuma raméjumi publikacijas paradijas skandala rameéjums.
Atteli mazak orientéjas uz skandalu — drizak tie izmantoti, lai atklatu
personiskas 1pasibas vai papildinatu miuizikas radito telu. Toties vairak
neka tresdala visu virsrakstu (19) un ceturta dala visu lidu (13) un
tekstu (13) ietver skandala elementus.



1. grafiks. Raméjumu proporcionalais

sadalijums
] attels
M teksts
W Iidi
[l virsraksti
notikums  skandals  personiba  muzikas miizikas

raksturojums vertejums

Analizétaja materiala personiba (37 rakstos) raksturota nedaudz
biezak neka mitizika (32 publikacijas), un abi Sie ramé&jumi izstradati
galvenokart rakstu pamatdala (atskiriba no virsraksta un lida, kur
daudz lielaks ir notikuma un skandala ramé&juma ipatsvars). Savukart
Evijas Veberes muizikas vertéjums piedavats vien neliela publikaciju
klasta (tikai tris publikaciju tekstos un virsrakstos, ka ar1 viena lida),
pat visas recenzijas nesniedz vértéjumu vai ar1 dara to neskaidri, tapéc
auditorijai ir grati nolasit kritika parliecibu un attieksmi. Pozitivi vai
negativi vérteéjumi biezi tiek pausti, veidojot pretrunu un balstoties
anonimos (un/vai kolektivos) avotos ka, pieméram, “klausitaji”,
“komenteétaji”, “kritiki”, vai ar1 izveloties gramatiskas konstrukcijas,
kas neprasa teksta ietvert izteikta viedokla autoru, pieméram, ieviesot
tadas apzimetaja grupas ka “nezelastiba kritusi” vai “starptautiski
noverteta” (skat. 1. attélu).

1. attéls. Ekranuznémums liecina par pretrunigumu, ar kadu medijos atspogulots Evijas Veberes
darbs. Viena un taja pasa publikacija dziedataja tiek déveta gan par “nezélastiba kritusu”, gan par
“jau starptautiski novertetu”.

Kontrasts, pretstats, pat pretruna precizi raksturo Evijas Veberes
diskursu interneta medijos vispar — tas tapis, reaggjot uz publikaciju
autoru izjusto vai auditorijas emociju izraisiSanai konstruéto
parsteiguma momentu. Noliegums Saja situacija mijas ar sajasmu.
Aprakstotauditorijas un kritiku attieksmi, pieméram, Sandris Vanzovics
lieto frazeologismu: “No viena gravja otra” (Vanzovic¢s 2019, portals
nra.lv). Kontrasts un pretnostatijums ir pamats ka miuzikas, ta
personibas apraksta rameéjumiem, un, protams, bez ta nav
iespejams skandala raméjums. Interesanti tomer, ka Sads atskiribas,
pretnostatijuma modelis ienak aril salidzinosi neitralas zinas, kur
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Evija Vébere tiek 1si raksturota ka muzike ar izteikti atskirigu stilu,
neviennozimigu vertéjumu vai pat principiali jaunu skatjumu uz
miuziku. AtSkiribas piedévesana daZreiz saistita ar atsauci uz talantu,
pat genialitati, bet tikpat labi var nozimeét ari nesaprotamo, sveso,
normam un pienemtajam neatbilstoso, kas tiek noraidits.

Tade] Evijas Veberes diskursu kopuma var aprakstit ka pretstatu
paru konstruésanu, un to ietvaros ar1 veidojas iepriekSminétie ramji.

Davis Engelis savas recenzijas dalu par kadu no Evijas Véberes
koncertiem sak ar vienu no sadiem pretstatiem:

“Gaidot koncerta sakumu, izlasiju par psihoanalizes jédzieniem
“anima”[” animus”, kas, 1si rezumeéjot, nozime sievisko viriskaja un
virisko sieviskaja. Man likas, ka Evijas Véberes solo uzstasanas kaut
kada mera iemieso o principu.” (Engelis 2018; portals Delfi.lv)

Ari citu recenzentu skatfjuma reizém akcentéts pretstats starp sievisko
un viriSko. No vienas puses, dziedataja raksturota ka smalka, maiga,
eteriska, it ka netverama biitne, kas savu trauslumu izpauz ne tikai ar balss
Ipatnéju skanejumu, bet pat ar vizuala tela elementiem (LED gaisminam
papildinatam skropstam); no otras puses, miiziku vina rada ar smagiem
(hardware), inZenieriski buvetiem elektroniskas muzikas instrumentiem:

“Klucisu vieta vinai ir elektroniskas kastites jeb ta sauktie hardware
miizikas instrumenti, ko déve dazados sarezgitos vardos un kas pamata ir
modulari un digitali mini sintezatori.” (Zavileiskis 2018, portals Delfi.lv)

Nedaudz transformejot un attistot So kontrastu, daudzi publicisti
nonak vél pie cita pretnostatijuma — netveramais klast par nerealo.
Respektivi, zurnalisti, kas sikak pievérsuSies koncertu un mizikas
ierakstu analizei, biezi atsaucas uz pasakam un apburtu dabu, pati
miuzike tiek salidzinata ar ruki, bet vinas balss — ar riika balsi vai tml.,
pretstatot to realitatei. Muizikas Zurnalists Uldis Rudaks savas intervijas
ievada ar parsteigumu atzist, ka ar1 realitate miizikei ir lidziga balss
ka uz skatuves (Rudaks 2018, portals Diena.lv), tacu Sis verojums tikai
apliecina vinas spéju veiksmigi radit iltiziju miuzika: tas, ko pierasts
uzskatit par realitati, varbiit ir tikai skietamiba. Tadel nav jabrinas, ka
miizikas skan&jumu kritiki raksturo ka “sugestejosu” (Vanzovics 2019,
portals nra.lv).

Viens no piemériem pretnostatijumam ir ari sika un liela kontrasts —
sugestija, burviba liek domat par varenu un spécigu personibu, lai gan
maksliniece, Skiet, rotalajas ka berns. Recenzenti, aprakstot savasizjtitas,
piesauc rotallietas un bérnu darbibas, bernu kulttiras (animacijas filmu)
telus, uz ko rosina ar1i muzikas video estétika un albuma vaka dizains:

“Uzburta skanu pasaule ir tik trausla, ka muti tik tieSam velams aizvért
un abas ausis izstiept vél lielakas, neka zilonitim Dambo. So trauslo

un neparasto skanas dizainu, ja vispar ir vieta lietot tik pragmatisku
vardu, Evija uzbur ar1 savos koncertos, visas mazas spélmantinas tik
tieSam darbinot uz vietas, lidz ar to, attistot kompozicijas lenam, kamer



uzbuivejas iedomata sapnu pils, ko atkal sabrucinat, lai varétu sakt celt
nakamo.” (Zavileiskis 2018, portals Delfi.lv)

Tomer izradas, ka aiz bérnu spelém un burSanas stav profesionala
izglittba un veélme izaicinat muzikas un muzikala robezas. Tadel
miizikas Zurnalisti mekle celu, ka apzimét Sos eksperimentus,
neklasificejot tos ka miuiziku, bet gan ka performanci, fenomenu jeb
paradibu u. tml.

Parsteidzosi, ka Veberes muzikalas izteiksmes Iidzekli un stils maz
tiek kontekstualizéts saikné ar potencialo auditoriju. Skaidrs, ka vinas
maksla adreséta drizak miizikas eksperimentu un sarezgitu koncepciju
cienitajiem, un tas nav vienkarSais, pavirSais klausitajs — paterétajs.
Miizikas robezu izaicinasanai, protams, ir sava cena, tadel tiesi tad, kad
mediju intereses lauka paradas koncerts, kas vairs nav domats elitarai
publikai, ar1 publikacijas par to tiek adresetas plasam lasitaju lokam.
Tiesi te, Sajos lielakai auditorijai adresetajos rakstos, muizike atklajas
gan ka apdavinata un stradiga, gan ka netalantiga slavas meklétaja, un
ta lidz banalitatei ir novests ar1 Evijas Veberes miizikas pozicionejums
starp skaisto un neglito, gaumigo un bezgaumigo. Pretrunas visspilgtak
paradas tiesi virsrakstos (skat. 2. attelu).

2. attels. Ekranuznémums ar virsrakstiem, kas atklaj Evijas Véberes dailrades pretrunigos
vertejumus
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2 Abas zinas ir identiskas, atSkiras
tikai virsraksti un izcélumi.

Ka redzams 2. attela, mediju atbalsts skatitaja gaumes izkopsSanai,
atspogulojot Evijas Véberes miiziku, ir visai diskutabls. Saja joma
bitu gribejies sagaidit iespgjami iejiitigus un precizus vinas radoso
mekléjumu raksturojumus, atklajot ari ietekmes un paral€les ar citu
autoru darbiem, tacu lielaka dala rakstu orientéjas uz pavisam ko citu —
skandala kontekstu, pauzot drizak moralu, nevis estétisku vertejumu.

Bet ar1 estetiskais iespaids ir pretrunigs. Veberes skandarbi netiek
saukti par skaistiem, lai ar1 profesionali kritiki parasti nevérté negativi
to radito satraucoSo iespaidu; negativu viedokli drizak pauz tie, kas
vinas sniegumu attieciga lasijuma koda nepieejamibas dél (kultiiras,
gaumes vai izglitibas atskiriba) nespéj uztvert pavisam - mediji,
cenSoties atspogulot So situaciju neitrali, batiba fiksé $is pretrunas
un “ieliek” tas rameéjuma konstrukcija. Tomér, veidojot raméjumu,
lielakoties netiek dotas atsauces uz Zanru vai stilu, kura ietvaros bttu
jauztver Sada miuzika; dazadas asociacijas vai paraléles, kas paradas,
tai skaita pasas muzikes atbildées, rada drizak eklektisku prieksstatu
(Leitholde 2018, portals Lsm.[v).

Skandala ramé&juma veidosana nozimigakais ir pretstats starp
nekvalitativu un kvalitativu izpildijjumu. To pamata veido atsauces uz
dazadu muziku, tai skaita komponistu, kritiku un industrijas parstavju,
teikto gan vinu socialo mediju véstijumos, gan intervijas. Pieméram,
Imants Kalnins izsakas sadi:

“Noskatijos $o koncertu. Man loti patika. Loti parliecinoss. Loti patika
Evija, loti patika “Svéetku diena” Evijas izpildijuma. Novelu turpinat
savu celu.” (Delfi.lv 2018)

Savukart komponists Martins Brauns atzist:

“Si meitene izkroploja ari manu dziesmu. Vina to izdarija bérniskiga
balsi ar pusdebilu pieskanu.” (Apollo.lv 2018 un Sejas.lv 20182, portals
Tonet.lv)

Sie citati celo no medija uz mediju, un dalu no tiem pavada Evijas
Veberes pasas izteikumi, ka ari ekonomiska rakstura parspriedumi, kas
mizikas kvalitati netiesi saista ar izdevumiem publiskas uzstasanas
nodrosinasanai.

Tadéjadi vel viena téma, kas ieziméjas rakstos, intervijas un recenzijas
Evijas Véberes sakara, ir nepiecieSamiba meklét jaunas kategorijas,
veidot jaunu un ieklaujosaku skatu uz miuiziku kopuma (pretnostatits
vecais — jaunais, aizejosais — atnakosais, stagnéjosais — revolucionarais,
ari muzikalas performances izmaksas un ieguvumi). Sis idejas
atklajas daudzas publikacijas, kuru merkis ir it ka savienot skandala
laika izveidojusas nometnes, tomér to nekadi neizdodas veikt logiski
pamatoti, argumentéti un skaidri. Raksturigs piemérs ir no konteksta
izrautais Olgas Rajeckas (viena no pirmajam skarbakajam Evijas Véeberes
kritizetajam skandala laika) samiernieciskais citats — vinas vardi, kas



teikti Mitizikas ierakstu gada balvas pasniegSanas ceremonija: “Nu ja.
Es jau ne par ko nebrinos. Bet apsveicu no sirds.” Saja pa$a raksta
pieredzes bagata popmiizikas industrijas parstave sniedz precizu, lai
arl nolieguma balstitu raksturojumu muizikas stila kategorijai, kura
Evijai Véberei tiek pieSkirta balva (alternativa un indi miizika), sakot:

“Izradas, ka Sai muzikai joprojam nav robezu, neviens nezina, ka tai
isti jaskan, neviens nezina, ka to darit un ka tam vispar jabut [..]. Es loti
priecajos, ka §1 muizika ir tik talu attistijusies.” (Apollo.lv 2019)

Secinajumi

Izanalizejot 52 interneta publikacijas, kas latviski tapusas divu
gadu perioda un atspogulo Evijas Véberes personibu un dailradi, ir
iegtits parskats, ka plasa, nespecializéta un muizika ipasi neieintereseta
auditorija veido savu prieksstatu par so makslinieci. Tadgjadi izdevies
nonakt pie vairakiem secinajumiem, kas ietver atbildi uz pétjuma
pirmo jautajumu (par biezak sastopamajiem raméjumiem).

1) Vairums Veberei veltito publikaciju ir zinas par notikumiem,
tas ir samera lakoniskas un lielakoties neitralas, lai gan nereti nav
balansétas un skaidras. BieZi vien apgalvojumi nav pamatoti un avotu
teiktais ir izrauts no konteksta, iegiistot pretstatu vai pretrunu starp
tiem. Sis zinas médz atkartoties daléji vai pilnigi (Tvnet.lv, Apollo.lv
u. c.) dazados portalos un lielakoties balstas zinu agenttiras LETA vai
citu mediju materialos, radot Saubas par Sadas kultiiras zurnalistikas
kvalitati. Zinu saturs atklaj jaunas makslinieces ienakSanu Latvijas
popularas miuizikas tirgii, kas aizsakas ar tradicionaliem, marketinga
inicietiem rakstiem un zinamu intrigu, veidojot “atskirigo” télu (to
piemin gandriz visi rakstu autori, daudzkart pat necensoties atskirigo
skaidrot vai pamatot), turpinas ar skalu skandalu (uz ko velak ta vai
citadi atsaucas daudzi raksti), aktivu darbibu koncertu un skanierakstu
joma, balvam un kritiku pretrunigiem vertejumiem. Evija Vébere ka
jauna miuzike ar atSkirigu, neviennozimigi veértetu stilu un savu
nosléepumainu stastu — tads ir raksturigakais muzikes ramé&jums
Latvijas interneta mediju atspogulojuma.

Neliela mediju tirgus un kulttiras Zurnalistikas saméra mazas audi-
torijas apstaklos mediji nereti pieskir zinam skandala vai privatuma
iezimes. Daudzejada zina tas vérojams arl Evijas Véberes gadijuma.
Seviski So atzinu var attiecinat uz 2018. gada 19. novembra koncertu
un reakcijam socialajos medijos, ka ari turpmakajam parsvara
negativajam publikacijam par So tému: tika kritizeétas gan koncerta
izmaksas, gan pati makslinieces uzstasanas. Lidz ar to mediji
meérktiecigi veidoja skandala ramé&jumu, parpublicéjot vienu zinu
vai izteikumu dazadas versijas ar nelielam, uz skandalu orientétam
izmainam virsrakstos un teksta izcélumos. Uz $o materialu klastu
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nereti atsaucas ari velaku publikaciju autori, nostiprinot skandala
raméjumu. Ipasi daudz skandala iezimju var novérot virsrakstos, kas
darbojas ka auditorijas uzmanibas piesaistitaji (lietoti tadi izteicieni ka
“publika Soka” vai “nezeélastiba kritusi”), savukart Iidos un tekstos ir
daudz mazak skandalozu formuléjumu. Neviennozimiga publicitate,
kas veidojas péc uzstasanas koncerta Milestiba. 18+, uzkurinaja
emocionalu attieksmi pret makslinieci ka profesionalu, ta masu
auditorija. Rezultata ir izveidots raméjums, kas iespaido $is miizikes
uztveri vinas turpmakaja karjeras attistiba un pieskir neskaidru moralu
aizdomu elementu: Evija Vebere ka skandaloza slaveniba.

3) Skandals raisa mediju uzmanibu ne tikai auditorijas sakapinatas
talitejas intereses del. Analize, skaidrojumi, padzilinata informacija
vai tikai piezime par skandalozo personu vai notikumu nozimé
iespeju piesaistit lasitajus ar1 velak un, atkariba no slavenibas statusa
nostiprinajuma, jebkura laika. Turpinot skandala intrigu, mitzikas
zurnalisti atklaj slavenibas personibu, izmantojot dramas un pasakas
modelus. Plasakos rakstos, intervijas un dazas recenzijas tiek izceltas
makslinieces rakstura ipasibas, personibas iezimes un biografiskas
detalas (ieskaitot macibas arzemes), kas sava zina ietekmeé (ierame) ar1
miuzikas raksturojumu. Veidojas prieksstats par Eviju Veberi ka augsti
izglitotu, neparasti talantigu, radosu un neatkarigu, kautrigu, smalku
un jutigu jaunu sievieti. Intervijas vina labprat stasta par sevi, atklajot
vienkarsibu, mérktiecibu, savveida gudribu un maigu ievainojamibu.
Japiezimé, ka $1 rameéjuma elementi ietver ar1 moralu vertejumu, proti,
atzinibu, un nereti noder pasi par sevi miizikas (estétiskas) kvalitates
argumentésana (pieméram, atzina, ka muzike ir empatiska un stradiga,
liek ieklausities ar1 vinas atskanotaja mtizika un novertet to drizak ka
sarezgitu makslasdarbu, nevis ka pavirsu, neizdevusos parodiju).

4) Miuzikas raksturojumi atklaj Eviju Veéberi ka sarezgitas,
noslepumainas, apburosas skanu vides raditaju. Vinas veidota
skanu pasaule tiek salidzinata ar pasaku un burvju mezu. Lai taja
dotos, klausitajam ir jastrada ari pasam ar sevi, vispirms vinam
jaatsakas no ierastajiem balstiem — prieksstatiem, Sabloniem un gaidam
miuzikas sakara. Turklat Sis sieviskigais, interpretacijai atvertais un
nedefinéjamais skanéjums tiek radits ar “smago tehniku” (t. s. hardware
mizikas instrumentiem). Publikaciju autori (pieméram, Vanzovics
2019, portals nra.lv) pielauj, ka daudziem tas nenozimé muziku. Tomér
Siem panémieniem ir parsteidzosa iedarbiba uz skanisko uztveri un
izteli.

5) AtseviSskas, lai gan pavisam nedaudzas publikacijas sniedz
arl vertejumu, kas ir izteikti pretrunigs, turklat Evija Vébere tiek
vertéta ne vien ka muizikas autore un izpilditaja, bet ar1 ka izcils, lai
gan pretrunigs fenomens. Lidzas parakajai pakapei (Uldis Rudaks:
“lielaka veiksme pagajusa gada Latvijas kultira” — Satorilv 2018)
sastopams ironisks noliegums: pieméram, Sandris Vanzovics salidzina



Evijas Veberes albuma skandarbus viesu aizbaidiSanas potenciala zina
(Vanzoviés 2019, portals nra.lv).

Atbildot uz pétjjuma otro jautajumu par publikaciju elementiem,
jasecina, ka ar virsrakstu palidzibu visbiezak ir méginats panakt
skandala iespaidu. Mazak tas attiecinams uz lidiem un pasiem tekstiem,
kas orientéjas uz notikumu, personibas vai muzikas raksturojumu.
Tomeér kopuma notikumu izklasta veids ar saraustitu argumentaciju
kultive drizak fragmentaru, nereti pretrunigu priekSstatu ka par
makslinieces personibu, ta par vinas radito muziku. Tadél var teikt, ka
(un it seviski izsakot vertéjumus) biezi vien Zurnalistu paustajam triikst
plasaka pamatojuma; veidojot interpretacijas ramjus, maz tiek mekléti
céloni un izteiktas prognozes par situacijas attistibu vai notikusa sekam.
Iznémums, protams, ir recenziju zanra darbi un ar1 intervijas: tajas gan
miuizikas kritiki, gan pati autore formule atzinas, kas meklé célonus,
parada attistibas iespé€jas, analizeé un skaidro miizikas formu, raksturo
stilu, atklajot emocijas un kontekstu. Pétitas recenzijas rada, ka miizikas
kritiki loti uzmanigi, nopietni un parsvara atzinigi ir izvertéjusi Evijas
Véberes ierakstus un koncertus, art meklejot kontekstus un teoretiskas
atsaucu sistemas. Tomer recenziju, ka jau teikts ieprieks, ir loti maz,
tas ir izteikti 1sas (vai vispar tikai dala no visas recenzijas veltita Evijai
Véberei) un veido maznozimigu analizéto materialu dalu. Kopuma
publikacijas par Véberi dominé notikuma konstatacija un defineSana,
ka arl moralais raksturojums. Attélu izmantojums ari drizak veido
notikuma, nevis miizikas vai personibas raksturojuma rami, savukart
emociju kapinajums tiek panakts ar intertekstualitates palidzibu,
respektivi, tekstos tiek integréts materials no socialajiem medijiem.
Mizikas raksturojumos biezs izteiksmes Iidzeklis ir metafora (ar1
dala attélu paspilgtina $adu telainu skatijumu): pieméram, uz Veberes
miuziku loti biezi tiek attiecinati metaforiski raksturojumi, kas saistiti
ar pasakam, burvjiem un dabu (meZu), tomeér vel jo vairak, tai skaita
virsrakstos, sastopami epiteti, kas nereti ietver ari moralo vertejumu.

Pétijuma tresais jautajums bija vérsts uz muzikas atspogulojuma
tapSanas vidi - mediju darba organizaciju un socialkulturalo
kontekstu. Jasecina, ka vairums interneta publikaciju, kas veido
ieprieks$ aprakstito ramé&jumu, nav mizikas zurnalistu rakstitas. Biezi
vien tam pat nav konkréetas autoribas. Prieksstatu par makslinieci
radijusi galvenokart zinu agentiru reportieri, sabiedrisko attiecibu
un marketinga specialisti, ka ar1 redaktori, kas no jebkuras zinas
ar virsraksta palidzibu tiecas izveidot skandalozu vésti auditorijas
uzmanibas un interakciju izraisiSsanai. Zimiga loma ramja veidoSana
ir ar1 socialajiem medijiem (tai skaita youtube.com video krajumam),
kuros lasamie izteikumi atseviskos gadijumos tiek citéti vai tiesi
integréti rakstu tekstos. Rodas iespaids, ka véstijumu formulétaji ir
nevis profesionali zurnalisti, bet komenteétaji, kas sacensas kategorisku
un stilistiski krasnu izteikumu zina. Koncerta Milestiba. 18+ reakciju

153



154

iezimetais skandala rameéjums lieliski atklaj modeli, kura musdienu
masu komunikacija veidojas zinas un izkristalizéjas ramji — plassazinas
mediji uztver skandala elementus socialo mediju publikacijas, atlasa
spilgtakos izteikumus, izveido no viena un ta pasa izteikuma vairakas
auditoriju piesaistoSas zinas, cité viens otru un rakstu dala, kura
tiek sniegts aktualas zinas konteksts, turpina atsaukties uz skandala
raméjumu, tadéjadi izaicinot auditoriju uz kategorisku, emocionalu
komentesanu. Tacu 81 situacija nozime ari, ka auditorija pati daudzejada
zina var regulét raméjumu - tie, kas attiecas pret publikacijam pavirsi un
nekritiski, nepatergjot laiku dzilakas informacijas ieguvei (pieméram,
izlasot tikai virsrakstus), Véberes dailrades interpretaciju ieklaus cita
rami neka auditorija, kas izlasa tekstus un noskatas video.

Tatad stasta veidoSana un secinajumu izdariSana zinu zanra
publikacijas lielakoties tiek uzticéta pasai auditorijai. St iemesla dé] vél
jo vairak zel, ka analizéta materiala kvalitativaka dala, ko tad principa
varétu nosaukt par muizikas zurnalistiku varda pilna nozime — parsvara
tas ir intervijas un recenzijas, kas Evijas Veberes atspogulojuma aplie-
cina iedzilinasanos un kvalitati — vien dal€ji spej apmierinat auditorijas
vajadzibu pécizpratnes, skaidrojuma, veidotas attieksmes un vertéjuma
pamatojuma. Dzenoties péc auditorijas paplasinasanas, pardomatai
miuizikas zurnalistikai un kritikai ka dalai no kulttiras Zurnalistikas
medijos tiek atvéléta arvien nenozimigaka loma; pamazam $is jomas
raksti, it seviSki popularajai miizikai veltitie materiali, ieklaujas t. s.
izklaides rubrikas, kas veicina izklaidéjoSa rakstura raméjumu rasanos,
un miizikas dzives atspogulojums tadejadi cies. It ipasi tas attiecas uz
pasu miuzikas artefaktu raksturojumu un vertejumu. Pie auditorijas
parasti nonak fragmenteéti, dazados avotos sastopami, vairak vai mazak
emocionali, tomeér pretrunigi izteikumi par muziku (bet vel biezak —
personibu). Eksperti — miizikas Zurnalisti un kritiki — piedavatos
raksturojumus biezi nepapildina ar argumentiem: netiek skaidrots, vai
un kade] atseviski artefakti (pieméram, koncertuzstasanas vai ieraksti)
batu uztverami ka kvalitativi vai ne tik vertigi. Tacu tiesi analize balstiti
argumenti loti noderétu klausitaja un sabiedribas muzikalas kultiiras
un gaumes veidosana, it seviski situacijas, kad plasu auditoriju sasniedz
pasas mediju vides likumibu veicinats skandala atspogulojums. Ja
Sadi argumenti netiks sniegti, tad atspogulojuma kultiira ari nakotne
biis nepilniga, respektivi, muizika darbibu rames krasi noliedzosi vai
pozitivi prieksstati; bet janem véra, ka pat talantigiem mitizikiem var
biit neveiksmes. Ka muziku un industrijas parstavju, ta Zurnalistu un
auditorijas intereses buitu kultivet tadu prieksstatu par muziku, kura
katra performance ir atbilstosi izanalizéta un ar pamatojumu noveértéta.
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FRAMING IN THE COVERAGE OF EVIJA VEBERE
IN THE LATVIAN INTERNET MEDIA

Ilva Skulte

Summary

Frame building, frame setting and framing analysis form an
established theoretical and methodological approach in communication
and journalism research (Entman 1993; D’ Angelo 2002, 2017, 2019). The
concept is based on the idea of “frame” — a mental model or scheme
that includes certain recognisable elements and provides an order
to the representation of reality that helps to construct meaning. In
news research, “frame is an emphasis in salience of different aspects
of a topic” (Vreese 2005: 53) — the role of media is to structure the
representation in media texts and images with the help of selected
elements that are related to previously constructed mental models.
Frame theory explains how media culture and organisational routines
as well as sociocultural context influence the way frames are built and
operate in people’s minds.

This approach is also used in the study of cultural and music
journalism (Berkers and Eeckelaer 2014; McClain 2016, 2018; McClain
and Lascity 2020; Baker and Williams 2019). Music journalism is a
specialist type of journalism (Hearsum 2013) that has an important role
in developing the ideas and concepts about what is going on in the
field of music but also in forming musical literacy and influencing the
general public’s taste in music. It is also important for musicians and
the music industry itself, because media-made frames are responsible
for the way audiences treat, understand, love, adore, buy and use
music and performances by musicians. Today, when music journalism
has been relegated to a secondary role in many media outlets and/or
moved from the culture department to the entertainment department,
an increasing amount of the coverage of musical life and personalities
is done by journalists who do not specialise in music and by comments
from the audiences themselves. This explains why the frames used
for the processes, works, events and personalities in the field of music
are partially deformed — elements other than those important for
developing the understanding and taste of audiences are constructing
frames. This is especially so in the reporting and criticism of popular
music.

The case of Evija Vebere was used for the analysis of framing in
the journalistic coverage of a young musician. After studying jazz at
the Prince Claus Conservatoire and being part of several international
performing and recording projects, Vébere entered the Latvian music
market in 2018 with the release of her solo album Sirdsbiit in Latvian.
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The album as well as her concert performances were for the most part
warmly received by critics; her musical style and image were described
as magic in the sense that her experiments with sound and perception
are extraordinary, interesting, unusually technically complicated and
require an attentive listener. However, this frame changed dramatically
with the scandal-seeking clickbait headlines that appeared following
the Love: 18+ concert on November 19, 2018, in Riga, in which Vébere
performed a cover version of a popular song by composer Imants
Kalnins. After the concert, a scandal broke out based on critical
comments in social media, including some by well-known Latvian
composers. This paper analyses the media-made frames in order to
understand 1) what are the frames used in the representation of Véebere's
work in the Latvian internet media, 2) what elements in publications
help to create those frames, and 3) what specific aspects and rules of
media organisation and the cultural and media environment in Latvia
could have influenced those frames.

Using discourse analysis and content analysis, 52 publications were
analysed over a period of two years (1/05/2018-1/05/2020). The five
frames constructed by the media are based on contradiction and include
1) a young musician with an original, elaborated style; 2) a scandalous
entertainer; 3) an intelligent, educated, simple and friendly personality;
4) a frame created by the characteristics of her music — experimental,
eccentric, technical sophistication, fairy tale, magical environment;
5) a frame based on an evaluation of her music — an extraordinary but
controversial personality. Most of the publications focused on events
and were relatively neutral, but they were mostly reproductions
of press releases and materials from the LETA news agency as well
as other media, including social media. Editorial changes in these
materials often created and referred back to the frame of scandalous
entertainer. This shows a lack of quality in journalism covering
cultural life. In addition, only a limited number of the materials named
authors — mainly interviews and (four short) reviews. The length of the
texts allowed a (often metaphorical) description of the music but did
not suffice for the development of serious argumentation and analysis.
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BEETHOVEN’S KEYBOARD FINGERINGS:
A MASTER CLASS FOR TODAY’S PIANISTS?

Nils Franke

Abstract

The paper summarises four selected research publications relevant
to the topic and briefly examines three works in which Beethoven’s
keyboard fingerings can be found, including one by his student
Archduke Rudolph. The selection of these pieces is intentional, as it
shows different facets of Beethoven’s work: that of a piano teacher,
a pianist-composer, and a composition tutor who provided specific
fingerings for his student’s work. The paper concludes by suggesting
that, whether or not one chooses to use Beethoven’s fingerings today,
they offer an insight into his pianism and musical priorities.

Keywords: piano, teaching, piano teacher, Archduke Rudolph

Anotacija

Raksta izvertetas cetras zinatniskas publikacijas, kas saistitas ar
izraudzito téemu, ka ari tiek aplikoti tris klavierdarbi, kuriem Bethovens
pats rakstijis aplikatiiru; vienu no tiem sacergjis vina audzeknis,
Austrijas erchercogs Ridolfs. Sie darbi apzinati izvéléti ta, lai paraditu
dazadas Bethovena radosas darbibas skautnes: vins atklajas gan ka
klavierspéles skolotajs, gan ka pianists un reizé komponists, gan ar1 ka
kompozicijas pedagogs, kas ieteicis aplikattiru sava audzékna darbam.
Raksta nosleguma pausta doma: neatkarigi no ta, vai miusdienas
Béthovena aplikatiira tiek vai netiek lietota, ta sniedz butisku ieskatu
vina pianisma un muzikalaja gaume.

Atslegvardi: klavieres, macisana, klavierspeles skolotajs,
erchercogs Riidolfs

Introduction

The period between 1782 and 1827, in which Ludwig van Beethoven’s
music appeared in print during his lifetime, marked a gradual yet
decisive increase in the capturing of performance directions as part of a
printed score. While much ambiguity remains, not least because of the
absence of autograph sources in early Beethoven scores, it seems that
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printed music increasingly sought to document some of the refinement
required of touch, dynamics and articulation that a composer such
as Beethoven imagined in his works. Part of that process, especially
for pianist-composers, is the use of fingering. Whether intended to
reflect personal choices, strengthen phrasing or musical effects, or
aimed at helping performers overcome technical challenges, the choice
of fingering can reveal much about the pianism, artistic heritage and
musical preferences of a pianist-composer. In that sense, Beethoven
was no exception.

The present article reviews the findings of four different sources that
examine aspects of Beethoven’s fingerings before putting the spotlight
on three works for which Beethoven provided fingerings: a piano trio
movement, a solo piano piece and a composition by another composer.
The selection of these pieces is intentional, as they show different facets
of Beethoven’s work: that of a piano teacher, a pianist-composer and a
composition teacher who provided specific fingerings for his student’s
work.

The article concludes with an attempt to identify key elements
in Beethoven’s approach to writing keyboard fingerings as well as
underlining the need for today’s performers to engage with this aspect
of Beethoven’s work.

Selected literature review

As a stand-alone focus of research, Beethoven's keyboard fingerings
had to wait until the second half of the twentieth century before a
more systematic scholarly engagement with the topic occurred. By
that time, different perspectives, and arguably layers, had altered
some of Beethoven’s original fingerings, as can be seen in editions by
pianists who knew and worked with Beethoven (e.g. Ignaz Moscheles
[c. 1828-1839], Carl Czerny [c. 1828-1856]), musicologists/theorists
(e.g. Heinrich Schenker [1913-1921], Hugo Riemann [1918-1920]), and
distinguished Beethoven interpreters in the late 19" and 20™ centuries
(e.g. Hans von Biilow [c. 1875], Artur Schnabel [1935] and Claudio
Arrau [1969-1978]). Therefore, refocusing on the composer’s fingerings
seemed to go hand in hand with the growing interest in urtext scores
in the 20*"-21* centuries, the primary purpose of which is arguably the
removal of accumulated editorial decisions, which are not disclosed to
a reader.

The following four contributions to the topic have been chosen
as examples that represent a progressively more detailed focus on
Beethoven'’s fingerings.



Herbert Grundmann and Paul Mies’ article Beethovens
Fingersiitze appears to be one of the earliest academic research papers to
focus specifically on Beethoven’s fingerings (Grundmann, Mies 1966).
Nevertheless, the authors were able to draw on some publications
that, albeit in different contexts, touched on the issue of fingering in
Beethoven’s piano scores. These include, amongst others, Heinrich
Schenker’s commentary on Beethoven'’s last five piano sonatas (1921-
1924) and Paul Mies’ article Beethoven as Teacher (1952).

In their paper, Grundmann and Mies use a number of Beethoven’s
works to illustrate a range of observations. The musical examples
include solo piano music ranging from early to late sonatas, the
Fantasy op. 77 and the piano parts of the Cello Sonata op. 69 as well
as a number of piano trios. Additional evidence considered comes
from musicological publications, including an edition of Beethoven’s
Sketchbook from 1802-1803. To provide some historical context,
Grundmann and Mies link some of Beethoven’s fingerings to the
writing of Carl Philipp Emanuel Bach, using the latter’s Versuch iiber
die wahre Art das Clavier zu spielen (Essay on the True Art of Playing
Keyboard Instruments, 1753-1762) to explain Beethoven’s fingering
choices. Schenker’s writing on tied notes with a change of fingering,
as found in bar 5 of the Adagio ma non troppo section of Beethoven’s
Sonata op. 110, is noted by Grundmann and Mies but ultimately
needs to be seen as superseded by more recent positions on the matter.

Grundmann and Mies rightly draw attention to Joseph Schmidt-
Gorg’s catalogue of autographs in the Beethovenhaus and the
Beethoven archive (Schmidt-Gorg 1935), in which the author gives
an example of a two-octave diminished seventh chord starting on B
from one of Beethoven’s sketches, annotated by the composer with the
comment: “[...] extended passages [to be played] as much as possible
with the same fingering” (Beethoven n.d.; see example 18 for additional
context).

Example 1. Grundmann and Mies 1966: 117

Although the idea of a repeated finger pattern over two octaves is
not a surprise in the context of the musical example Beethoven offers,
the composer’s comment suggests a logical and economic approach to
using finger patterns.

Grundmann and Mies also observe the presence of alternative
fingerings in Beethoven’s music and suggest that this may be intended
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! See Jochen Reutter’s preface to
the edition of Drei Sonatinen by
Beethoven (Reutter [in press]: III).

for different-sized hands. However, more recent research has suggested
that only the lower fingering is in Beethoven’s hand,' making it more
likely to be an example of Beethoven'’s teaching.

Example 2. Grundmann and Mies 1966: 120

Moving beyond a discussion of fingering per se, Grundmann and
Mies consider the connection between fingering and articulation, or
fingering and sound. Both authors link this point to a letter Beethoven
sent to Czerny in February/March 1816, in which the connecting of
notes, using all fingers, achieves an effect Beethoven describes as being
“like a pearl” (for the letter in its entirety, see: Beethoven 1996a: 236—
238).

Grundmann and Mies’ paper rightly identifies some of the
characteristics of Beethoven’s fingerings and distinguishes between
two settings: those provided for concert repertoire and those offered
in an educational, and in Beethoven’s lifetime unpublished, context.
Where the article appears limited is in evidencing the scope of pianistic
innovation, or unconventional thinking, documented in Beethoven's
fingerings. One such example is the way in which the authors respond
to the fingering in Beethoven’s Flohlied, op. 75, Ill. They regard it to
be achievable on period instruments but question its suitability for the
modern instrument:

Example 3. Grundmann and Mies 1966: 115

In concluding their paper, Grundmann and Mies suggest:

“The consideration of Beethoven'’s fingerings has made it clear that

he puts all fingers at the service of piano-technical tasks, especially

the thumb, and probably less so the fifth finger. Sometimes he follows
tradition; sometimes he offers progressive solutions, which are still valid
today. [...] Many of the musical examples included [in this article] prove
that fingering was not just a technical tool for Beethoven but a way to
document his expectations with regard to articulation, phrasing and
expression.” (Grundmann, Mies 1966: 132; translated by Nils Franke)

Much as this paper rightly makes a connection between Beethoven’s
fingerings and the musical intentions behind them, and the authors
touch on, without resolving the issue, that it is difficult to establish



something resembling an overarching systematic approach in
Beethoven'’s fingerings.

In contrast, William S. Newman’s article Beethoven’s Fingerings
as Interpretive Clues (1982) refers to the composer’s keyboard and
string writing in an attempt to establish commonalities in Beethoven’s
approach to writing fingering. In the introduction, Newman offers
some wider historical context on composers providing fingering in
their compositions, ranging from Bach to Schubert. He believes that
those who had “neither excelled in instrumental performance and
neither revealed quite the flair for virtuosic exploitation” were less
likely to have left a legacy of fingerings (Newman 1982: 171).

Newman'’s discourse is followed by a brief discussion of key
contemporaneous method books that contained explanations on the
use of fingering. The strength of Newman’s writing is perhaps also its
weakness, as he looks for consistencies in Beethoven’s approach:

“Beethoven often seems to think in larger rather than smaller scale
preferences [...] he often chooses the fingerings that cover the largest
number of coming notes.” (Newman 1982: 180)

But:

“[...] in stepwise lines and passagework a converse technical
preference — fingering in small segments — is more likely to
reveal itself.” (Newman 1982: 180)

As the analytical approach Newman takes produces pertinent
observations, it uses examples from a range of Beethoven’s works over
many years to make its points. But just as composers’ styles change
gradually over the years, so can the performer’s view of what works,
and what may not, in terms of fingerings. Therefore, seeking to establish
a broader notion of continuity in fingering for anything else but directly
compatible textures or concepts is potentially problematic.

Nevertheless, Newman’s desire to categorise Beethoven’s approach
to fingering also produces worthwhile observations. The use of
the term ‘non-interpretive fingerings’ (Newman 1982: 177) leads
to distinguishing between fingering that has impact in terms of its
musical outcome, versus that which may not. By implication, the latter
is fingering that does not produce a particular affect and is therefore
less pertinent.

Newman also takes on the issue of the frequently debated tied notes
with changes of fingerings in the Sonata op. 110 (see Grundmann and
Mies 1966, discussed above). After deliberating the evidence available
to him, he concludes that the notes were intended to be played thus:
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“My own conclusion is that Beethoven did want to sound it, but also to
achieve its effect of release by playing it as nearly as possible within the
same motion that played the first note.” (Newman 1982: 187)

Having structured the observations in his article in sections on
technical preferences, articulation, grouping of ideas, realisation of
ornament signs, and tone colour and projection, Newman concludes:

“The findings should suffice to demonstrate that Beethoven’s fingerings
do often have some direct interpretive as well as technical significance.”
(Newman 1982: 197)

Michael Ladenburger’s article The Young Beethoven -
Composer and Pianist (2003) uses the composer’s own copy (German:
Handexemplar) of his early piano sonatas WoO 47 as a basis for
attempting to date when Beethoven may have received this printed
copy of a score first published in the autumn of 1783 (Ladenburger
2003). As part of his enquiry, Ladenburger reflects on articulation,
ornamentation and, in particular, the handwritten fingering in the
composer’s copy.

One of the strengths of the article is not just the detailed
consideration of Beethoven’s fingerings, but Ladenburger’s discussion
of the implications of Beethoven'’s fingering corrections in the edition.
The author argues that C. P. E. Bach’s opinion that the thumb be
treated equally to the fingers is fully integrated in Beethoven’s
fingerings, as can be seen in the frequent use of the thumb in passage
work and even on the black notes.

Ladenburger presents two versions of Beethoven’s fingering for
one particular passage, and this offers an insight into the composer’s
pianism, which is not fully explored in the article, at least not from a
pianistic point of view.

Example 4. Ladenburger 2003: 114

Nevertheless, Ladenburger acknowledges the occasionally
unconventional fingering indications, at one point describing them
as “unusual”’, even “extravagant” (Ladenburger 2003: 112-113).
He contemplates whether some of the fingerings show a “lack of
experience” or “lacking knowledge of rules”. The author rightly
observes that Beethoven’'s fingerings in these sonatas demand



considerable skill, an observation he links to a letter by Beethoven
from 1793 in which the composer outlines that some of the difficulties
in his music are aimed to “embarrass the local pianists [in Vienna]”
(Ladenburger 2003: 114). Ladenburger speculates whether a similar
spirit may have led Beethoven to provide the fingerings in his early
piano sonatas WoO 47.

The paper concludes with the acknowledgement that it remains
unclear for whom Beethoven wrote the fingerings, although the author
suggests that the presence of “extravagant fingerings” may indicate
they were intended for the composer’s own use.

As part of her doctoral dissertation, titled Beethoven’s Experimental
Figurations and Exercises for Piano (2012), Sian R. Derry examines
Beethoven’s fingerings as one element of a chapter dedicated to
“fundamental [piano] skills”. Her detailed work focuses on what
she calls “three sub-categories of fingerings”: slides, articulation and
sequences, i.e. patterns. By making connections between Beethoven’s
sketch books and some of the composer’s published piano solo works,
Derry offers what is likely to have been a first attempt to schematise
some of Beethoven’s pianistic patterns and link these to contempo-
raneous writings in piano method books.

According to Derry, slides fall into two categories: “[...] the first is
sliding from one finger to another whilst remaining on the same note,
and the second slide is from one note to the next under the same finger”
(Derry 2012: 117). As part of this section, she also examines the issue
of Beethoven’s finger changes in tied notes, previously explored by
Grundmann and Mies (1966) as well as Newman (1982). Derry offers a
detailed overview of different perspectives on the topic.

The section on articulation focuses predominantly on Beethoven’s
use of two fingers on one note in order to be able to emphasise the note
more effectively. Derry links this to Czerny’s Piano Forte School op. 500,
for historical evidence, and then speculates how the same concept
might be applied to a section in Beethoven’s Sonata op. 7.

In the section on sequences, Derry also discusses the issue of touch as
raised by Beethoven in one of his letters to Czerny (quoted in Beethoven
1996a: 236-238), in which the former describes the playing of a musical
pattern as needing to sound “like a pearl”, before turning her attention
to fingerings for double trills.

The final part of this chapter is dedicated to source studies, in which
Derry links sketches held in Berlin and Bonn to musical material found
in Beethoven’s Piano Concerto op. 58, followed by a brief reference
to the fingerings Beethoven provided in his Piano Trio movement
WoO 39, for Maximiliane von Brentano, in 1812.
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As a summary of Beethoven’s fingerings, Derry concludes:

“Beethoven’s fingering indications seem to have served a largely
practical purpose: he appears to have been experimenting with different
styles, particularly for articulation, in order to devise fingerings that
would render his intentions unmistakable.” (Derry 2012: 134)

Case studies

The three case studies have been chosen deliberately, as they capture
the work by Beethoven in different contexts, both as a teacher providing
his student with a plethora of fingerings in WoO 39, and as a pianist-
composer whose use of different technical formulae connect a work
intended for publication (op. 77) with private experiments in piano
technique, as documented in some surviving sketches. The third case
study documents a rare, if not unique, situation, namely, Beethoven’s
writing of fingerings for music composed by someone else.

Case Study 1: Trio for piano, violin and violoncello,
WoO 39

Written in 1812 and dedicated to the then ten-year-old pianist
Maximiliane von Brentano, Beethoven supplied the young musician
with fingerings for this stand-alone piano trio movement in B-flat major
(see Beethoven 1968). Beethoven’s fingerings, which are relatively
detailed and plentiful compared to those in his piano works written
around this time, show the composer’s understanding of needing to
cater for a smaller sized hand. This is nowhere more obvious than in
bar 10, in which the fingering is based on triadic hand positions:

Example 5. Trio for piano, violin and violoncello, WoO 39, bar 10 (piano part only)

Many of Beethoven’s fingerings in this work are testimony to his
thinking in hand positions, whether they form part of a scale passage or
chord pattern. But there is also evidence of using fingering as a tool for
achieving articulation as clearly as possible, both as part of a melodic
line and as an accompaniment figuration. During the opening four-
bar phrase of the trio movement, Beethoven is musically consistent in



his request for when (and when not) to change fingers on a repeated
note, thereby instructing the player both through musical notation and
fingering how to differentiate the rhythmic patterns of the melody in
bars 1 and 2:

Example 6. Trio for piano, violin and violoncello, WoO 39, bars 1-4 (piano part, right hand only)

The deliberate repetition of the same finger on the first note of bars
1, 2 and 4 in the musical example above places additional emphasis
on the first note of the bar and thus aids the rhythmic precision in
performance. Beethoven’s fingering therefore appears to be a lesson in
interpretive detail.

The composer’s fingerings also evidence some (at least within this
piece) consistent approaches to the playing of scales, which can be seen
in his approach to B-flat major (see Example 8), and the chromatic scale
(see Example 7). In terms of chromatic patterns, Beethoven adopts a
finger sequence in either hand that, were the player to put hands
together, would promote corresponding finger numbers in both hands
for eight out of twelve notes. This is in contrast to fingerings more
commonly used today, which are based on five or six corresponding
finger numbers when hands are played together:

Example 7. Trio for piano, violin and violoncello, WoO 39, bars 114-115

At first sight, Beethoven’s left hand fingerings for a B-flat major
scale pattern are not what one might expect to see, yet he is consistent
in his repeated, agile use of the first and second fingers:
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Example 8. Trio for piano, violin and violoncello, WoO 39, bars 54 and 95 (in both cases, the left
hand)

The repeated use of the first and second fingers also occurs in the left
hand of bars 27-28, in which a sequence of nine notes is played by only
two (!) fingers:

Example 9. Trio for piano, violin and violoncello, WoO 39, bars 27-28 (left hand)

To conclude that the repeated patterned use of the first and second
fingers in scale passages is a feature of Beethoven’s pianism may be
overestimating the importance of the musical examples above. It is the
underlying concept of using, by today’s standards, unconventional
means to achieve a certain sound, or articulation, that can be found in
Beethoven'’s fingerings more widely.

Whether derived from the composer’'s detailed knowledge of
C. P. E. Bach’s fingerings (for further details, see Reutter 2020: XI-
XIV), or a fingering aimed at developing the piano playing of
Maximiliane von Brentano, remains a matter of speculation. What is
clear is that the difference between intentionally unconventional and
odd fingering can sometimes be a fine dividing line.

There are a number of occasions when the composer’s fingering
seems to be idiosyncratic or, as Ladenburger called it, extravagant
(Ladenburger 2003: 112-113). The left hand of bar 51 is one such case.
Admittedly, Beethoven’s fingering is playable, but there are several
alternatives that are more comfortable to play and would require less
preparation:



Example 10. Trio for piano, violin and violoncello, WoO 39, bar 51 (left hand)

What this passage illustrates more than anything else is that
Beethoven’s fingerings, if they are what Newman calls “non-
interpretive” (Newman 1982: 177), as the above example is, should be
changed, if there are good reasons for doing so.

As a pianist-composer, Beethoven’s connecting of compositional
output and experimenting with piano technical patterns was
understandably interwoven, if not always immediate. A comparison
between an entry found in the Autograph Miscellany... (The Kafka
Sketchbook; British Library, f. 39v, 15, edited by Joseph Kerman) from
around 1793 and bar 118 of the Piano Trio Movement, WoO 39, shows
the subtle amending of a fingering pattern first sketched 19 years earlier:

(“the last time, very quietly”)

Example 11. The Kafka Sketchbook (f. 39v, 15)

Example 12. Trio for piano, violin and violoncello, WoO 39, bar 118 (right hand)

Case Study 2: Fantasy op. 77

Beethoven’s skills as an improviser at the keyboard are widely
documented in accounts by those who witnessed the composer’s
improvisations, both in public and in private.

Although Beethoven took part in two chamber concerts in 1812
and 1814, it seems that his final performance as a piano soloist was in
December 1808. This withdrawing from public performance, and with
it his much-acclaimed improvising for audiences, might go towards
explaining the writing down of an improvisation the following year
(1809) as the Fantasy op. 77, a work that occupies a unique position in
Beethoven’s output.
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2 Beethoven, Ludwig van (1975).
"Fantasie op. 77." In: Ludwig van
Beethoven. Klavierstiicke. Urtext
[sheet music]. Edited by Otto von
Irmer. Miinchen: G. Henle Verlag,
pp. 168-179.

Much as the idea of an improvisation written down by its creator
seems a contradiction in terms, Beethoven must have been serious about
wanting this work to be known, and to be studied. The (surprisingly)
tidy manuscript of the work contains only a small number of crossed-
out bars and subsequently added material, thereby suggesting that
the piece may in fact be a hybrid between originally improvised and
subsequently (re)composed ideas.

There are three entries with Beethoven'’s fingerings in the score:?

Example 13. Fantasy op. 77, bars 128-129 (left hand)

Example 14. Fantasy op. 77, bar 143 (left hand)

Example 15. Fantasy op. 77, bars 147-150 (left hand)

The placing of the fingerings is of interest. It is arguably the first time
in the piece that the sequential writing would allow for different viable
fingering solutions. Rather than providing prescriptive instructions,
Beethoven’s fingering advocates the application of logical finger
patterns based on a minimal number of hand positions. The last two
notes in bar 147 suggest a subtle extension to the preceding hand
position by extending the thumb, thus creating the physical space for
the next hand position, across the bar line.

Beethoven’s schematised fingerings that employ patterns of hand
positions are not only part of his published compositions but also
feature in many different sketches. Two such entries, believed to date
from the year before he wrote the Fantasy op. 77, evidence this clearly:



Example 16. Sketch. Grasnick 32°

Example 17. Sketch. Grasnick 32

While the fingering can be revealing in itself in terms of a logical
application, some of Beethoven’s sketches also contain comments by
the composer (see Example 11) in which he identifies the reason for his
sketch, be it dynamics, articulation or fingering. In the following sketch,
also referenced by Grundmann and Mies above, Beethoven’s comment
identifies his fondness for patterns in fingerings: “broad sweeping or
extended passages [to be played] as much as possible with the same
fingering” (Grundmann, Mies 1966: 117).*

N b: bei grofien weitausgehenden oder gedehnten
Passagen so viel als moglich einerley Fingersatz

Example 18. Sketch. Beethovenhaus, Bonn: Beethoven n.d. (BH 124)

Case Study 3: Archduke Rudolph. Forty Variations on
a Theme by Beethoven

The name of Archduke Rudolph is closely linked to Beethoven,
whether as patron of his music or as dedicatee of some of Beethoven’s
most important works, including the Piano Trio op. 97, the Piano
Concerto op. 73 and the Piano Sonatas opp. 81a, 106 and 111.

The Archduke was also Beethoven’s longest-standing pupil, though
not as a pianist but as a composer. As the letters between both men
indicate, Beethoven was involved in the Archduke’s revisions of his set
of variations and championed the publication of the work (Beethoven
1996b: 312-313), which appeared in two versions within a short
period of time. First published as a complete set in 1819, it appeared
subsequently in an abridged format of twenty-five variations as part of
the third volume of Friedrich Starke’s Wiener Pianoforte-Schule (1819-

*Friedrich August Grasnick (1798-
1877) catalogised the sketches by
Beethoven. The catalogue entry for
the sketches cited here (Grasnick 32)
can be found at the Staatsbibliothek
in Berlin (Bartlitz 1970: 111): https://
digital.staatsbibliothek-berlin.de/
werkansicht?PPN=PPN1014109051
&PHYSID=PHYS_0127&DMDID=
DMDLOG_0016 (accessed October
7, 2020).

*The autograph for BH 124 can be
accessed at the Beethovenhaus in
Bonn under
https://www.beethoven.de/en/
media/view/5777305557270528/Lu
dwigt+van+Beethoven%2C+Finger
%C3%BCbung+mit+Fingers%C3%
Adtzen%2C+Autograph?fromArchi
ve=5736895317278720
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1821). It was for the latter publication that Beethoven provided some
fingerings, making it arguably the only work by another composer
published with Beethoven’s fingerings and, by implication, public
endorsement. The number of Beethoven'’s entries is relatively modest,
and, of the fingerings given, the following two examples stand out:

Example 19. Variation 23, bar 4. Wiener Pianoforte-Schule, vol. 3 (Starke 1821: 90)

Beethoven's rapid transition of the third finger from B natural to
E flat is a considerable distance to travel and does have implications for
the achievable tempo, whether played legato or non legato. Even within
the same publication, the Wiener Pianoforte-Schule, Ignaz Moscheles
provides a fingering for chromatic thirds that is less complicated than
Beethoven'’s:

Example 20. Wiener Pianoforte-Schule, vol. 1 (Starke 1819: 12)

Although Beethoven's fingering is playable, it is a personal solution
to a problem that most pianists of today would solve differently, given
the changes in key width, depth and weight in piano manufacturing
since the early 1800s.

Conclusion

The purpose of this article is to continue the discussion surrounding
Beethoven’s keyboard fingerings by offering a brief overview of
selected academic research carried out to date and by focusing the
angle of the enquiry on specific works rather than attempt to offer a
summary perspective of the topic as a whole.



The reason for doing so is that fingering is a manifestation of a
practical action that is not only personal to each performer but also
reflects the skills and experiences of the player in question. As such,
it is reasonable to assume that the fingerings of the thirteen-year-old
Beethoven in the three Sonatas WoO 47 are indicative of his skills at
that point, which were naturally quite different to those he possessed
thirty years later. For that reason, the case studies chosen for this
article come from a period of one decade, 1809-1819, at the beginning
of which Beethoven had only recently “retired” from regular public
solo performance. He had by then amassed considerable experience as
a performer as well as some as a teacher and observer of the growing
market for piano pedagogical publications.’

The latter is highly relevant to this topic: the writing of fingerings
for students is an entirely different process to that of writing
fingerings for one’s own use, as it requires the ability to imagine oneself
in the position of someone less experienced and choose fingerings
accordingly. Furthermore, the choice of fingerings can also be
influenced by the purpose of providing them: to develop a less
experienced player’s skills, or to offer something that is comfortable and
thus useful in performance. Just how central the use of “appropriate
fingering” was to Beethoven can be seen in his letter to Carl Czerny
about teaching Beethoven’s nephew, Carl, in which Beethoven sets out
a hierarchy of musical relevance he himself appears to have adopted:

“With regard to his playing for you, I am asking you — once he uses the
appropriate fingering, plays in time as well as the notes largely without
mistakes — only then to encourage him with regard to performance, and
at this point to not make him stop because of smaller mistakes but to
comment on them at the end of the piece. Although I have taught little,
I have always followed this method, because it soon educates musicians
[...].” (Quoted in Beethoven 1996¢: 236-238; translated by Nils Franke)

The examples from the three case studies in this article reveal a
number of priorities in Beethoven’s approach to fingering. By
placing logic in finger patterns over ease in performance, Beethoven
undoubtedly facilitates the process of memorisation, which to
performers in his time was less relevant than it is today. His working
in hand positions, too, is an indication of the interconnection
between pianist-composers’ practical skills at the keyboard and their
compositional imagination, as the piano technical commentaries in
his sketchbooks illustrate. Without doubt, fingering to Beethoven is a
tool for enhancing musical outcomes and for emphasising articulation.
Whether or not we choose to use Beethoven’s fingerings today is
therefore an entirely different matter to the need to understand some
of their underlying principles. In that sense, Beethoven’s keyboard
fingerings remain a musically pertinent master class, delivered through
time.

° For example, in 1826 Beethoven
recommended Muzio Clementi’s
Introduction a l'art de toucher le
piano-forte op. 42 to Stephan von
Breuning’s son Gerhard, suggesting
its use would lead to “good success”
(quoted in Beethoven 1996c: 281).
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BETHOVENA KLAVIERDARBU APLIKATURA -
VAI MEISTARKLASE MUSDIENU PIANISTIEM?

Nils Franke

Kopsavilkums

Béthovena skandarbu publikacijas vina dzives laika aptver
periodu no 1782. lidz 1827. gadam. Saja hronologiskaja ietvara
pamazam, bet nozimigi pieauga dazadu atskanotajmakslas virzienu
skaits, un tas ietekmeéja ar1 nosu izdeveju darbibu. Lai gan ir daudz
neizzinata — it seviski tapéc, ka nav saglabajusies Béthovena agrino
skandarbu rokraksti — tomeér redzams, ka nosu izdevéji arvien
detalizetak centas dokumentét Béthovena un citu komponistu
skandarbos noraditas nianses, kas attiecas uz klavieru skarumu,
dinamiku un artikulaciju. Pie Sadam niansém, kam sevisku uzmanibu
pieversa komponisti-pianisti, pieder ari aplikatiira. Ta var€ja gan
atspogulot autora personigo izvéli frazejuma vai citu muzikalu
efektu izcéluma, gan palidzet interpretiem parvaret tehniskas
probléemas — visos Sajos gadijumos aplikatiiras izvele spgj daudz
pastastit par komponista-pianista pasa spéles stilu, vina radoso
mantojumu un muzikalo gaumi. Sai zina Béthovens nebija iznémums.

Raksta tiek rezumeétas atzinas, kas paustas cetras zinatniskajas
publikacijas laikposma no 1966. lidz 2012. gadam; tajas pétiti Bethovena
aplikatiiras dazadi aspekti. Tapat tiek analizéti tris skandarbi,
kuriem Bethovens rakstijis aplikattiru: Klavieru trio WoO 39 vieniga
saglabajusies dala, Fantazija op. 77 klavierem solo un cita komponista
opuss (erchercoga Ridolfa Variacijas par Béthovena tému). Sie darbi
apzinati izraudziti ta, lai paraditu tris dazadas Bethovena radosas
personibas Skautnes: klavierspéles skolotaja, pianista-komponista un,
visbeidzot, kompozicijas skolotaja darbibu, izraugoties aplikatiru
savam audzeknim — Austrijas erchercogam Ruidolfam fon Habsburgam.

Raksta nosleguma tiek formulétas galvenas iezimes, kas verojamas
Béthovena pieeja klavieru aplikattirai, ka ar1 pasvitrots, ka butu svarigi
iepazistinat laikmetigos interpretus ar So Bethovena radosas darbibas
aspektu.

Petijjuma meérkis ir apspriest Bethovena klaviermuizikas aplikattiru,
izlases veida piedavajot diskusiju par vairakiem akadémiskiem
pétijumiem, tomeér netiecoties aptvert visu Sis témas perspektivu. Tas
pamatojams tadéjadi, ka aplikatiira ka praktiskas darbibas izpausme
ir ne vien individuala katram atskanotajam, bet atspogulo arl vina
iemanas un pieredzi. Tapéc ir pamats pienemt, ka 13 gadus veca
Bethovena aplikatiira vina tris sonates WoO47 ir lieciba par vina tabriza
prasmeém, un tas nevar attiecinat uz Bethovena pianismu, pieméram,
30 gadus velak. Lidz ar to raksta uzmaniba koncentréta uz pétijumiem,



kas raksturo vienu Béthovena radosas darbibas desmitgadi — periodu
no 1809. lidz 1819. gadam. Si laikposma sakuma Béthovens tikai nesen
bija “atsvabinats” no sistematiskiem publiskiem solopriekSnesumiem
(kas tika sniegti peéc vina téva iniciativas — red. piezime), bet bija jau
uzkrajis pietiekamu interpreta pieredzi, ka arl uzsacis darbibu
pedagogijas joma un ar interesi sekoja arvien plasakajam piedavajumam
klavierspeles pedagogiskas literattiras klasta.

Pedgjais aspekts Sis témas konteksta ir loti svarigs. Aplikataras
rakstisana audzékniem ir pilnigi cits process neka aplikatiiras rakstiSana
savam vajadzibam. Turklat aplikataras izvéli var iespaidot dazadi
meérki - vai nu attistit mazak pieredzéjusa spélétaja iemanas, vai piedavat
kaut ko ertu un, attiecigi, derigu atskanojumam. To, cik Bethovenam
bija svarigi atbilstoSas aplikattiras meklejumi, rada vina vardi vestule
Karlam Cerni. Tie veltiti Béthovena braladéla Karla apmacibai, un Seit
komponists izklasta savu muzikalo prioritasu hierarhiju:

“Kas attiecas uz to, ka vins jums spélé prieksa, es ludzu jus —ja vins spéelé
ar pareizu aplikaturu, laika, un ar1 caurmeéra pareizu nosu tekstu, tikai
tada gadijuma, lai vinu uzmundrinatu, neapturiet vinu nelielu kladu del,
bet komentgjiet pec speles. Kaut ar1 es pats maz esmu macijis, es vienmer
sekoju Sai metodei, jo ta atri veicina muzika izglitibu [..].” (Visu véstuli
skat.: Beethoven 1996¢: 236-238)

Raksta apliikotie tris skandarbi atklaj Bethovena principus pieeja
aplikatiirai. Vinam ir svarigaka pirkstu izkartojuma logika, nevis
izpildijuma ertums, un sadi Bethovens atvieglo nosu teksta iegaume-
Sanas procesu, kas vina laika atskanotajiem bija mazak aktuals neka
misdienas. Komponista darbs ar roku pozicijam liecina ar1 par saikni
starp praktiskam klavierspéles iemanam, kas piemitusas pianistam-
komponistam, un vina radoso iztéli: to atspogulo tehniskie komentari
par klavierpartiju Béthovena ski¢u burtnicas. 5t komponista aplikatiira
neapsaubami ir instruments, kas veérsts gan uz muzikala iespaida, gan
artikulacijas paspilgtinasanu. Tadéjadi, neatkarigi no ta, vai musdienas
izvelamies Béthovena aplikattiru vai ne, tas iepaziSana ir nepiecieSama
vina klaviermtizikas pamatprincipu izpratnei — to var salidzinat ar
meistarklasi, ko pagatnes komponists sniedz laikmetigajiem miizikiem.
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! Janis Ivanovs. Dziesmas balsij un
klavierem. Riga: Latvijas Valsts
izdevnieciba, 1959.

2 Janis Ivanovs. Dziesmas balsij un
klavierem (Janis Ivanovs: Songs for
Voice and Piano). Riga: Latvijas
Valsts izdevnieciba, 1959.

II. DAZADI / MISCELLANEOUS

SEGVARDS,KURU DZEJNIEKI PASI NEIZVELEJAS
(PAR DIVIEM JANA IVANOVA SOLODZIESMU
TEKSTIEM)

Ventis Zilberts

Anotacija

Raksta uzmanibas centra ir divi Jana Ivanova solodziesmu
publicejumi 1959. gada - Latgales lidumos un Manas dzimtenes
pusé'. Tajos mineétais teksta autors A. Egldjs Skietami varetu noradit
uz komponista novadnieku, Latgales dzejnieku Augustu Eglaju.
Tacu dzilaka izpeéte lauj secinat, ka aiz 51 segvarda paslépti divi citi
dzejnieki — trimda dzivojoSie Andrejs Eglitis un Karlis Baltpurvins,
kas atstaja Latviju Otra pasaules kara beigas, 1si pirms atkartotas
padomju okupacijas. Padomju perioda dziesmu publikacija, minot
vinu vardus, nebutu bijusi iesp€jama. Raksts ir lieciba par to, ar
kadiem lidzekliem padomju laika muiziki un miizikas izdeveji centas
izvairities no neoficialas ideologiskas cenztiras.

Atslegvardi: padomju cenziira, latviesi trimda, Andrejs Eglitis,
Karlis Baltpurvins

Abstract

The article The Pseudonym Not Chosen by the Poets Themselves
(Regarding the Lyrics for Two Solo Songs by Janis Ivanovs) focuses on the
publication of Ivanovs’ songs for voice and piano from 1959, Latgales
lidumos (On the Plains of Latgale) and Manas dzimtenes puse (In My
Native Land).? The publication mentions the author of the lyrics as
being A. Eglajs, which could seem to indicate Augusts Eglajs, a poet
who was, like Ivanovs, from Latgale. However, Ventis Zilberts’ research
concludes that two different poets are hidden behind this pseudonym:
Andrejs Eglitis and Karlis Baltpurvins, both of whom fled from Latvia
as refugees at the end of the Second World War, shortly before the
second Soviet occupation. The publication of songs with these men
listed as the authors of the lyrics would not have been possible during
the Soviet period in Latvia, as evidenced by the memoirs of musico-
logist Olgerts Gravitis delivered to Zilberts (Gravitis participated in
the editing of the above-mentioned 1959 publication). The article is
a testimony to the means by which Soviet-era musicians and music
publishers sought to avoid unofficial ideological censorship.

Keywords: Soviet censorship, Latvians in exile, Andrejs Eglitis,
Karlis Baltpurvins



Dzejnieki un rakstnieki savus pseidonimus, ka zinams, parasti
izvélas pasi, kadreiz ari péc draugu vai domubiedru ieteikuma. Sis
stastijums ir par citadu izveli, kuru diktéja laikmets un apstakli.

Komponista Jana Ivanova (1906-1983) dailrade solodziesmas zanrs
aiznem nelielu, bet butisku vietu — apméram 25 kompozicijas. No tam
tipografiski iespiestas tikai tris dziesmas 1959. gada. Saja izdevuma
divam dziesmam — Latgales lidumos un Manas dzimtenes pusé — ka teksta
autors minéts A. Eglajs.

2016. gada, kad atziméjam Jana Ivanova 110. gadskartu, man dazos
komponista dailradei veltitajos koncertos nacas komentet atskanojamos
darbus, taja skaita arl pieminétas solodziesmas. Atceréjos, ka
muzikologs Olgerts Gravitis kada saruna 90. gados min€ja interesantu
faktu: gatavojot izdoSanai Ivanova dziesmu Latgales lidumos, vins
teksta 1sta autora Andreja EgliSa vieta savulaik noradijis (domajams,
saskanojot to ar komponistu) it ka neitralu uzvardu Eglajs — lai talaika
cenziira akceptetu nosu izdosanu. Saprotams, ka Andreja Eglisa vards
1959. gada parsvitrotu ideju izdot kaut vai vienu dziesmu ar vina dzejas
rindam, un nebttu iedomajams $ads konteksts: Janis Ivanovs — tolaik
Jazepa Vitola Latvijas Valsts konservatorijas profesors, Valsts prémijas
laureats, LPSR Tautas makslinieks, un Andrejs Eglitis — trimdinieks un,
talaika izpratne, burzuaziskais nacionalists. Tas, ka minéta izdevuma
notis dzejas autora varda vieta mineéts tikai segburts A., varbtt bija vel
viena maza viltibina, lai nerastos jelkadas aizdomas par vardu patieso
autoru. Sis inicialis varda vieta un uzvards Eglajs, liekas, maldinajis
ar1 cienjjamus muzikologus — ta 2008. gada JVLMA izdotaja rakstu
krajuma (Miizikas akadémijas raksti, IV, 74. Ipp.) ka teksta autors Seit
nosauktajam dziesmam minéts Augusts Eglajs — acimredzot domats
Latgales dzejnieks, istaja varda Ciprijans Pokrotniks. So pasu vardu
un uzvardu (Augusts Eglajs) varam lasit ar1 dziesmu bibliografiskaja
apraksta Latvijas Nacionalas bibliotekas (LNB) e-kataloga.

Uzskirot Andreja EglisSa Kopoto rakstu VII sgjumu, kas izdots
2002. gada, parliecinajos veélreiz, ka 1939. gada sacerétais un taja pasa
gada periodika (laikraksta Daugavas Veéstnesis) un dzejolu krajuma
Varaviksna publicetais dzejolis patieSam ir tas, kura rindinas redzamas
Ivanova dziesma Latgales lidumos — ta tapusi 1940. gada.
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1. attels. Andreja Eglisa dzejolis Latgale (vélak publicéts ar nosaukumu Latgalé), Jana Ivanova
solodziesmas Latgales lidumos tekstualais pamats: pirmiespiedums laikraksta Daugavas Véstnesis
1939. gada 22. septembr1

Padomju laika publikacijas rakstot par So dziesmu, autoriem drosi
vien vajadzéja visadi izlocities, lai, pasarg’ Dievs, nebiitu jamin loti
nevélama Andreja Eglisa vards, Ta, pieméram, 1956. gada Zzurnala
Karogs 10. numura (124. Ipp.) muzikologs Artiirs Verners komponista
Jana Ivanova 50. jubilejas reize, apcerot vina dailradi, min, citeju: “[..]
atzimejamas dziesmas Zeme, zeme, Daugavina ar ]J. Raina tekstu un
Latgales lidumos ar K. Skalbes tekstu.” Savukart 1974. gada 31. maija
Z. Vilka parakstita recenzija (sakara ar Jana Ivanova iemilota dziedona
Tala Matisa 70 gadu jubilejas koncertu) laikraksta Cina sastopama vél
viena nepareiziba, varbiit apzinata - ik, fragments: “Jubilejas koncertu
saka jubilars ar sava novadnieka ]. Ivanova dziesmu Latgales lidumos,
kurai teksts pasa saceréts.”

Un ka ar otru tekstu, dziesmu Manas dzimtenes puse, kurai notis ar1
drukats — A. Eglaja vardi? Ne Andreja Eglisa, ne ar1 Augusta Eglaja
(pirma doma - varbiit tomér?) kopotajos rakstos nav Sada dzejola.
Atrisinajums bija gluzi negaidits — LNB digitalas bibliotékas vietné
periodika.lv atradu publikaciju laikraksta Rits (1937. gada 9. septembris).
Dzejas autors — Karlis Baltpurvins, péc kara trimdinieks ASV. Dziesmas
teksts gandriz mats mata sakrit ar iespiesta dzejola tekstu — izmainiti
vien dazi vardi.



2. attels. Karla Baltpurvina dzejolis Manas dzimtenes puse, Jana Ivanova tada pasa nosaukuma
solodziesmas tekstualais pamats: pirmpublicéjums laikraksta Rits 1937. gada 9. septembr1

Tikai rodas jautajums, kapec 1959. gada noSizdevuma ari Sai
dziesmai ka teksta autors minets A. Eglajs? Ar Andreju Egliti tacu
dzejolim nav nekada sakara. Mans min&ums - iespgjams, Olgerta
Gravisa domu gajiens bija, ka tauta saka: “Pie vienam sapem varbut
izies cauri, liksim to pasu.” Runajot par dzejnieku, rezisoru un aktieri
Karli Baltpurvinu, jaatzist, ka noteikti vins un Janis Ivanovs bija labi
pazistami — 30. gadu otraja puse Ivanovs stradaja par dirigentu Latvijas
radiofona, savukart Baltpurvins bija darbinieks radiofona literaraja
dala.

Ta nu iznacis, ka viens pseidonims jeb, ka teiktu literatiirzinatnieks
Ilgonis Bérsons, segburts un segvards A. Eglajs ticis vienlaikus diviem
dzejniekiem - Andrejam Eglitim un Karlim Baltpurvinam, pasiem
tos neizveloties un drosi vien nezinot par to (vismaz laika, kad tika
iespiests minétais nosu izdevums - talaja 1959. gada).

Nakotne, veidojot kadu jaunu tipografisku versiju pieminétajam
Jana Ivanova dziesmam, atdosim godu abiem dzejniekiem, minot
autoru istos vardus!

Vel tikai pavisam maza piebilde: iedvesmu So nelielo vestijumu
uzlikt uz papira man deva lieliska segburtu un segvardu mednieka
Ilgona Bersona gramata par tiem?. Telaini sakot, piemeériju vina mednieka
zabakus — tie dergja, gan jau tos uzvilksu atkal kadu citu reizi.

*Ilgonis Bérsons, Segvardi un
segburti: noslepumi un meklejumi.
2 séjumi. Riga: Mansards, 2014.
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un Dramas akademija, Redingas Universitaté un Karaliskaja Miizikas
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vins bijis pétnieks Londonas Miizikas un Dramas akadémija un kops
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Astra Graudina (dz. Lazdina, 1992) absolvéjusi Jura Kalnciema
klavieru klasi Jazepa Vitola Latvijas Miuzikas akademija (2015).
Magistra gradu muzikas pedagogija vina ieguvusi Rigas Pedagogijas
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Jazepa Lipsana personiba un devums latviesu klaviermiizikas attistiba tika
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