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

Electronic Guide-book on the Funds of Philological Archive

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

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

Beryniienue

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

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

Lean padoThl, METOABI U MOAXO0AbI, HCIIOJIb3YyeMble B padoTe

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

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

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

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

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

CTpyKTypa U cojep:kaHue JJTeKTPOHHOI0 MyTeBOAUTEJIsI

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

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

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

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

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

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

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

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

OKcrepuMEeHTabHBIA 00pazel] pa3paboTaHHOTO MYTEBOAUTEINS anpoOMpPOBAaH Ha OCHOBE
apXMBHBIX JIAaHHBIX FOXKHOH HWCTOPHKO-KYJIBTYPHOH 30HBI [ICKOBIIMHBEI, COCTaBISIOMICH

9



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

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

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

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

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

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

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

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

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

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

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

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

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

Summary

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

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

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

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

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

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

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

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

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

Hcnoab3oBanHas Jurepatypa 1 HCTOYHUKHA

1. Apxue Poccutickou akademuu nayk: IlyreBoauteins mo Goumaam (MockBa): (GOHABI JIHYHOTO MPOUCXOKICHUS
(2008) / Pex. B.IO. Aduanm; cocr.: I'. A. CaBuna, H. M. Ocunosa, FO. B. lllenanckas. Tpyasl ApxuBa
PAH. T. 1 (30). Mocksa: Hayka.

2. bazbl naHHBIX, pa3MelleHHble Ha caiiTe «SI3BIK M KylbTypa B KOMMYHHKAaTHBHOM IIPOCTPAHCTBE
Icxormune. http://nocpskoviana.pskgu.ru/index.php

3. Bompmaxkosa, H. B. (2011). K mpob6neme >xaHpoB auanektHOW peuu. In Jlexcuxonoeus. Jlexcuxoepaghus:
(Pyccro-craeanckuil yuxn), Pycckas ouanexmonozus (cc. 108-112). Carkr-IlerepOypr: CIIOIY.

4. BompmakoBa, H.B. (2013) HOxHONCKOBCKHE TOBOPHI B KOHTEKCTE€ JIMHTBOTCOTPAPUUSCKUX U

STHOJMHIBUCTHYECKUX TpobneM. In Becmuux Ilckosckozo eocydapcmeennozco yuusepcumema. «Cepus
Coyuanvho-eymanumapHsle U Ncuxoio2o-nedazocuyeckue naykuy. Boimyck 3. (cc. 143-150). Ilckos:

IlckoB I' V.

5. Hocmonpumeuamenvhvie npupoonvie u UCMOPUKO-KyIbmypHvie obvekmul Ilckosckoii obnacmu. KagacTp.
(1997). Ickog: II'TIN.

6. Mapxkogckas, E. B. (2006) Ilpobremor cobupanus, cucmemamuzayuu u apXusHo2o Xpauerus goavkiopa (Ha
mamepuane gonvinopuvix apxusoe KapHI] PAH): Nuc. ... kaan. punon. Hayk. [lerpo3zaBock.

7. Hapoouwie cxasku Ilckosckozo xpas: mynstumenuiinoe usfaanue (2014) /Tox pen. H. B. BosbiakoBoid,

I'. U. IInomyk. CocraButenn: H. B. bossmakosa, JI. b. Bopo6seBa, H. ®@. Jlumenko, 3. B. MuTuenko,
M. U. Myparosa, I". U. [Tnouryk. Pazpaborunk npunoxenus aiast b/ A. M. Ummikus. [Ickos.

8. Tcxosckas Macnenuya: obpasvl, cumeonvl, Kommynuxkayus (¢ ayauonpwioxkenuem): Monorpadus (2015) /
Iox pexn. H. B. bonsmakosoii. I1ckos: JIOI'OC ITmroc.
9. Donvknopuvlii apxue bawkupckoeo eocydapcmeenno2o yHusepcumema. DISKTPOHHOE HAyYHOE HW3JaHUe.

Cwmortp. 10.03.2015. http://Icph.bashedu.ru/index.php?go=editions.

12


http://nocpskoviana.pskgu.ru/index.php
http://lcph.bashedu.ru/index.php?go=editions

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

APMEKLETAJS SAMU MUZEJA
A Visitor to the Sami Museum

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

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

levads

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

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

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

Pétijuma objekts — Samu muzejs

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

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

NORDKAPP )

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

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

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

Muzeja unikalitati Eiropas Savienibas iedzivotaja skatijuma pastiprina vairaki apstakli:

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

- atraSanas arpus Eiropas Savienibas.

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

Apmeklétaja pieredzes veidoSanas muzeja: petijjuma rezultati un to analize

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

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

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

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

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

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

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

- tiem jaatbilst turistu vélmeém;

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

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

M.Sérers, Vevé (Sveice) Alimentarium muzeja vaditajs, atzist, ka .,..apmekl&taji ir
visneparedzamakais faktors jebkura ekspozicija. Vini uz dazado individualo un socialo signalu
sisttmu fona viniem domatos (un Iidz ar tiem, dabiski, arT apsléptos un nejausos) vestijjumus
uztver dazadi (vai neuztver nemaz)” (Serers, 2014: 99).
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Muzeja apmeklejumu personiski emocionalaku padara ta atbilstiba ekspektacijam (ko
esmu planojis un velgjies iegut, redz€t, saprast, uzzinat un vai es to sasniedzu?), kas ikvienam
cilvékam ir individualas, un piedavajuma novitate, kas ar1 katram biis vért€jama atkariba no jau
eso$o zinasSanu bazes, vispargjas erudicijas, izzinas vai hedoniskajam interes€m un ieprieksgjas
pieredzes. Saja zina apmeklétaja viedoklis var bit pilnigi individuals un var atikirties no citu
cilveku veért§juma, kas biis sap@musi identisku tirisma produktu. Piem&ram, ja viens muzeja
apmekI&tajs izrada neizpratni par samu tradicionalo briezadas apavu formu un Tpasi - par uzliekto
purngalu, tad cits gan sp&s koment&t iemeslus, kadel brieza spalvas sarini vienmér biis virziena
projam no purngala, t.i., labakai slidamibai, gan ari paskaidros, ka sadi apavi vienlaikus
funkciong ka 1sas slépes (zabaka purngals tiesam uzskatami atgadina slépes sakuma dalu), kas
samiem ir loti butiski, veicot lielakus attalumus kajam. Tatad pirmaja gadijuma samu autentisko
apavu izp€ti apmekl€tajs uztvers ka novitati, jo rezultata tiek iegiitas jaunas zinasanas un
apmierinatas izzinas intereses un vajadzibas, savukart otrajam apmeklétajam pozitivas emocijas
vairak saistisies ar pasapliecinaSanas iesp&ju, bet pieredz&uma novitates elements nebis tik
izteikts. Pie tam $ada nepastarpinata izp&tes procesa rodas aizvien jaunas izzinas intereses, kas
liek reflekt&t jau esoSo pieredzi un saistit to ar jauniegiito informaciju, individam dzilak apzinot
pasam savu darbibu. Saja sakara psihologijas un socialo zinatnu specialisti norada, ka socialo un
garigo vajadzibu veidoSanas un apmierinasana ,,nodroSina psihes attistibu un garigo izaugsmi.
[...] nav cikliskas un nevar bt piesatinatas” (Aivars u.c., 1999: 149).

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

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

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

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

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

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

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

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

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

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

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

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

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

—

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

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

apmeklgjuma gaita.
PR instrumenti

Drosi

Muzeja Dabas
cka vide
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S.attels. Apmeklétdaja subjektivas pieredzes un attieksmes veidosanos ietekméjosie nosacijumi.

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

Nobeigums

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

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

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

Summary

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

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

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

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

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

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

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

levads

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

Darba meérkis un teorétiskais ietvars

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

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

Materials un metodes

Rézeknes miizikas vidusskolas dzive raksta tiek konstruéta vésturiska laikmeta ideologijas
noteiktos patiesibas rezZimos, un, identific€jot tas pedagogu darbibas motivus, tiek izverteti
apstakli, kados raduSies protokolu teksti, kas rasti Rezeknes Zonala Valsts arhiva (turpmak
teksta — RVZA) fonda ,,Rézeknes miizikas vidusskola” lietas. Témas izklastu ierobezo noteiktais
raksta apjoms, tapéc analizei galvenokart izraudziti Rézeknes miizikas vidusskolas pedagogu
konferencés, kas notika no 1946.gada 29.augusta lidz vidusskolas darba partraukSanai
1949. gada pavasari, apspriestie jautajumi un piegemtie l@mumi (par 1944./1945. macibu gadu
pedagogu konferen¢u materialu arhiva nav). Dokumentétas liecibas raksta ir izveértétas, atzistot,
ka ar DVA metodi problému var izvertét maksimali daudzveidigi, tomer, lai sasniegtu izvirzito
mérki, nepietiek tikai apzinat konkrétus izteikumus, bet ir nepiecieSams tos skatit plasaka
vesturiska konteksta. Vertejot diskursus, galvena nozime izraudzita laikmeta izpratné ir japievers
cilveku domaSanas veidam un idejam, kas ietekm&a sabiedrisko apzinu. Tap&c Reézeknes
miuzikas pedagogu — radoSas un vienlaicigi ideologizétas izglitibas jomas parstavju —
dokumentara mantojuma detaliz&ta izvertéSana ir jabalstas ari uz socialas antropologijas
metodém. Ja apskatamaja perioda miizikas izglitoSanas organizéSana RE&zekné iesaistijas
macibspeki, kuri bija sevi apliecinajusi tautas konservatorija Latvijas neatkaribas laika, tad
uzmanibu nakas pieverst ne tikai arhiva dokumentu liecibam, bet tajos rastie fakti ir jasalidzina
arT ar padomju kultiiras politikas pe&tnieku viedokliem. Tadgjadi detalizéta miizikas vidusskolas
atjaunoSanas un ikdienas darba izpété ir iesp&jams noSkirt PSRS ideologijas pieprasito un
konkrétu personibu mizikas vidusskolas ikdienas darba iedzivinato, vienlaikus iezim&jot ari
Latvijas péckara gadu miizikas izglitibas visparigas tendences, ko padomju miizikas dilemmu
raksturojuma veél 1966. gada 4. augusta, refergjot Eiropas LatvieSu Jaunatnes Apvienibas
13. kongresa Vestendé (Belgija), ir iezimgjis komponists Longins Apkalns (1923-1999), bet
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misdienas analiz€jis muzikologs Martin§ Boiko (Boiko 2004), Arnolds Klotins (2011) un
Sergejs Kruks (Kruks, 2008), kur§ apskatamas problémas analizi ir ievirzijis sociologiski un
strukturali. Analizei izmantots arT Annas Abolinas (Abolina 2014), kura bija peckara gadu
Rézeknes miizikas skolas audzékne, narativs.

Rezultati

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Secinajumi

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

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

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

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

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

Summary

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

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

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

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

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

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

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

The Soviet Regime demanded to introduce drastic changes in the value orientation of both the society and music
teachers. It based on the Marxism-Leninism theory, as well as principles of national identity, class membership and
party membership, which did not match the previous sacred things of the Latvian folk, including musicians’ habitual

31



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

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

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

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

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

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

Introduction

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

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

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

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

Methods

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

answering three different, but complementary questions:

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

2. Practicing microtonal intonation in Hora lunga

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

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

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

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

3| used software Praat.

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

Statistical deviation of harmonics on C string in 16 performances

0,20

0,15 //
0,10

0,00

-0,05

3. Studying the perception of microintervals in live performance

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

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

1)  Are microintervals audible to non-musicians?

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

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

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

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

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

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

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

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

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

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

Table 2
Answers to the first task

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

= yes

= rather yes
® rather no
Eno

® no answer

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

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

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

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

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

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

Results and conclusions

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

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

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

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

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

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

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

levads

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

Miizikas klausiSanas prasmju pilnveidoSana bérniem no dzimsanas I1dz trim gadiem

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

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

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

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

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

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

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

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

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

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

Komunikacijas prasmju attistiba bérniem Iidz trim gadiem

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Pedagoga stastijumam par miizikas atveidojumu jabiit 1sam, spilgtam, t€lainam, virzitam
uz skandarba satura raksturojumu, kas ietver arl muzikas izteiksmes lidzeklus. Lai bé&rnos
paspilgtinatu muzikas skangjuma tempu, dinamiku vai registru, var pavadit ar instrumentu
pavadijumu. Pirms atskano miuziku, izdalit bé&rniem koka instrumentus (kocini, klabatas, koka
karotes u.c.). AtskanoSanas bridi bérni tiek iesaistiti muzikas instrumentspéles improvizacijas.

47



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

Pieaugusa uzdevums sekot Iidzi miizikas raksturam, tur€t vienmerigu ritmu un mainit kermena
stavokli, ja tas ir nepiecieSams.

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

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

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

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

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

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

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

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

Pétijuma apraksts

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

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

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

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

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

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

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

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

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

I 3 -

1 5 3

i 6 6

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

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

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

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

Secinajumi

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

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

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

Summary

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

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

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

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

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

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

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

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

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

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

Tradicionalda orkestra izveide specialas izglitibas konteksta

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

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

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

Introduction

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

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

level;

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

both;

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

Aim

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

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

More specifically, we proceeded as follows:

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

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

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

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

Materials

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

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

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

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

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

Method

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

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

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

Results

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

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

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

(3) It is paramount that the component Melody be assisted by a solo instrument usually
played by the musician or animateur. That is the musical instrument that the individuals or choir
singing will be called upon to follow.

It is thus evident that, assisted by technology, we create a methodology on the basis of
which, at a behavioral level, we prompt an instant reaction by the individuals and their direct
participation in a music group. At the same time, participants acquire appropriate training and
gain in socialization skills. In other words, the approach is both innovative and greatly benefits
program participants.

A year ago, the present methodology began being clinically implemented at the “Lilian
Voudouri Workshop”, a Day Care & Activity Center that is part of the Lilian Voudouri
Foundation in Athens. It has been hugely successful as proven by the children’s response and
increased functionality, socialization, and coordination within the group and by the ultimate
musical result. The clinical implementation and development off the present methodology has
helped us draw series of conclusions. Apart from its innovative nature, the methodology also
shows strong evidence of increased functionality. However, as methodologies go, it does have
one drawback: The individual manning the “Makris” Pedal Switch Visual Signal Generator must
be a musician and be thoroughly familiar with the works to be performed by the orchestra.

Summary

The children with special needs that were the subjects of the present methodology were
greatly reinforced in terms of the knowledge they acquired. In fact, the speed at which the
children learned the color code was impressive.

The following graph displays certain measurements that were carried out and entail the
children’s reaction and focused attention times (rehearsals).

Those graphs revealed that the children, in their pursuit of following the music, increased
the time during which they could focus and pay attention to the visual signals. What is more,
many were the cases of children whose memory improved especially when it came to their skills.
More specifically:

1. By participating in the orchestra, the children with special needs at the “Lilian
Voudouri Workshop” greatly increased their socialization skills through their active
participation and involvement. To a great extent, the children were able to
demonstrate their self-expression skills within a group and improve their self-control.

2.  The children’s degree of movement also increased through their participation in the
orchestra and through their playing one of the musical instruments. It should be
noted that musical instruments were selected on the basis of how much pleasure they
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gave to each one of the handicapable children. Some of the children even went so far
as to try and play two instruments so as to improve their mobility.
Participation of the children in a light orchestra constitutes a means of indirect
training and cultural sophistication.
The interpretation of songs contributed greatly to the development of the children’s
emotional world. It is worth noting that in this manner we were able to lead the
children to the fourth (and marginally the fifth) level of Maslow’s hierarchy of needs
pyramid (Maslow, 1954).
Communication between and among orchestra members grew and developed to a
great extent given that the children acted as a group focused on a specific goal.
Participation of the children in the orchestra was instrumental in creating an
atmosphere of fun and relaxation.

Table 1

Time of reaction in optical stimulus (3 subjects — 10 rehearsals)

Axis Title

2
1,8

1,6
1,4 —
12 AN
1 \
0,4

0,2
0

1 2 3 4 5 6 7 8 9 10

- Subj. 3 168 | 153 | 1,38 | 1,34 | 1,45 1,1 092 | 085 | 0,72 | 0,59

Subj. 1 165 | 143 | 1,26 | 1,15 0,9 0,67 | 058 | 0,67 | 0,53 | 0,55
Subj. 2 1,78 | 159 | 144 | 125 | 0,86 | 094 | 0,78 | 0,83 | 0,76 | 0,62

At present, we are in the process of improving the “Makris” Pedal Switch Visual Signal

Generator and further evolve the method by means of computer and MIDI technology so that we
may bring about the appropriate modifications and make the apparatus’ use more accessible to
other scientific groups (psychologists, work therapists, special education teachers, etc), without
musical knowledge being a requisite for the apparatus’ user. Last, use of the “Makris” Pedal
Switch Visual Signal Generator can apply to other arts other than music such as dance and drama
by a corresponding codification of movements or expressions, respectively.

Kopsavilkums. Muzikalo ansamblu izveide un macisana ir sarezgits process. Sis process kliist vél komplicétaks
specialds izglitibas kontekstda. ST pétijuma mérkis ir nodemonstrét, ka notiek tradiciondla orkestra izveide un
sagatvosana, ja orkestri veido dalibnieki ar gariga rakstura traucéjumiem, izmantojot , vizuald stimula” -
,pSthofiziskas reakcijas” modeli. Metodologija ir balstita uz pakapenisku dalibnieku uzvedibas veidoSanu un
nostiprinasanu. Diagramma atklatie rezultati apliecina, ka pilles nodroSina praktiskus panakumus.

N =

o s
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JURA KARLOSNA INSTRUMENTALAIS, VOKALAIS
UN KORA TEATRIS

Instrumental, Vocal and Choir Theatre of Juris Karlsons

Andris Vecumnieks
Jazepa Vitola Latvijas Miizikas akadémija
e-pasts: andris.vecumnieks@jvima.lv

Abstract. The purpose of this article is to introduce the instrumental, vocal and choir music of the Latvian
composer Juris Karlsons (*1948) in the context of music theatricality research. The article is based on discoveries
and conclusions outlined in the doctoral thesis “The Theatricality Phenomenon in Music. Theatrical Space of Juris
Karlsons”. The author introduces the current issues of theory and artistry in the instrumental theatre genre, as well
as the contribution of Juris Karlsons to this genre and composition technique of the late 20" century. The thesis
employs the following research methods:

- theoretical methods (research studies): method of abstract analysis (gathering and evaluation with the purpose
to create a general background) — studies of theatricality theory, studies of musical theatricality theory,
analysis of Karlsons’ oeuvre,

- methods of musicological analysis: approach to Karlsons’ works based on the genre analysis and
classification method, defining and describing of the immanent characteristics, as well as musical style
analysis method;

- empirical and deductive methods (contributed from personal experience) — research, comparison and
evaluation (determination of tendencies and guidelines), personal perception experience, observations and
discoveries, writing and publishing articles for scientific conferences, music history lectures at JVLMA,
secondary music schools and other institutions, own conductor’s experience;

- semiotic method (significance of a system of symbols in Karlsons’ oeuvre);

- data processing methods — evaluation, comparative analysis and systematization, including hypothetical
modelling;

- comparative research methods, providing parallel view comparison of musical practices, Karlsons’ oeuvre, as
well as other means of expression in music and other arts — music and theatre, music and literature, music and
visual arts;

- methods of selection — evaluation of scientific research works and selection of analytical works;

- field research methods — interviews with Karlsons and his contemporaries.

Keywords: literary studies, personification of symbols in allegoric images, sacral vocal-instrumental poem,

synthesis of instrumental and sacral, verbal theatre.

levads

Raksta mérkis ir iepazistinat ar latvieSu komponista Jura Karlsona (*1948) instrumentalo,
vokalo un kora miziku mizikas teatralitates petijjuma konteksta. Raksta pamata ir promocijas
darba “Teatralitates fenomens miizika. Jura Karlsona teatra telpa” veiktas atzinas un secinajumi.
Saja sakara raksta autors iepazistina ar instrumentdla tedtra Zanra teorétiskajam un
makslineiciskajam aktualitatém, ka arT Jura Karlsona pienesumu $aja 20. gs. nogales zanra un
kompozicijas tehnikas lauka. Darba izmantotas sekojosas peétnieciskas metodes:

- teorétiskas metodes: referativas analizes metode, kas ieklauj teatralitates teorijas un

miizikas teatralitates teorijas studijas, ka ar1 J. Karlsona dailrades p€tniecibu;

- muzikologiskas analitiskas metodes: J. Karlsona darbu analize, kas ieklauj—zanra
analizes un klasifikacijas metodi (imanento pazimju noteikSana un apraksts), ka art
miizikas stilistiskas analizes metode;

- empiriskas un deduktivas metodes: tendencu un vadliniju konstatacija, personiskas
uztveres pieredze, novérojumi un atzinas; dirigenta pieredzes vértéjums;

- semiotiskas metodes, petot zZimju sist€émas nozimi J. Karlsona dailradg;

- datu apstrades metodes: veértéjums, salidzino$a analize un sistematizacija, t. sk.
hipotétiska modeléSana;
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- salidzinosa pétijuma metodes, kas atklaj muzikas prakses, J. Karlsona dailrades, ka
arT muzikas u.c. makslu izteiksmes Iidzeklu salidzinajumu paral€lskatijumu jomas
(miizika un teatris, muzika un literattira, miizika un vizuala maksla);

- selekcijas metodes: zinatniski teorétisko darbu izvértéjums un analitisko darbu atlase;

- lauka pétijumi: intervijas ar J. Karlsonu un vina Iidzgaitniekiem.

Instrumentalais teatris

Instrumentala teatra zanrs, kas ka patstavigs miizikas zanrs radies 20. gs. otraja pusg, jau
nosaukuma norada uz teatralu performativitati un muzikas recepcijas audiali vizualo sintézi, kur
skatuviska darbiba klist par miuzikas izteiksmes Iidzekli. Instrumentala teatra teatralitates
ietekme lielakoties ir ar€ja, un ta izpausme ir maksimali atklata — ka jau tas ir raksturigs
prickSnesuma teatra tipam, ko parstav instrumentalais teatris. Instrumentalais teatris ir
“ritualizéts koncerta akts, kura svarigi kliist muzic€Sanas redzamie pavadosie elementi — mimika,
zesti, kustibas” (Fischer-Lichte, 2010b: 7). Arpusmuzikalas “darbibas” kliist par prioritaru
miuzikas izteiksmes Iidzekli, muzikalie elementi — par sekundariem performances
paliglidzekliem. Ta ir sava veida makslinieciska muzikala provokacija: ,,Instrumentalais teatris
noraida muzikala strukturalisma zinatnisko kategoriju, atdala un atsveSina miziku ne tikai no
sisttmam, koncepcijam, determinacijam, tehnikam wu.c., bet ari no lietam, paradibam,
fenomeniem” (Kapaes, 2014). Karajevs atzist, ka “instrumentu teatris ir ari absurda teatris
(Semjuels Bekets, Ezens Jonesko, Jans Mrozeks), jo miiziki nevis sp&l€ instrumentus, bet “sp&lé
teatri”, un ta rasanas laiks pec Otra pasaules kara ir estétisks ,,grudiens” un kultlirprocesu
izvirdums” (Kapaes, 2014). Saja sakara zimigs ir Farhada Karajeva skandarbs Gaidot... — mizika
izpildisanai (no krievu val. ucnoanenue), atskanosanai uz teatra skatuves, kas ir rakstita ka
Beketa Godo gaidot muzikala parafraze. “Instrumentalais teatris ir ka énu teatris, kam raksturigs
paradoksalais dualisms — kontrasti: ledus un liesmas, amurs un lakta, gaisma un €na, ,,Baltais un
Melnais”, fiziki un liriki...,” poetizé Karajevs (Kapaes, 2014).

Péc Marinas Visockas domam instrumentala teatra raksturigas iezimes ir $adas:
adeterminacija, paradokss, metaforisms, absurda komisms ka instrumentala teatra izpausme;
skanas dramaturgija ka prioritarais instrumentala teatra izteiksmes lidzeklis; postmodernisma
paradoksalais dualisms; divkarSs kod&jums (teatris teatri, pat teatris kvadrata ka instrumentala
teatra estetiska dimensionala koncepcija); miizika muzikd un variacijas par miziku ka
instrumentala teatra makslinieciskais virsuzdevums; citati un to dramaturgiskas funkcijas ka
instrumentala teatra valodas vert€jums, hepenings ka instrumentala teatra un hepeninga identitate
(Beicomkas, 2009). Muzikalas valodas konteksta interesanta ir M. Visockas teze:
“Komunikacijas sabrukums noved pie valodas — komunikacijas lidzekla un instrumenta —
sabrukuma,” un termina minus-komunikacija lietojums. Nosléguma tiek piedavata atzina, ka
“mizika un kompozicija ir grandioza un daudzSkautnaina mistifikacija” (Beicoukas, 2009).

Vertgjot instrumentalo teatri, Janis Torgans norada ar1 uz parspilé§jumiem instrumentala
teatra istenosana: “Ir lasits par opusiem, kuru gaita atskanotajs izgerbjas, kails sézas vanna un
izvilina dazas skanas no ¢ella u.tml.” (Torgans, 1983: 25).

Instrumentala tedtra Zanra radanas vésturisko rezumé&umu piedava Tatjana KuriSeva: ,,S
intensiva procesa [muzikas teatralizacija] galarezultats ir 20. gs. mizikas makslas fenomens —
instrumentalais teatris, kura divi svarigakie izpausmes veidi — priekSnesuma (izradiSanas) teatris
(krievu val. meamp npedocmasnenus, noka3) un pardzivojuma teatris (krievu val. meamp
nepesicusanusi, nepesonnowenus) ir 20. gs. instrumentalas miizikas attistibas pamats un galvenie
virzieni” (KypsimeBa, 1984: 38-44). Vina norada ari uz instrumentala teatra (instrumentalas
miizikas teatra, muzikas instrumentu teatra) Ipatnibam (performanci, instrumentalo teatri ka
spéles koncertzanru un komponistu ka aktieriskas telpas rezisoru) un izteiksmibu (komplekso
iedarbibu uz skatitaju / klausitaju, spéles stihiju, jaunu kontaktu mekl&jumus ar izpilditajiem un
daudzpusigu kontaktu mekl€jumus ar klausitaju, jaunu akustisku iesp&u un risinadjumu
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mekl&jumus, skatitaju / klausitaju telpas paplaSinasanos un modifikaciju, kas ari izpauzas ka
teatralitates mobilitate tas neprognoz&jama iesp&jamiba ikkura vieta un laika un ,,lomu” pardale
starp klausitaju un izpilditaju (Kypseimesa, 1984: 38-44).

Ipass instrumentala teatra gadijums ir t.s. muzikalais hepenings — absoliti performativa
multiprofesionala akcija, kad muzikala opusa laika notiek apzinatas komponista partitira
paredzétas skatuviskas un performativas darbibas. Savdabigs hepenings ir gan Alfréda Snitkes
1. simfonija, kuras polistislistisko tehnologisko risinadjumu Marks Aranovskis nodévéjis par
“muzikalo Babeli” (Apanosckuii, 1979: 160). Piedavajot §is simfonijas analizi, M. Aranovskis
norada uz savdabigo muzikali teatralo pirmsspéli (krievu val. npeouepa), kur “mizikas ka
sakartotas skanas secibas tapSana realizéta ka skatuves darbiba” — miiziki pa vienam uznak uz
skatuves, pretéji J. Haidna iecerei — pa vienam aiziet prom (ApanoBckuii, 1979: 159-170).
,Instrumentu skanoSanai japasaka prieksa klausitajam, ka skana biis personazs” (ApaHOBCKHIA,
1979: 166). Interesanta ir arT atsauce uz krievu reZisoru Jurija Zavadska un Jurija Lubimova ideju
dramatiskaja teatrT ieklaut teatra darbiba skatitaju zali un foajé. Hepeningi un performances ir
20. gs. tetralitates izpausmes, kuras raksturo teatra zanra klatbtitni visos makslas veidos un rada
pilnigu saplismi, tacu te diferencet miuzikas, teatra un citu makslu robezas ir praktiski
neiespéjami. Saja konteksta var izcelt instrumentala teatra zanru ka absoliiti unikalu, kur notiek
argjo ietekmes un iedarbibas faktoru sintéze ar ieks$€ju teatralitates izpausmi. Tiesi izteiksmes
lidzekli kombinacija ar saturu rada divu makslu — mizikas un teatra — mijiedarbibas un
komunikacijas aktu, kur instrumentalais teatris darbojas gan ka zanrs, gan arl ka izteiksmes
lidzeklis.

Lai gan instrumentala teatra zanrs tira veida J. Karlsona jaunrad€ sastopams loti maz, tikai
jauniba ka eksperiments, teatralitates zime jauSama daudzos vina vokalajos, kora un
instrumentalas kamermiizikas zanra darbos. Tap&c runaSu gan par instrumentalo teatri
J. Karlsona dailradg, gan ari par teatra zimém (elementiem) $ajos muzikas zanros, kuru izpausme
daudzos gadijumos ir daudz tuvaka ieks€jai pardzivojuma teatra, nevis ar&jai prickSnesuma teatra
1Zpausmel.

Teatra zimes Jura Karlsona instrumentalaja teatrt

Instrumentala kamermuzika ir loti plasi parstavéta J. Karlsona skandarbu saraksta. Te ir
gan skandarbi solo instrumentiem, gan dueti, gan trio un kvarteti*. Daudzos gadijumos ta ir
starpzanru mizika, kas ir tuva sakralajam ceremonialam. J. Karlsona solo kamermizika ir
rakstita tikai taustininstrumentiem (klavieres, @&rgeles, klavesins), klaviermiizika doming
konceptualas sonates un bérnu miizika (preltdijas, latvieSu tautasdziesmu apdares), skandarbos
divam klavierém doming& bérnu mizika un polifonais Preliidijas un fiigas Zanrs, turklat ar visa
cikla realizacijas méginajuma tendenci (darbi ir dazadas tonalitates), taustininstrumenti ieklauti
ar1 visos duetos, trio un ar1 kvartetos. Muzika klavesinam aprobeZojas tikai ar vienu skandarbu,
savukart zanriskais piedavajums &€rgelmuzika ir pietickami plaSs un koncentréts — barokala
polifonija, romantiska fantazija un poéma ka ari ,,pilnveértiga” ergelu sonate. Zimigi, ka diviem
celliem domatajos darbos ir impresionistiski konceptuals filosofisks zimes véstijums.

20. gs. otraja pusé daudziem komponistiem akadémiskas klavieres nav aktuals miizikas
instruments, jo klausitajam griiti no jauna piedavat ko inovativu un saistoSu. Savukart J. Karlsons
izmanto $a instrumenta bezgaligas tembralas un tehniskas iespgjas. Karlsona dailradé nav
parstavets klasiskais klavieru trio zanrs — visi komponista trio ir ar pasaminstrumentiem, kur
doming flauta, kas kombingjas ar vijoli vai ¢ellu. Tacu ir sastopams klasisks klavieru kvartets un
stigu kvartets; daudzi kamermiizikas darbi ir raduSies péc konkrétu makslinieku iniciativas
un/ vai ir veltijumi tiem. Tas arT nosaka sastava Ipatnibas un specifiku.

! Klavieru sonites var analizét arT koncertiskuma problémas konteksta.
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Komponista kamermiizikas zanra darbos redzams koncertiskuma un spéles elements, kas
arl ir viena no teatra telpas zim&€m. Tacu instrumentala teatra zanrs tira veida J. Karlsona dailrade
sastopams maz — tikai ka daiJrades eksperimenti jauniba. Atbildot uz Ingridas Zemzares
piesardzigo jautdjumu par skanumakslas teatralizaciju, J. Karlsons skaidro savu nostaju sadi:
“Es, ta sakot, ,,izeju” no klausitaja. Klausitajam jak]ast par skatitaju, nevis otradi, jo tajos [paris]
darbos, kur es So problému risinu, domaju pirmam kartam par miiziku. Lai ta bitu reljefaka,
saprotamaka...” (Zemzare, Pupa, 2000: 231). Te teiktais pilniba sasaucas ar J. Karlsona miizikas
teatralitates skaidrojumu.

Spilgts J. Karlsona instrumentala teatra eksperimenta piemérs ir Dialogs vijolei un
klavesinam, kur ka dialogs realiz€jas suveréna performativa eksistence — vijolnieks uznak uz
skatuves pirmais un atrak ar1 aiziet prom, savukart pianists pievienojas un aiziet vélak par
vijolnieku. Katrs miizikis darbojas “pats ar sevi”, radot paralélas dramaturgijas realizaciju.
Papildu teatralitates elements ir noslédzoSais zvana sitiens — visticamak, rezumé&joSakais un
butiskakais dialoga kopsp€les moments — Soreiz ka zime, kas iezZime nevis izrades sakumu,bet
gan tas beigas. Lidziga divu dimensiju uzbive, paraléla dramaturgija un personazu suverenitate
ir vairak raksturiga vokalajai, nevis instrumentilajai miuzikai (Stberta Dubultnieks,
Rahmaninova Seif labi u.C.), ta nav svesa ari Karlsona vokalaja dailrade.

Tiesi instrumentala kamermizika ir Karlsona teatra zimju lielakais koncentrats. Daudzos
Karlsona instrumentalas kamermiizikas skandarbos tas izpauzas ka t€li, vizijas un simboli, kas
iegiist daudznozimigu filosofisku véstijumu (Smilsu laiks, Smilsu vejs, Zimes u.c.). Trio Smilsu
laiks aktualize laika parejosas vertibas un cilvéku bezatbildibu ta iznicko$ana: “Kas laiku skaitis,
ja dzivosim tik neapdomigi? Vai tikai smiltis?” (Karlsons, 1988) Smilsu véjs diviem celliem un
magnetafona lentei, kas “saista ar poétiski un t€lainu tvertu noteiktas dabas noskanas att€lojumu”
(Resnis, 1989), aicina aizdomaties par smil$u netveramibu un neatkartojamibu. Ipasa filosofija ir
skandarba mobilitate — magnetafona lentes un divu ¢ellu aleatoriskais izmantojums padara to
katrreiz jaunu un neatkartojamu: “Lai gan po@mas teksts ir stingri fiks€ts, tas allaz biis mainigs
ka vg&ja rotala ar smiltim un lidz ar to klausitadjam So skandarbu ir iesp€ja dzirdét tikai vienu
reizi” (Resnis, 1989).

Viens no nozimigakajiem pédgja laika sacergjumiem ir Trio flautai, klarnetei un klavierém
Zimes. Pats autors par So darbu sava anotacija kompozicijas meistarklasés Berlin€ raksta: ,,TO
aicindja uzrakstit tris izcili Latvijas miziki. Kompozicija sarakstita 2011. gada decembri. Tai ir
laimigs miZs, jo piedzivojusi daudzus atskanojumus un vairakus izpilditajsastavus. Kapéc [tads
nosaukums] Zimes? Nu, pirmkart, jau nosu zimes, visdazadakas. Tacu ir ari vél kada cita nozime.
Skandarbu rakstiju savas lauku majas rudeni. Kada pécpusdiena izdzird€ju aizlauztu skanu kori.
Izgaju darza un ieraudziju, ka pari majai, kas atrodas kalna virsotné, lido loti liels dzervju kasis —
kadi 150 putni. Vingu sasaukSanas bija tik emocionali iedarbiga, ka sajutu vinu skumjas, ka rudent
jalido prom no savas dzimtenes uz siltajam zemém. Ja rupigak ieklausisieties instrumentu
savstarpgjas saspéeles, varbiit spésit rast asociacijas ar dzervju skumjo atvadu dziesmu. Trio ir tris
dalas. Tas visas vieno dazas zimigas intonacijas. Bitiba tas ir tads neliels concertino” (Karlsons,
2014c). So skandarbu augsti novértgjis jau ieprieks citétais Ksistofs Meijers, atzistot, ka ,,Trio
[Zimes] parsteidz ar energiju un harmonijas originalitati” (Meijers, 2014).

Koncertzanram piemitosa t€lu personifikacija un individualizacija rosina komponistu
izveidot jaunu $1 skandarba versiju. Aktuala ir ideja par Concertino flautai un klarnetei ar
orkestri — vl viens Zanriskas mobilitates un transformacijas piemers.

Vel 1patngjak sakrala tematika un instrumentala teatra sintéze ir Tstenota viena no
komponista jaunakajiem skandarbiem Menessgaismas darzs (2013), kas péc zanra var€tu biit
vokali instrumentala poéma-vizija. Tas ir veltijums saksofonistam Artim Simanim, &rgelniecei
Kristinei Adamaitei un dziedatajai Guntai Gelgotei-Davidéukai. Saja darba tiek izmantoti divu
Poruka dzejolu kompilacija, kas vislabak realizé skandarba koncepciju — sakralas tematikas
transformaciju sakralaja simbolika. Pretgji Adoratio sakrala t€ma te ir prioritara, dominé
asociacijas, ko rada sakralo simbolu sist€éma, nevis konkréta ar€jas teatralitates inspiréta sakrala
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procesija. Verbalais teatris izpauzas ka simbolu zimes, nevis sizetisks literars vestijums:
,Kompozicijas idejas ass ir religiskas ceremonijas asociacija — mises centrala dala, kad par
klatesoSajiem tiek pacelta dievmaize — ka uzlecoss Méness, kas apgaismo mis, radot patiesibas
celu: upurésana, pieligsme, apzinasanas, atbilstiba, trausla ceriba, zaudejums un apskaidriba,
dvéseles lidzsvars...” (Karlsons, 2014d). J. Karlsonam tuvie télu pretmeti — ,,spécigas emocijas
un kontrastu dramaturgija” (Karlsons, 2002) — ir aktuali arT sakralaja kamermiizika.

,,Lai izprastu un patiesi uztvertu jaunu (citu) skandarbu (jebkuru makslas darbu — gleznu,
literaru sacer&jumu, arhitektiru u.c.) ir nepiecieSama asociativa pieredze, kas ietver gan
intelektualo pieredzi, gan profesionalo pieredzi, gan emocionalo pieredzi. Tikai tad, kad visas §1s
pieredzes saslédzas viena sisttma, mums rodas iesp&ja tuvinaties makslas darba butibai.
Pasvitroju — tuvinaties. Visu atklat mums neizdosies, jo ists makslas darbs vienmér paliks
noslépums. Tas dzimst no dv&seles nojautam” (Karlsons, 2014d). Luk, tads ir §1 skandarba,
sakralas mizikas un visas Karlsona dailrades kredo. Sie darbi, ko var dévét par
,Mikroadoracijam”, piedava vokala un instrumentala teatra sintézi, ir savdabigs starpzanrs —
pareja no instrumentalas uz vokalo kamermiiziku.

Jura Karlsona vokalais teatris

Savdabiga ir instrumentala teatra izpausme vokalaja miizika. Vokala zanra “genétiskais
kods” (baxtun, 1979) a priori ieprogramm¢ §Ts miizikas teatralitati. Vokalas miizikas teatralitate
spilgti izpauzas pat ,,intimajos” kamermiizikas vokalajos zanros — solodziesmas, romancgs, it
seviski vokalajos ciklos. F. Siiberta aizsaktie vokalie cikli Skaista dzirnavniece un Ziemas
celojums ka ari R. Simana Dzejnieka mila un Sievietes mila un dzive biitiba ir monodramas,
monooperas, vienas personas dzives ,,inttmas lappuses”, kur tekstam ir izSkiroSa nozime ,,teatra
izrades” saturiskas slodzes atklasmé&. Vokalists, dziedatajs principa ir vairak aktieris, kur§ tiek
speciali apmacits aktiermeistariba ,,darboties uz skatuves” operas uzvedumos. Tadél tas
instrumentalais teatris, kura tiek izmantota ari dziedaSana, ka teatrals tiek uztverts krietni
spilgtak neka firi instrumentals — lidzigi ka visa vokala miizika. To var sasktait jau F. Stiberta
vokalajos ciklos, par A.Sénberga melodramu Meénessérdzigais Pjero un L. Berio Sekvenci
nemaz nerundjot, kuri principa ir saceréti aktrisei, nevis dziedatajai, veidojot verbalo teatri.
Vards un skatuviska darbiba klust par miizikas izteiksmes Iidzekli, tadejadi instrumentalaja teatr1
vérojama interpreta multispecializacija; performances dalibnieks (mizikis vienlaikus ir
dziedatajs, dejotajs, aktieris un reiz€m ari skatitajs) ir teatralais elements, kas sak iezimét ne tikai
zanru, bet arT profesiju integraciju. Melodeklamacijas gadijuma aktieriskajam tekstam ir
prioritara loma — miuzika tikai ilustré verbalo priekSnesuma aspektu. Vokalas miizikas
piedavajums ir arkartigi pla§s — no dziesmam un romancém lidz dzejai un dzejoliem ar
pavadijumu (P. Plakida Tris O. Vaciesa dzejoli mecosopranam un klavierém). Jo lielaks teksta
(varda) 1patsvars un slodze skandarba, jo plasakas teatralitates iesp€jas paveras autoram.

Ar tekstu saistitu tekstualo zanru un formu izmantoSana prasa savu teatralitates izjltas
specifiku, atkariba no varda ka teatralitates nes€ja izmantoSanas kapacitates un Ipatsvara. Varda
izmantoSana ir atSkirigas pieejas. Sastopami vokalie Zanri, kur vards ir ar&jas teatralitates nesg;js,
tam ir izSkiroSa saturiska slodze. V&l vairak — tajos apvienojas vokala un instrumentala
teatralitate, aktieriskais elements ir svarigaks par vokalo meistaribu (F. Stiberta balade Meza
kénins; M. Musorgska vokalais cikls Naves dziesmas un dejas, G.Sviridova Dziesmas ar
R. Bernsa vardiem, verisma operas u.c.). Dziedataji ir ar1 aktieri, darbojas ka teicgji, vestitaji, un
ir novérojama lielaka t€lu personifikacija un zanra robezu paplasinaSanas. Viens no pirmajiem
komponistiem, kas miizika méginaja mérktiecigi un apzinati uzsvert vokala teksta psihologisko
ninasétibu, akcentgjot vélmi p&c patiesibas miizika un izcelot varda muzikalas intonacijas, bija
krievu komponists Aleksandrs Dargomizskis (7Titularais padomnieks, Vecais kapralis u.c.). Tas
ir raksturigs gan teatraliz€tajam, skatuviskotajam francu 20 gs. 30. gadu oratorijam (A. Onegers,
ar1 1. Stravinskis), K. Orfa muzikalajam teatrim (Skatuves kantate Carmina burana), jo it
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seviski — A. Senberga melodramai Méness (ménessérdzigais) Pjero. Turklat taja tiek izmantota
ipasa deklamacijas forma un veids, lai izceltu un pasvitrotu teksta teatralitati — dziedruna (vacu
val. Sprechgesang). Vel specifiskaka teatralitates pazime ir teksta ka runas, nevis dziedajuma
izmantojums. Runatais tekts vienmér spilgtak iedarbojas uz klausitaju neka dziedatais tekts, jo
tuvina miiziku teatra zanram.

Lidzas tam ir vokalie zanri, kuros doming icksgja teatralitate, kad vardam nav 1pasas
saturiskas un sizetiskas nozimes. Vards klust par miizikas izteiksmes lidzekli, veidojot verbalo
teatri. Piem@ram, 1. Stravinska sint&tiskais zanrs opera oratorija Kenins Edips rakstita latinu
valoda, K. Orfa skatuves kantaté Carmina burana izmantoti viduslaiku teksti senaja bavarieSu
dialekta, ko neviens vairs nelieto un ar1 nesaprot. ArT Imants Kalnins ir skaidri deklarégis,vka ir
spEjigs uzrakstit vokalu darbu, kura teksta pamata izmantota... telefona gramata®. Sados
gadijumos miizikas teatralitate ir prioritaraka un svarigaka par teksta teatralitati. Teksta klatbutne
lauj konceptuali parskatit vokalo darbu zanriskas robezas — vokalas miizikas teatralisms rada
iesp&ju ari ta skatuviskajam iemiesojumam. Ta, pieméram, ir iestudéts Gavrilina vokalais cikls
Kara vestules; oratorijas vispar dalgji ir teatrali uzvedumi, un esmu parliecinats, ka katra
vokalaja darba, it seviski vokalaja cikla slépjas teatra izrades potencials.

Vokalas kamermiuzikas Zanru J. Karlsons ir kopis loti riipigi. Te sastopamas gan atseviskas
solodziesmas, gan vokalie cikli. Turklat pretgji simfonijas zanra decentralizacijai un
dekoncentracijai vokala teatra Zanra attistiba vérojama evoliicija un centralizacija — komponists
dailradi sak ar solodziesmam, bet turpina un noslédz ar vokalajiem cikliem.

Interesants ir viens no J. Karlsona pirmajiem eksperimentiem vokalaja teatra lauka —
vokalais cikls Tris monologi mecosopranam ar klavierém ar 1. Ziedona dzeju (1975), kas arT ir
viens no raksturigakajiem vokala instrumentala teatra Zanra piedavajumiem latvieSu vokalaja
miuzika. Autors stasta: “Pieme&ram, Trijos monologos viss izriet no ta, ko sniedz Imanta Ziedona
dzeja. Es pat teiktu, ka te esmu pierakstijis dazas notis Imanta Ziedona dzejai, ka ta ir vina dzeja
mana skatfjuma. Savukart Ilga Tiknuse ar savu teatralo pasniegSanas veidu — teatralo $§1 varda
vislabakaja nozimé — piespiez klausitaju uztvert ciklu tikai ta, ka velgjies autors un tikai ta, ka
vélas interpreti — vina, soliste vokaliste, un pianiste Rima Bulle. Tap&c un vienigi tapéc man $aja
cikla bija vajadziga neliela deva teatralizacijas — koncertmeistare, kas spélé pa klavieru stigam,
nevis pa taustiniem, soliste, kas brivi staiga pa skatuvi un briziem dzied, pagriezusi pret
klausitajiem muguru... Nav ko apvainoties... To tacu dikteé dzejas un miizikas t€lainais saturs,
autoru un izpilditaju makslinieciska logika...” (Zemzare, Pupa, 2000: 231-232).

Turpmakaja vokalaja dailradé analogu piemeéru J. Karlsonam nav, argjo teatralitati nomaina
ick$€ja teatralitate, kas ir dramaturgiski pardomata un saturiski sakartota. Miizikas impulss dzejai
notiek pe&c rupigam kada dzejnieka literatiiras studijam. Daudzu vokalo darbu dzejas autori
ieraudziti, stradajot pie baletiem (Blaumanis, Aspazija) vai teatra izradém (Rainis), turklat dzejas
muzikalais talakais vert€§jums notiek secigi: sakuma top dziesmas ar Raina dzeju, t.sk. krievu
valoda (Slobodskas gubernas diptihs), tad vokalais cikls, tas pats notiek arl ar Aspaziju un
Ziedoni (vainagojums ir Simfonija koncerts). Seviski aktuala komponistam ir Raina — Aspazijas
téma un personibu attiecibu linija, kas ir 1pasa 2015. gada jubilejas konteksta®. Rezonanse ar
Siem abiem autoriem ir arkartigi plasa un zanriski daudzveidiga.

Vokalais cikls No ilgu slapém ir Raina intensivo studiju rezultats. P&c Jazeps un vina brali
iestudéjuma Dailes teatri 1981. gada komponists saka studét Raina dzeju, lai peéc iesp€jas
butiskak atklatu dzejnieka telu pasauli: “Tas emocionala un filosofiska iedarbiba rosinaja manu
fantaziju. Rezultata tika uzrakstiti vairaki darbi, taja skaita ar1 dziesmu cikls No ilgu slapem, kur$
pabeigts 1982. gada [..]. Cikls veidots cie$a sadarbiba ar ta pirmo interpretu Ingu P&tersonu,
kuram darbs ar1 veltits. Taja ir piecas dziesmas, kuras vieno kop€js moto: “No ilgu slapem —
atkal un atkal dzer,/Ar katru malku — vairak un vairak slaps./— Un nevar atdzert dzila
dvésele / Toposas pasaules dienas daile” (Karlsons, 1982b). Bitiski, ka, neraugoties uz vardu ka

2 P&c J. Karlsona vardiem, “no telefona gramatas izradi uztaisit esot bijis gatavs Eduards Smilgis” (Liisina, 2013).
$Raina un Aspazijas jubilejas gads.
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literaro programmismu, papildu programmisms Seit ir ari moto, ko komponists atrod Raina
dzejas rindas. Divkarsais literarais impulss ir raksturiga J. Karlsona vokala teatra zime —
skandarba ieks¢€ja satura atklasme.

Komponists ilgi meklé sev un sabiedribai aktualu dzeju. Tads ir ari vokalais cikls ar
A. Kenina dzeju Klusas dziesmas. Programmatisma bonuss un papildinajums Klusajas dziesmdas
ir klusuma zimes semantika, kas saskatita A. Kenina dzeja. Tas aktualitati komponists motive
sadi: ,,Es ilgi ,nésajos” ar Ata Kenina krajumu Majup. Man jau, redz, ta latvieSu klasika
,briesmigi” patik — gan dzeja, gan dramaturgija... To lasot, vienmér kaut kas norezong”
(Vaivode, 2001). A.Kenina dzeja ir loti aktudla: “Sodien ir tik daudz burzmas, tik daudz
negativa, launuma un karu, pasi esam sabojati, un musu valoda — degrad@jusies. Un, kad man
jauta — kapéc, rakstot kormiiziku un solodziesmas, nemu Blaumani, Aspaziju, Bardu, Ziedoni,
Vacieti, atbildei noder vinu valodas bagatiba un neparasti asociativais piepildijums. Un tada ir ar1
Ata Kenina dzeja” (Karlsons, 2003b).

Klusuma trikkums, nevis ta klatbiitne ir J. Karlsona dailrades aktuala zime: “Dziesmas
patieSam bius klusas. Laika, kad esam skali, burzmaini, trauksmaini, nervozi, apjukusi, karojosi,
A. Kenina dzeja atradu to, péc ka ilgojas sirds — milas liriku, skaistu valodu. Talu prom no
ikdienas steigas” (Lusina, 2003). Un papildina: ,,Lasot Keninu, esmu iedomajies, ka muzika
var€tu bit tada loti klusa, knapi, knapi...” (Vaivode, 2001). Kluso dziesmu vadmotivs ir zvans,
kas papildina darba iek$€jo teatralitati ar bagatigu pieredzes vértejumu: ,,Klusdas dziesmas ar
zvana lidzdalibu ir ka asociaciju un aliiziju palete, tur ir it ka daudz pazistamu intonaciju”
(Liepina, 2003).

Interesanti, ka pec Klusajam dziesmam vokalas kamermiizikas lauka komponists
J. Karlsons nav stradajis nu jau gandriz desmit gadu. lesp&jams tapéc, ka sasniegtas virsotnes
$aja zanra (Vokalie cikli Zemes déls, Rudens stars®, No ilgu slapém, Klusas dziesmas) ir tik
spilgtas, ka tas parspét paSam komponistam ir griiti un pat neiesp&jami. Varbit tapec, ka zZimju
un simbolu sistéma ir izsmelta pilniba un tiek mekletas jaunas aliizijas un asociacijas. Varbiit
tapéc, ka parbagatais latvieSu vokalas kamermiizikas piedavajums ir tik daudzveidigs, ka Saja
lauka ir apgritinata Zanra inovativa aktualizacija (pieméram, O. Gravisa, M. Zarina, R. Kalsona,
P. Dambja, P. Plakida, A. Maskata un A. Vecumnieka vokalie cikli). Bet varbut galvenokart
tapec, ka J. Karlsonam ir tik loti augstas prasibas pret dzeju, ka tas mekl€jumi aiznem vairak
laika neka pats miizikas sacer&Sanas process. J. Karlsons mekle dzeju; mizikai vigpam ir
vajadzigs nevis teksts, bet gan dzeja. Ne velti sava darbu kataloga savu dziesmu vardu autoru
komponists norada nevis ka teksta, bet gan ka dzejas autoru, ar to akcent&jot augstvertigas
literaras vertibas nepiecieSamibu ka savas kompozicijas verbalo pamatu.

Dzejas makslas vertgjums komponistam ir tik po€tisks vestijums, kas pats par sevi var
pretendét uz verbalas makslas literaru paraugu. J. Karlsons dzeju salidzina ar miziku, 1pasi
akcentgjot So abu makslu intimitates, nepabeigtibas un daudznozimibas identitati: “Dzeja ir
saistitas valodas visaugstaka pakape, visbriniskigaka izpausme — dzimusi nojautu, zemapzinas un
parapzinas gandriz netveramaja plisma. Ta ir ka mirklt sastindzis vizijas brinums. Dzeja ir
miizikas masa. Dzeja top pardzivojuma, tapat ka muzika. Dzeja saklausams kads apslépts, intims
stasts, tapat ka mizika. Dzejas skaistums ir tas daudznozimiba, tapat ka mizika. Dzeja ir
makslas vertiba pati par sevi. Maksla inici€¢ makslu” (Karlsons, 2014d).

Tekstu atlas€ komponists ir izveligs, So darbu veic loti riipigi, izmantojot galvenokart
pagatnes un misdienu latviesu klasiku varsmas (Rainis, R. Blaumanis, F.Barda, A. Caks,
O. Vacietis, 1. Ziedonis). J. Karlsons patlaban meklé aktualu dzeju un dzejnieku, to nerodot,
keras pie dzejas pats un tadu rod sakralaja pasaulé (latinu teksts Le lagrima dell” anima) vai
Poruka sakralaja filosofija Meénessgaismas darzs.

Lidzas augstvertigai latvieSu autoru klasikai nav sveSa ar1 krievu klasikas dzeja. Vokala
teatra virsotne J. Karlsona dailrade — muzikali dramatisks monologs mecosopranam un

“Rudens stars ir Aspazijas personibas un baleta Sidraba Skidrauts inspiréts.
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simfoniskajam orkestrim Atvadu vakars (krievu val. Beuep paznyx) ar Annas Ahmatovas (istaja
varda Anna Gorenko, 1889-1966) dzeju (1981) — ir gan vokali simfonisks tekstuals darbs, gan ar
spilgta un perfekta monoopera, atbilstosi visam monoizrades zanra prasibam, izraisot asociacijas
un paraléles ar F.Pulenka (Francis Jean Marce Poulenc, 1899-1963) operu — monodramu
Cilvéka balss (La voix humaine (1959), FP 171) Autors stasta, ka ,,Ahmatova [80. gados] bija
nevis aizliegta, bet [gan] neieteikta. Mani tas ieinteres€ja, tapéc saku lasit visu Ahmatovu no
sakuma lidz galam. Saliku visu Atvadu vakara libretu pats. Manu operas libretu veido pieci
dazadi dzejoli dazados laikos un vietas sarakstiti (1911-1915), brivi izveléta sakartojuma. [Man
bija svariga] izveidota dramaturgija [ka operai.” (Karlsons, 2012c¢). Ta teatralitate ipasi uzsvérta
pirmatskanojuma anotacija: “Muzikali dramatiskais monologs mecosopranam ar orkestri, I1dzigi
popularajam Zanram “viena aktiera teatris”, biitu saucams par “viena dziedona teatri”. Ta ir maza
monoopera (ieceréta Maija Krigenai®), kura rod izpausmi abas noturigas J. Karlsona intereses —
teatra makslas sapratne, kas iesniedzas ar1 vokalas kamermiizikas joma, un orkestra krasainibas
apbrina. [..] Operas librets [..] rada vienas sievietes dramu ar dzili iek$gji pardzivotu sapi. Viss,
ko mé&s zinam par krievu makslas kaisajoso daudzveidibu, par tas dazado veidu (teatra, dzejas,
miuzikas, t€lotajmakslas) cieSo mijiedarbibu 20. gadsimta sakuma, misu uztveré nesaraujami
saaudzis ar Annas Ahmatovas patétiski jutigas dzejas rindam. Komponists, risinot cilvécisko
attieksmju miizigako problému — milestibu, Soreiz pieversies zinama méra retro stila” (Torgans,
1981).

Perfekti pardomata ir komponista dramaturgija un ari rezija. Ta balstita uz solista un
orkestra pretstatijumu ka dvéseles stavokla argas un ieks€jas izpausmes konfrontaciju:
“Monologa muzikalas t€émas ir savstarpgji saistitas. Bet divas no tam nekad neparadas balst —
sievietes dvéseles argja atklasme. Tas paliek tikai orkestra — dvéseles ieks€jo noriSu paudgja —
zina. Tam ir milziga amplitiida: cilvéka balsij radniecigo klarneti J. Karlsons izmanto tas trijos
paveidos — no augstas, zilbas pikolo lidz dobjajai basklarnetei. Un pirma no instrumentalajam
dveseles ttmam (liktena t€ma) ka zibens parskel sakuma dziesmas fantastisko, burSanai lidzigo
ainu ar tas smalki iezim&to valSveidigumu” (Torgans, 1981) Teksts ,.nac pie manis, ndc pie
manis” (krievu val. ,npuou xo mwue, nmpuou ko mme”) skan ka mistiski buramvardi, ka
apvardosSana (tie nav dziedami, bet runajami) — vél viena papildu teatralitate.

Kontrastu dramaturgiju organiski turpina talaka monooperas virziba: “Otra aina veidota ka
Stpuldziesma, un péc tas atskan otra orkestra t€éma. Tas ir jlgendisks valsis — piesatinats,
nepabeigts, neizteicams. Tresa dziesma ved pie dramatiska lizuma. Un liela ostinato epizode no
trijam dazada garuma t€mam ka milzu skerco sasniedz grandiozu kulminaciju; skerco intonacijas
1zlauzas balsT ceturtaja dziesma, aiz kuras péd€ja izskan ka dzives, nereals noslégums” (Torgans,
1981). Sada dramaturgija rada paraléles ar romantisma laika vokalo ciklu dramaturgiju, kuras
spilgtakais piemérs — R. Simana vokalais cikls Sievietes mila un dzive. Taja sieviete paradita
piecas dazadas simboliskas izpausmés — meitene, milota, ligava, sieva, mate: “Skandarbs ietver
sevl veselu emociju gammu un krasu paleti, bet tai pasa laika tas ir dzili inttms un izsmalcinats.
Reizém ka iluzija, reizém ka dveseles deja tas iet€rpjas valSa virpulojoSos ritmos, veidojot sapigi
aizkustino$u milas un atvadu ainu” (Zune, 2008).

Si darba otrreiz&jais atskanojums komponista jubilejas autorkoncerta 2008. gada
4. decembrT ne tikai aktualizg, bet p&c ilgaka laika legitimizé krievu valodas ka makslas telpas
eksistences iesp&jamibu uz koncertu skatuves Latvijas kultiiras un miizikas telpa un latvieSu
komponistu dailrad@. Tas ir iesp€jams, ja vien dzeja ir ta maksla, kas sp&j uzrunat ar savu stastu
un kurai “piemit 1patn€ja lakoniska forma un muzikalitate un kas pauZz uzticibu esibas
tikumiskajiem pamatiem, dzilu sieviskibu un spécigu pardzivojumu paleti” (Zune, 2008).

Saja atskanojuma komponists ari uzlabo darba pirmredakciju un piedava izmantot vél
vienu zimi — akordeonu ka krieviskas mentalitates simbolu un arT komponista tembralo alﬁzijuG.

> Ar izcilu balss tembru un diapazonu apveltita ievérojama latviesu 20. gs. 70.-80. gadu kamerdziedataja, latviesu
komponista P&tera Plakida dzivesbiedre. Balss amplitiida un nianses lava vinai tapt par izcilu “vokalo aktrisi”.
® Akordeons izmantots ari Miizika simfoniskajam orkestrim 1945.
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Akordeons orkestra vieta izskan pasa skandarba nosléguma, ta veél vairak intimiz€jot un
personificgjot So unikalo monovestijumu.

Jura Karlsona kora miuzikas teatralitate

Ne mazak teatrala ir J. Karlsona kora muzika. Kora muzikas teatra zimes ir cie$i saistitas
gan ar J. Karlsona kora dailrades zimém, gan ar kop&jam kora miizikas teatralizacijas tendencém,
kas petitas Natalijas Kirejevas promocijas darba (Kupeesa, 2010). ,,Simfoniska domasana,
spilgtas krasas, drosmigi dinamiski un koloristiski pretstatijumi piemit ari a cappella kora
miizikai. Kompoziciju pamata visbiezak ir kada konkréta ideja, iecere — kora balsis nereti
trakt€tas tiri instrumentali, Tpasi stradats ar varda izteiksmi. Vards, vairaku vardu kombinacija
biezi kllist par caurviju foné€mu, satura padzilinataju” (Karlsons, 2002).

J. Karlsona kora dailrade ir loti plasa un ietver skandarbus visu veidu koriem (jauktajiem,
sievieSu, viru, z€nu) — gan dziesmas un po€mas, gan a cappella un ar pavadijumu, gan ar ar
instrumentalu Iidzdalibu. Te sastopamas gan tautasdziesmas apdares, gan originaldarbi, sakrala
un laiciga rakstura ievirzes skandarbi, turklat padomju patriotisms mijas ar folkloras elementiem.
A. Klotin§ norada: “A cappella kora dziesmas tas it ipasi izpauzas spilgta melodisma un
hromatisko harmoniju valodas lietojuma un kalpo tiklab pasvitrotai ekspresijai, ka arT kosu
glezniecisku prieks$statu veidoSanai” (Klotins, 2005).

Interesanta ir kora muzikas attistibas tendence — no solo dziesmas Iidz kora simfonijai, ko
var saskatit, ja izverté iezimétas Karlsona kora miizikas virsotnes: kora dziesma — kora cikli —
kora simfonija koncerts — sakrala kora simfonija.

Kora miizikas teatralizacijas tendenci var nosaukt ar1 par kora instrumentalo teatri, kas ir
spilgta paradiba latvieSu muzika 20. gs. 70. gados un ko aizsaka legendarais kamerkoris Ave sol
un ta vaditajs Imants Kokars. Par instrumentalu So kora miiziku var saukt tapéc, ka kora
dziedataji ir tik individuali diferenc@ti un suveréni sava izpausmé, ka sak zaud@t korim
specifiskas ansambla vienotibas un grupas izjutu. Vokalas partijas ir spilgti instrumentalas, prasa
augstu profesionalo meistaribu un vards ir tikai fon&tisks impulss un miizikas izteiksmes
lidzeklis. Turklat gandriz katra talaika kora sacer&uma kora dziedataji darbojas ka aktieri.
Darbiba uz skatuves — dziedoSais celojums pa skatuves telpu — bija neatnemama muzikala
priekSnesuma sastavdala.

Spilgtakais kora instrumentala teatra parstavis latvieSu mizika ir Pauls Dambis ar tam
laikam avangardiskam latvieSu tautas muzikas apdarém, precizak — fantazijam un transkripcijam
par latvieSu folkloras miizikas elementiem jaund folkloras vilna kustibas estetiskaja konteksta.
Tacu analogiski spilgti pieméri mekl&ami ari igaunu Veljo Tormisa (Tormiss, 1930), krievu
Valerija Gavrilina u.c. komponistu dailradée, tikai balstiti uz citu tautu melosu un mentalitati.
Sajos darbos galvenais izteiksmes lidzeklis ir verbala muzikalitate, varda pogtiskums un
fonetiska intonacija, kas klust lidzvertiga melodijai, vardi skan ka notis. Jaunas koncepcijas
latviesu kormiizika iezimé Gundegas Smites promocijas darbs (Smite, 2012), raksturojot 21. gs.
pirmas dekades kopainu un paradot ar savdabigu varda un miizikas teatralu saspéli.

Sada veida teatralitates piemérs J. Karlsona dailradé ir cikls Raganas dziesmas teic&am,
jauktajam korim, instrumentalam ansamblim (1981) un ta priekSvéstnesis — Buramie vardi
jauktajam korim un klavierém (1978). Magija, noslépumainiba, rituals, mistika apvienojuma ar
raganas t€la semantiku turpina tas teatralas asociacijas, kas S§im t€lam piemit no neskaitamajiem
literarajiem un miizikas piemériem (A. Ladova u.c. komponistu simfoniskas gleznas). Miizika
klust par literatiiru un pat ritualu darbibu, vizualu un performativu, rodot paraléles ar
I. Stravinska un K. Orfa maziku.

Savukart kora cikls Neslegtais gredzens, kas ari veltits 1. Kokaram’, piedava teatralu
dramaturgiju  un reziju. leceres domai pieklit liela meéra lauj komponista

720. gs. 70.-80. gadu latviesu kora miizika griiti atrast ka pieméru, kas nebiitu veltitas vina Ave sol.
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dubultprogrammatisms — moto Mans rits bij skaidri balts, | Mans vakars biis sarkana Salts. | Bet
vidii dus vel neizsmelta, | Dus mana diena no zaja zelta: ,,J0 — kaut ar1 dzives gredzenu visi vienu
un to pasu staigdjam, pasaule un laika gaita pastav mainiba, dazadibas, nebeidzamas gaitas,
nenoslégtiba” (Karlsons, 1982a).

,Cikla pirma dala — Mans ezers. Nirb, virmo, spigulo un zib aleatorais fons — mazora
heksakorda skanurindas komplekss. Izteiksmigi runa baltas trihordikas caurvita unisonu
melodija. Bet pasa dzelmé gu] mana sirds, un pukst, un pukst... Dziva, jutiga sirds nirbosas
mainibas vidi. Otras dalas Nac, nakts... galvenie dzejas t€li ir divi — nakts un talums. Tie
uzplaukst valdzino$a harmonisku krasu burviba, klusuma gaisto$as atbalsis, savdabiga bezsvara
noskanas melodika un akordu secibas. Bet tad — sauciens, pavéle: Vidi, vidia! Vida rotalai,
kustibai, laika spélei, dzives ritmam, kad va/a, vala rota dienas, Surpu turpu irst un sienas (Il
dala — Rotala). Ka spél&joties ar skapam, ar zilbém un patskapiem, ar ritma motoriku un
negaiditiem akcentiem. Bet $aja sp€le ir pati dzive — neapstadinama, nepartraucama. Jo gredzens
ir neslégts un neslédzams” (Karlsons, 1983). To, kas Sis skandarbs, kas ir “gleznaina telpas
mizika [un] (...) viena no griitakajam un daudzslanainakajam kora partitiram” (Lusina, 2012), ir
aktuals arf péc 30 gadiem, liecina ta regulara ieklauSana koru repertuara (kamerkoris Kamer...)

Spilgts kora teatra piemérs ir arT viens no beidzamajiem komponista kora veltijumiem
(S3oreiz Marim Sirmajam un kamerkorim Kamér...®) poema Selenes zilie putni (2011). Péc
biutibas — J. Karlsona sarakstits un rezis@ts literarais v&stijums, vien miizikas skanas izteikts.
I. Lusina So darbu verte sadi: “[Koncerta] jaundarbu topa izvirzas Jura Karlsona muzikali
fonétiska spéle ar grieku valodas vardiem Selénes zilie putni — 1sta skanu izt€les glezna, kas,
atgadinot senu, skaistu legendu, izvirza ipasi grutus uzdevumus astonam kora solistém” (Lisina,
2012a).

Sengrieku legenda vésti: “Dieviete Seléne iemil&ja kéninu Endimionu. Katru vakaru vina
iejudza septinus lieliskus zilus putnus sudraba karieteé un devas apgaismot nakts zemi ar
ménesgaismu. Seléne pavélgja zilajiem putniem savakt ménesgaismas pilienus no visas debess
un uz sparniem tos nest Endimionam. Kénin$ katru dienu dzéra pa malkam ménesgaismas dievu
dzerienu, klistot jaunaks un skaistaks. Selénes zilie putni joprojam turpina vakt meénesgaismu.
Pirms ritausmas tie lido ipasi tuvu zemei. Tad var dzirdét maigu méness zvaninu skanu un, ja
laim@jas, var atrast sicinus menesgaismas pilienus. Cilvéki tos sauc par selénu — gaismu, kas
davina veselibu, jaunibu un skaistumu” (Zilinska, 2012). So legendu Karlsons transformé par
muzikalu stastu: “Kad Maris Sirmais rosinaja uzrakstit kompoziciju projektam Méness dziesmas,
atceréjos kadu senu grieku legendu par dievieti Seléni. Mani apbiira senais poétiskais stasts par
milestibas, uzticibas un kaisles speku. Lai realiz€tu ieceri, saku iepazit grieku valodu. Nolému,
ka kora kompoziciju veidoSu ka vokalizi, kura tiks izmantoti tikai vienpadsmit vardi, kas, ieslépti
partitiira, veidos dramaturgijas audumu: Selene, Endimion, Higieia (veseliba), Niata (jauniba),
Omorfia (skaistums), Fos (gaisma), Erotas (milestiba), Fengari (méness), Kianos (zils), Puli
(putns) un Galazinos (debesszils)” (Karlsons, 2012a). Simbolu personifikacija alegoriskajos t€los
ir J. Karlsona — muzikala dramaturga jauna zime; turklat ari tik emocionalaja véstijuma var
saskatit augstu intelektu, komponista profesionalitati un pardomatu racionalu logiku.

Secinajumi

1. Instrumentalais teatris J. Karlsona dailradé cieSi saistits ar kora un vokalo miiziku un
vairak trakt€jams ka vokalais vai verbalais teatris, jo vards komponista teatra telpa ir ne
tikai literara programmisma (un pat dubultprogrammisma) satura nes€js, bet ari spilgts
miuzikas izteiksmes lidzeklis un teatralitates kvalitate.

8 Un atkal vél viens — 20.-21. gs. mijas fenomens — M. Sirmais un vina kamerkoris Kamér-...
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2.  Daudzi instrumentalie darbi raduSies ka vokalo tekstu autoru literaro darbu studijas
rezultats. J. Karlsona dailradé vérojams secigums un sistematiskums dzejnieka dailrades
literara mantojuma muzikalas aktualitates izvertéjuma un iesp&jamaja realizacija.

3. Pretgji muzikalas pieredzes ieprieksgjai praksei J. Karlsona instrumentalais teatris ir vairak
iekSgja, nevis argja teatralitate un uztverams ka teatra telpas zimes, nevis konkréta
skatuviski performativa darbiba.

Summary

Although the instrumental theatre genre in its pure form is seldom used by Karlsons — only in youth as an
experiment — the theatricality properties can be sensed in many of his vocal, choral and instrumental chamber music
opuses. Therefore, instead of addressing the instrumental theatre in Karlsons’ oeuvre, this chapter analyses the
theatrical properties (elements) of these musical genres, manifesting in many cases as internal experience theatre,
not external performance theatre.

The chamber music opuses of the composer feature elements of concerto genre and play (game) — properties of
theatre space. However, in its pure form the instrumental theatre genre in Karlsons’ oeuvre can only be found in the
early works and in experimental forms. A good example of the instrumental theatre by Karlsons is the Dialogue for
violin and harpsichord.

The instrumental chamber music of Karlsons contains the greatest concentration of theatre properties. In many
instrumental chamber music opuses they manifest as images, visions and symbols, gaining ambiguous philosophic
message (Trio Sand Time, Sand Wind for two cellos and tape-recorder, Trio for flute, clarinet and piano Signs).
The instrumental theatre with voice seems much more theatrical than a purely instrumental one, creating a verbal
theatre. The words and actions on stage become means of musical expression, therefore in the instrumental theatre
the interpreter has multiple specializations; the participant of performance (musician doubles as a singer, dancer,
actor and sometimes as audience) is also an element of theatricality that not only co-defines the genre but also
integrates professions.

Karlsons has developed the vocal chamber music genre with great attention. He has created independent solo songs,
as well as vocal cycles. Unlike the decentralization and deconcentration of the symphony genre, the vocal theatre
genre undergoes evolution and centralization — the composer begins to compose solo songs and goes on to create
vocal cycles.

One of the initial experiments of Karlsons’ in the field of vocal theatre is interesting — the vocal cycle Three
Monologues for mezzo soprano and piano with 1. Ziedonis’ poetry (1975) is amongst the most vivid examples of
the vocal-instrumental theatre genre in Latvian vocal music.

The vocal cycle Exhausted by Yearning was created as a result of intensive research of the poetry of Rainis. It is
noteworthy that next to the word being a property of literary programmism, additional programmism is provided by
a motto, found and selected by the composer from the lines of Rainis’ poetry. The doubled literary impulse is a
characteristic property of Karlsons’ vocal theatre — a revelation of piece’s inner content.

The programmatism of the vocal cycle with A. Kenin$’ poetry Quiet Songs is supplemented with the semantics of
the property of silence, found in the poetry of A. Kenins. The absence of silence, not its presence, manifests as a
crucial property of Karlsons’ creative work.

Karlsons selects poetry of the highest standards. In his catalogue of works he indicates authors of not lyrics, but
poetry, thereby emphasizing the role of high-quality literary values as the verbal fundament for his compositions.
Karlsons compares poetry to music, stressing the intimacy, openness and ambiguous identities of these arts.

The vocal theatre highlight of Karlsons oeuvre — the musical, dramatic monologue for mezzo soprano and
symphonic orchestra Evening of Departure (Beuep paznyx) with the poetry of Anna Akhmatova (1981) — is both
a vocal-symphonic composition and a perfect mono-opera. The dramaturgy and direction of the opus is perfectly
implemented and based on the counterpoint of soloist and orchestra as confrontation of the external and internal
expression of the states of soul.

The theatrical properties of choir music are closely related to Karlsons choir music properties and to the general
tendencies of choir music theatralization, described in the latest research paper by Natalia Kireyeva (Kupeesa,
2010).

The choral oeuvre of Karlsons is very substantial and consists of opuses for all types of choirs (mixed, male, female,
boys) — songs and poems, a capella and with accompaniment, as well as with participation of instruments. He has
created folk song arrangements, original compositions, sacral and temporal opuses. Furthermore — in some pieces
Soviet patriotism is combined with elements of folklore. The choral music development tendency is interesting —
from a solo song to a choir symphony.

The choral music theatralization tendency can be called choir instrumental theatre and is copiously present in the
Latvian music of the 1970s. A good example of such theatricality in Karlsons’ oeuvre is the vocal instrumental
theatre — cycle Witch’s Songs for narrator, mixed choir and instrumental ensemble with poetry by O. Vacietis in
seven movements (1981). Its precursor is Incantations for mixed choir and piano (1978). Music becomes a literary,
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even ritual activity - visual and performative. The cycle of choir songs Open Ring offers the composer’s motto —
the property of openness and open-endedness and double programmatism characteristic to Karlsons.

The poem Selene’s Blue Birds (2011) is also a good example of choral theatre. The personification of symbols
through allegoric images is a new property of Karlsons’ musical dramaturgy; the exceedingly emotional message
nevertheless demonstrates the presence of a great intellect, professional composer’s integrity and rational logic.
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Abstract. The subject of mental training has gained a great deal of attention in the field of sports psychology and
various authors have shown that many of the components of mental training transfer successfully to a musical
setting (Green, Gallwey, 2012). Yet the explanations for its success, why this may depend on certain conditions and
whether there are special considerations for musicians, have remained relatively obscure (Johnson, 2003).
Additionally, mental training is more frequently used in both sports and music with already-trained practitioners;
the few studies that explore the components of mental training with children are currently in the field of sport (e.g.
Orlick, McCaffrey, 1991; Julien, 2002; Li-Wei et al, 1992) and therefore do not address the specifics of learning a
musical instrument.

The aim of this paper is to investigate the premise of mental training and to assess opportunities for its use in the
one-to-one violin teaching and learning process of primary school-aged pupils.

The applied methods: Analysis of the scientific literature on mental training, its connections to literature in
neuroscience and primary school age-related studies; teaching observations.

Relevant conclusions: Children from a young age have mental imagery abilities and there are opportunities for the
use of mental training in the violin teaching and learning process of pupils in the primary school age group. A
synthesis of the literature on mental training, neuroscience and empirical teaching observations suggests that for
mental training to be most beneficial, it should be introduced consciously and purposefully within the teaching and
learning process.

Keywords: mental imagery, mental training, primary school students, violin learning.

Introduction

Becoming an artist on the violin requires integration of musical concepts, coordination of
differing motor skills and memory abilities. Since playing to a high standard requires accurate
execution of these — and often from a young age — effective methods of teaching and learning the
instrument are needed from the very beginning of studies. About the technical requirements of
violin playing, there is a plethora of printed contemporary and historical documents, ranging
from self-tutor books to violin treatises and violin methodologies. All detail what outcomes are
desired. Yet the subject of how to effectively reach these outcomes and gain musical concepts is
not widely included in the literature. This process is left up to the individual teacher in their
approach and as such has largely been left to undocumented oral tradition. This is the quasi-
psychological side to violin playing, which has the potential to inspire, motivate, or even deter
learning.

In sports, psychologists have noted that success of learning and performance is greatly
influenced by the type of mental imagery used by athletes in their practice routine (e.g. Morris et
al, 2005; Woolfolk, 1985). In fact, mental imagery is an everyday thought process of seeing or
hearing in the ,,mind's eye,” which may or may not be consciously employed (Kosslyn, 1990).
Using mental imagery consciously, athletes literally visualise, or mentally rehearse, the action or
situation they are preparing for (e.g. Hale, Crisfield, 1998). Mental training integrates the
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conscious use of mental imagery and the awareness of psychological and cognitive components
which influence the learning and performing of a task (Mayer, Hermann, 2011).

Since, similar to sports, the components of violin playing are connected to a series of
cognitive, neural processes, rather than mere external muscular movements and reproduced
musical interpretations, the inclusion of mental training in the violin teaching and learning
process has the potential to supplement and improve the acquisition of technique and develop
musical concepts.

Whilst the components of mental training have been the subject of texts in general music
(e.g. Kloppel, 1996; Green, Gallwey, 2012), they are often only considered as a peripheral part
of the conservatoire-level instrumental learning process (Haddon, 2007) and there are currently
no texts on mental training specifically designed for violinists. Additionally, a further problem
exists: mental training is frequently used both in sport and music with already already-trained
practitioners and the few studies that explore the components of mental training with children are
currently in the field of sport (e.g. Orlick, McCaffrey, 1991; Julien, 2002; Li-Wei et al, 1992);
thus, the specifics of learning a musical instrument with mental training are not addressed.

Whilst the reason for the dearth of literature on mental training in instrumental pedagogy is
not clear, it may be associated with the fact that texts on mental training itself have not yet been
linked comprehensively to the latest researches on mental imagery and mental processes in
neuroscience. Without this, it is more difficult to establish the significance of mental training
within the teaching and learning process.

Another reason for its non-inclusion in educational processes may connect to the fact that a
large proportion of mental training — especially as a part of sports psychology — focuses on
sorting out the problems of the already trained practitioner (Dosil, 2006). Indeed, many concepts
in mental training are concerned with coping strategies — negating the nerves associated with
performance, or solving situations that have lead to tendonitis, or other problems, such as lack of
motivation or poor stamina, which may, in fact, be associated with concepts of posture or stress.
Indeed these issues in their exaggerated form can lead to burnout or depression — major causes
for use of medications in professional musicians (Stegemann, Geretsegger, 2014) and which can
threaten not only musical careers, but also the quality of life. The indication that the use of
medication amongst professional orchestral musicians is rising (Fishbein et al., 1987; Breda,
Kulesa, 1999), suggests that the pedagogical system or approach in instrumental studies may
need to be addressed. What components of mental training that have been used so effectively
with already-trained musicians and athletes could also be introduced into the violin teaching and
learning process of pupils from the beginning of their studies? How could the use and awareness
of mental training from the early stage of instruction help to avert the course of any problems
occurring in the first place?

The Aim of the Research, Material and Methods

To explore the basis of mental training in the scientific literature and to determine its
effectiveness in the one-to-one teaching and learning process of pupils in the primary school age
group (ages 7 to 14).

This paper references the following literature on mental training in music and sports
(Kloppel, 1996; Morris et al, 2005; Eberspiacher, 2007; Connolly, Williamon, 2004; Hale,
Crisfield, 1998; Mayer, Hermann, 2011), mental imagery (Woolfolk, et al, 1985; Hirsch et al,
2006) mental imagery and neuroscience (Kosslyn et. al, 1990; Ganis et al., 2004; Zatorre,
Halpern, 2005; Haueisen, Kndsche, 2001), mental imagery abilities in the primary school age
group (Piaget, 1973; McPherson, 2005), violin pedagogy (Vengerov, Barenboim, Broughton,
2008; Zukerman, 2014), personal teaching observations of pupils in the primary school age

group.
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Before the literature can be analysed and incorporation of mental training in the violin
teaching and learning process can be discussed, it is necessary to define what is meant by the
term “mental training.” This paper will use the term “mental training” to refer to the utilizing of
mental techniques that can be used to enhance teaching, learning, and performance processes. As
such, the term is used similarly to the term “Mentales Training” frequently found in German
publications (e.g. Kloppel, 1996; Mayer, Hermann, 2011; Eberspacher, 2007). In German texts,
this term has been defined as: (1) the process of mentally practising an action without the actual
accompanying physical movement, (Eberspéacher, 2007; Mayer, Hermann, 2011) and (2) the
psychological and cognitive elements which influence the learning and performing of a task
(Mayer, Hermann, 2011). Whilst this term originates from the sphere of sport, it has also been
used in music publications (e.g. Kloppel, 1996; Buyer, 2008, 2009). The two-part definition of
the term ,,mental training” helps to identify relevant scientific literature, which may use differing
terminology — including the Anglo-American terms “mental rehearsal” and “mental practice.”
These terms equate to definition (1) above. Research using the term “mental imagery” will be
also referred to in this paper as an important component part of definition (1) above. “Mental
imagery” has been defined as a quasi-perceptual experience which reflects actual perceptual
experience, but happens in the absence of external stimuli (Thomas, 2014).

The positive effects of mental strategies on performance outcomes in sport and music have
been noted in a variety of studies (Driskell et al, 1994). Interestingly, James Driskell's review of
the efficacy of mental practice on performance outcomes in various studies disregarded studies
which include his definition of mental preparation, since these included the “disparate
techniques” of “positive imagery, psyching-up strategies, attention focusing, relaxation, self-
efficacy statements and other forms of cognitive or emotional preparation” (Driskell et al, 1994,
481). In practice, however, authors have noted that these are the exact components that dictate
the success, or failure, of a mental practice routine. Indeed, Sports author Tony Morris notes that
positive images must be formed in the mind, otherwise repeated negative images based on one
where the athlete breaks down at the “point of maximum effort,” for example, can inhibit
performance (Morris et al, 2005, 5). Other sports authors have noted similar phenomenon (e.g.
Woolfolk et al, 1985; Hirsch et al., 2006). As a result, authors in both sports and music have
cited relaxation techniques as an important basis of mentally-generated exercises (Morris et al,
2005; Kloppel, 1996; Li-Wei et al., 1992). It would therefore seem from the practical use and
observations of mental training that both definitions of the German term ,,Mentales Training” are
indeed important in a study of mental training and will be used accordingly in this study.

Formation of Mental Imagery. Mental training could not occur without mental imagery,
since it is the manipulation of this which enables the mental practice or rehearsal of an action
(see Morris et al, 2005, Amasiatu, 2013). Interestingly and important for this study, is the fact
that mental imagery does not have to be especially created, or imaged, on purpose — it is an
everyday mental process that is spontaneously created, consciously or not (Kosslyn et. al,1990).
A general example of this would be in memory recall — thinking about how many windows there
are in the living room (Kosslyn, 1995), or thinking about whether one sound (such as a cat's
meow) is higher or lower in pitch than the sound of a blender (Kosslyn, 1995, 1335).
Additionally, reading a story and visualising the characters and events in that story (Sadoski,
1985) is also an example of the way imagery is used in everyday circumstances. Indeed, imagery
exercises can involve any of the senses — visual, haptic, motor, auditory, or any combination of
them (Thomas, 2014). Stephen Kosslyn's survey of everyday mental imagery found that whilst
visual mental imagery was the most commonly used, the experience of auditory imagery was
actually stronger than visual mental imagery (Kosslyn et al., 1990).

It could be argued that the process of playing the violin encourages a specific set of quasi-
spontaneous imagery. The need for violinists to produce self-regulated pitches and sound colours
almost requires the player to match practically that which has already been mentally imaged.
Additionally, the appropriate motor movement for these sounds to occur must be prepared in
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advance. Pinchas Zukerman noted in a masterclass given at the Royal College of Music in
London, the importance of preparation in playing the violin (Zukerman, 2014). In this
pedagogical setting, imagery clearly takes the first step away from spontaneous imagery, to
deliberately induced imagery — and as such could regarded as a step towards mental training. It is
the conscious use of mental imagery that discerns spontaneous mental imagery from mental
training. But one thing seems clear — mental imagery could be induced in a pedagogical setting
by the teacher whether or not it is intended. The use of metaphors, for instance, are often used in
lessons to demonstrate musical or technical components and can induce a memory of an
experience the learner has already had — in just the same way as imagery is created in
remembering how many windows there are in the living room, as mentioned earlier. An example
of this would be, in P. Zukerman's masterclass, where spiccato bowing in the Tchaikovsky
Violin Concerto is likened to diamonds (Zukerman, 2014). The metaphor effectively combines
various mentally-imaged senses; haptic, for the hardness of the diamonds and visual, for their
shape. This image effectively then controls the concept of the motor movement needed for
spiccato — short, individual, somewhat rounded, but hard movements. Another example of more
deliberate use of metaphors is in a masterclass given by Maxim Vengerov who uses
visualisation, scenarios and metaphors in a positive manner to achieve musical interpretations
(Vengerov, Barenboim, Broughton, 2008). In this filmed masterclass, it is possible to witness the
marked improvement of the students, who seem to be able to easily and instantly incorporate
characters and musical concepts in their playing.

Neural processes of Mental Imagery Formation. It is important here not to
underestimate the importance of the positive imagery M. Vengerov uses, which is positive and
light-hearted. As we have seen from the various examples in sport, the use of positive imagery is
extremely important for the success of performance. But how can this be explained
neurologically?

To understand its importance it is necessary link to research that has shown how negative
imagery can create a state of anxiety (Hirsch et al., 2006), which is not desirable in the learning
environment (Perry, 2006). As Bruce Perry points out, stress activates the limbic system in the
brain which regulates what has been termed as the “fight or flight” mechanism. This basic
instinct existent for self-protection, filters out any information that it considers non-critical for
the purpose of survival, and makes it difficult to learn and retrieve stored information (Perry,
2006). Indeed, research shows that access to the long term memory is needed for successful
mental imagery to occur (Hishitani, 1993) and that activation of the amygdala — a part of the
limbic system — at a high level, which is gained through anxiety, prevents the appropriate
functioning of the prefrontal cortex (Arnsten, 1998), which is needed for long term memory
formation (Blumenfeld, Ranganath, 2007). It is this reduced prefrontal cortex functioning that
also has a direct negative effect on cognitive ability (Arnsten, 1998).

Additionally, research has shown that the anxiety caused by negative imagery literally
creates a ,,mental block,” activating an area of the brain called the posterior cingulate gyrus
(Nielsen et al., 2005), a neural ,,suppressor,” which also has extensive connections to the limbic
system (Maddock et al., 2003). The cascading effect of negative mental imagery in the brain is
visually represented in Figure 1.

Limbic
) system/amygdala
Negative |—N\ —N activation

: Anxie

magery [~/ ty V] (plus activation of

posterior cingulate
gyrus)

nJ Neural suppression,
“mental blanks™ and
learning difficulties

Figure 1. The ,,domino effect ” of negative imagery (Vilnite, 2014).
(Diagram after: Morris et al, 2005; Hirsch et al.,2005; Perry, 2006;
Maddock et al., 2003; Hishitani 1993, 2011)

73



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

As can be seen, using and integrating mental imagery in the violin teaching and learning
process is actual. It is important for teachers to use positive imagery in pedagogical settings, and
it is important for all teachers to be aware of the effects of negative imagery, whether full mental
training is planned or not. As James Gallwey points out, the language that teachers use in lessons
is repeated as self-talk in pupils (Gallwey, 1974). It therefore seems logical to assume that if the
concepts and resultant imagery created by the teacher in the lesson are positive, then the pupil's
self-talk will also be positive, creating mental images that are positive, which can lead to
improved, or at least uninhibited, performance and learning. Indeed, J. Gallwey even
recommends reducing verbal instructions, criticisms and judgements in a pedagogical setting.

Techniques of Mental Training. So how can mental imagery be deliberately manipulated
in the manner of the first definition of the term mental training? Whilst many techniques of
mental training concern themselves with mental rehearsal-type skills, it is interesting to note that
most exercises begin with progressive relaxation (e.g. Connolly, Williamon, 2004). Whilst we
have seen that this helps to keep a positive state of mind, separate studies in neurobiology have
noted how a meditative state improves general cognition (Zeidan, 2010). Additionally, it may
have the added advantage of encouraging the player to find a relaxed technique whilst playing.
This is especially important in violin playing, where muscular tension in any one area can have a
cascading effect of further tensions elsewhere (Fischer, 1998).

After the initial relaxation, movements are imagined, using either external imagery
(imagining visually from an external viewpoint the look of a movement) or internal imagery
(imagining the feel of a movement) (e.g. Morris et al, 2005; Kloppel, 1996). Combining or
alternating types of imagery has been explored in a musical setting — imagining the sound of a
phrase, followed by imagination of the associated pose and movements of the hand (Kloppel,
1996). Repetition of the chosen imagery is also recommended, so that the action can be achieved
mentally at normal speed and in full colour (Hale, Crisfield, 1998).

Neural Processes of Mental Training Techniques. The kinaesthetic (motor), visual,
auditory or haptic mental imagery involved in mental rehearsal exercises can be linked to the
studies in neuroscience that show how mental imagery in fact activates similar brain areas to
actual movement, perception, and hearing, etc. This is especially similar in the premotor cortex
for motor imagery (Cisek, Kalaska, 2004), the frontal and parietal regions for visual imagery
(Ganis et al, 2004) and in the auditory cortex for auditory imagery (Zatorre, Halpern, 2005).
Interestingly, other research has shown that pianists listening to a performance of a work that
they have had experience playing, results in brain activation of the listening pianist's primary
motor regions corresponding to the fingers have used during their own performance of the work
(Haueisen, Knosche, 2001). A pianist watching a silent video of someone fingering piano keys,
has also been shown to activate auditory areas of the brain in the pianist observer (Haslinger et
al., 2005). In this way, T. Gallwey's experience of issuing few verbal instructions and giving the
pupil the chance of observing a task would also seem to have an additional basis in neuroscience.
Additionally, the identification of the mirror neuron system, where the spontaneous and
involuntary imitation of both actions (Buccino, et al, 2001) and emotions (Reiniger, Court, 2005)
has been noted, is particularly interesting when considered in a teaching and learning
environment, since it further supports the notion of non-verbal communication and imitation.
Additionally, the significance of emotional imitation during the teaching and learning process
needs to be noted, since the concept of teacher-pupil and pupil-teacher emotional imitation is
actual in the one-to-one teaching and learning process.

Additions and Developments of Mental Training Techniques. Considering the neural
basis of mental training helps to establish components in mental training that could be
emphasised and expanded. Considering the mirror neuron system and activation of associated
brain areas during observation, for instance, brings new importance to the role of observation in
mental training techniques. Plus, the use of metaphors can be used as a method of developing
single and multi-modal mental imagery. Additionally, understanding neural processes
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particularly helps apply mental training techniques to the pedagogical process, since knowing the
reason why they work helps teachers to purposefully use them and better plan scientifically-
based solutions for technical challenges and incorporation of musical concepts (see Table 1).

Table 1
How Components of Mental Training can be connected to Concepts in Neuroscience

Concepts in Neuroscience Associated Mental Training Components

Mental imagery and activation of associated brain Mental rehearsal, mental practice, observation
areas

Calming of ,,fight and flight” and limbic system Sense of ease, relaxation techniques

Non-activation of posterior cingulate gyrus (the Positive imagery, positive affirmations, reducing
,heural suppressor”) teacher verbal instructions, criticisms and judgements
Mirror neuron system Positive teacher attitude, teacher demonstration

Use of long-term memory Use of metaphors, connecting violin techniques or

sound qualities, etc, to past experiences of learner

Age-related issues. Since mental training and imagery-related studies are mainly aimed at
the older age groups, the lack of literature on mental training for violinists and other musicians
for the beginning stages of learning would, at first glance, seem to suggest that perhaps the
concepts of mental training are too abstract, or too difficult for children to grasp. Yet children’s
ability to engage in mental imagery has been noted by Jean Piaget, who remarks that this ability
is gained through language learning between the ages of two and seven (Piaget, 1973). There is
also research in the field of music psychology showing that primary school age-group pupils
(ages 7-9) can already transfer this ability to learning a musical instrument; that many pupils
naturally use methods to memorise melodies which amount to mental rehearsal and mental
imagery techniques. These included singing the music and moving fingers in accordance with
the fingering needed to play their instrument and “playing” the music in this manner from the
beginning to the end, and others creating a mental image of the musical notation (McPherson,
2005). Interestingly, the mental imagery techniques used by the pupils followed in this research
were not introduced to pupils in instrumental lessons, but had been learnt in the family
situation — to memorise telephone numbers, for instance. Gary McPherson found in this
longitudinal study that there was a connection between mental strategies, greater enthusiasm for
learning and higher skill development, compared to those that did not use any mental strategies.
Additionally, a link was found between not using any mental strategies within the first few
months of learning and reduced musical skills, and even the likelihood of ceasing to learn a
musical instrument altogether. The results of his research suggest that mental training methods
are indeed actual in the primary school age group. Indeed, G. McPherson suggests that future
research should focus on “musical thinking and learning” (McPherson, 2005, 32).

Results

Taking into account the theoretical literature connected to mental training and its
associated neural basis, opportunities for including mental training in the violin teaching and
learning process of primary school-aged violin pupils can be identified in three main areas:
1) Cognitive, general to learning. These concern the basic approach to teaching and learning:
positive teacher and pupil attitude, positive teacher demonstrations and using language that
produces positive mental images, and 2) Cognitive, age-related and 3) Cognitive, specific to
learning the violin.
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Figure 2. Cognitive areas that can be developed with mental training.

Components of general cognition and mental training (see Figure 2 above: box 1. General
to learning) concerns the basic approach to teaching and learning: positive teacher and pupil
attitude, positive teacher demonstrations and using language that produces positive mental
images. These basics create a feeling of ease and comfort, necessary for effective assimilation of
information. Developing the use of (multiple sense) mental imagery for memory skills and
performance practice can also be sorted into this first category. Practically, this can include
making a visual mental image of the notation and alternating that with auditory mental imagery
of the notation. Using metaphors and story scenarios can also act as a memory aid and be
categorised as general to learning.

When considering age-related factors in mental training and factors specific to learning the
violin (see Figure 2 above: boxes 2. and 3.), it is useful to note that mental training techniques
are usually aimed at students who have already gained playing skills. On the one hand, this
would seem logical, since mental imagery is produced from the long-term memory, which means
that a pupil would have to have had an experience of playing in a certain way to be able to create
mental imagery of it. However, using metaphors as described earlier can circumvent this and can
also aid pupils in their first years of study, since they can learn using their own experiences from
everyday life, to gain technical and musical abilities.

However, general teaching observation of the teaching and learning process of pupils in the
primary school age group (ages 7 to 14), suggests that very little experience is actually needed to
be able to mentally recreate a motion or feeling connected to playing the violin. Indeed, mental
imagery and mental rehearsal of a movement can usually be carried out from the second or third
lesson. However, the strength of this would seem to be connected to a pupil's general ability to
use mental imagery.

To test this, 19 pupils — 8 violin pupils and 11 piano pupils — were observed from Cesu
1. pamatskola from classes two to seven. 15 (78.9 %) out of the 19 pupils reported that they
could easily create a visual mental image of a posture or a movement. Results also showed that
all of those who found this easy could also engage in everyday mental imagery — mentally-
imaging what was eaten for breakfast, for instance. Similar to G. McPherson’s study with pupils
in this age range, the pupils were asked to create a visual mental image of a score. Again, those
that could image a posture or a movement could also easily mentally image the initial phrase of
their sheet music (four to eight bars). Interestingly, the score could be imaged by the pupils both
before and during actual playing and doing this also seemed to increase the awareness they had
for the preciseness of the music being learned. An unexpected result from these tests, was that
these students also had greater ease of learning two phrases of eight to sixteen bars from memory
during a 20 minute session and, when tested a week later, had increased memory recall for the
phrase(s) that had been mentally-imaged, compared to those pupils who said they could not
visually image a score.

However, musical and technical improvement was noted with all pupils when metaphors
were used — regardless of whether or not they could easily create a visual mental image.
Metaphors using multiple senses were found to be the most effective. For instance, those which
connected to food, enabled the pupils to imagine the taste, the texture and the temperature of the
food before playing a phrase. Playing a phrase in the manner of “tasty ice cream,”or*“chips with
tomato sauce” noticeably changed the style and sound of a phrase — so much so, that changing
just one component in a metaphor (such as ,,cold ice cream” as opposed to ,,warm ice cream”)
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was audibly noticeable by both pupil and teacher. Additionally, and perhaps not entirely
expected, pupils showed a greater enthusiasm to play their instrument using this exercise, finding
a new independence unobserved previously, and especially enjoyed experimenting with their
own food metaphors. This had the added advantage that verbal instructions could be reduced in
lessons. In the following lessons, instructions were reduced to keyword reminders of the pupils'
own imagery. This became an effective way of integrating musical and technical components
and seemed additionally to help with memory recall of a phrase.

Practical observation indicates that improvements can indeed be gained in all of the three
cognitive areas identified (Figure 2.) by using the components of mental training. Additionally,
results show that musical and technical elements relevant to violin playing can indeed be
effectively attained in an integrative manner.

Conclusion

Analysis of the literature and from teaching observations, it can be concluded that the
components of mental training are already being used in pedagogical situations, but that for it to
be used consciously and more effectively, awareness of the following is important:

- The neurological and psychological basis of mental training shows that the words
used and attitudes purveyed in lessons can create spontaneous mental imagery in the
pupil, whether planned by the teacher or not.

- The advantages of using mental training positively and consciously can effectively
increase the speed of learning instrumental skills and enthusiasm for continued
learning.

- Negative imagery can create stress which can impede learning and reduce
enthusiasm.

- A sense of ease encourages a pupil's skills — both practically and mentally.

- Based on the mirror neuron system, teachers need to keep a positive attitude and
emotion to encourage the same in the pupil.

- Mental training is actual in the primary school age group, since children from a
young age have mental imagery abilities, but they may need to be prompted by the
teacher to use them.

Experience of using mental training practically in this study showed that it is effective in

the pedagogical process. The techniques can be used to effectively develop musical concepts,
technical proficiency and cognitive components associated with learning.

Kopsavilkums. Mentala vingrinasands ir ieguvusi lielu uzmanibu sporta psihologijas joma un dazadi autori ir
noradijusi, ka daudzi mentalas vingrinasands komponenti ir veiksmigi pielietojami ari miizika (Green, Gallwey,
2012). Tomer vel nav skaidrs, kapéc tiesi mentala vingrinasanas ir tik efektiva,kapéc ta javeic noteiktos veidos, un
vai pastav ipasi apsverumi pielietojumam miizika (Johnson, 2003) un vijolspeles pedagogija.

Saja raksta ir aplitkots, ka neirozindtnes pétniecibas rezultati var rast skaidrojumus uz Siem jautdjumiem un ilustrét
to, ka mentald vingrinasands izmanto tos pasus kognitivos procesus, kas ir saistiti ar maciSanos. Raksta ir analizets,
ka un kapéc apzindta mentala vingrinasandas biutu jaieklauj vijolspéles pedagogija, cik lield meéra ta, iespéjams, jau
pastav un tiek pielietota neapzinati. Tiek aplikoti apsverumi, ka ieklaut mentalo vingrinasanos vijolspéles macibu
procesa pamatskolas skolenu vecuma posma.
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Abstract. The first garden cities in the early 20" century were designed to provide a wholesome alternative to
increasingly congested cities. They were characterised by low-density building amongst generous verdure, the
presence of open public spaces, and of cultural and educational institutions. Interestingly, the goals and priorities of
the Garden City Movement presaged much of the agenda of contemporary sustainable planning. This article sets out
to highlight the ecological and social potential of the garden city model and to assess its relevance for current
debates on liveability through a case study of Podkowa Lesna in Poland. The argument draws considerably on the
analysis of reports issued by the municipal council of Podkowa Lesna and the Town and Country Planning
Association in Britain. One of the main issues addressed concerns the heritage of green and open spaces and the
legacy of community values in historical garden cities.

Keywords: cultural heritage, community, garden city, green spaces, identity, liveability, social life, sustainability.

Introduction

The idea of a garden city emerged in response to the effects and most pressing threats of
the 19" century industrialization and urbanization. The founder of the concept, Sir Ebenezer
Howard, in his Garden Cities of To-Morrow, published in 1902, put forward a theory that the
town and the country acted like magnets, attracting people by different benefits. He concluded
therefore that an ideal city should combine both: the contact with nature, open space and clean
air of the country with economic, social, cultural and educational opportunities of the town
(Howard, 1965: 46-47). Howard’s proposal for the construction of garden cities was first and
foremost a social and political programme, which he translated into an urban vision at the root of
which lay the idea of community cooperation, civic spirit and social fairness. In 1903 the world’s
first garden city, Letchworth, was laid out by architects Unwin and Parker.

The garden city project offered an ideological springboard and an architectural and
planning model for a marked variety of national developments across Europe, which during
1920s and 1930s coalesced into the dynamic International Garden City Movement. Within two
decades, countries such as Germany, France, Belgium, Hungary, Denmark, Austria, Poland and
Latvia had built their own versions. The spread of the movement was not confined to Europe, but
reached around the world, making its way, among others, to the USA, Japan and Australia.
Garden cities and garden suburbs built before the World War 11, such as Hellerau in Germany,
Suresnes in France, Mezaparks in Latvia, or outside Europe, Radburn in the US or Denenchofu
in Japan, are all characterised by a sensitive integration of built environment with green and open
spaces. The relevance of the Garden City Movement did not die out after the Second World War.
Adapted to new economic and social realities of the 1950s and 60s, the idea found continuity in
the development of New Towns such as Stevenage in Britain, Villingby in Sweden, Tapiola in
Finland, and others.

Since the publication of Garden Cities of To-Morrow, followed by the foundation of
Letchworth, the garden city theory and practice has inspired substantial literature on the subject,
historical as well as critical. Its focus has been on social, ideological and architectural aspects of
the Movement, with limited elaboration of its pioneering environmental mission and
management of green and open spaces. The notable exception was Walter Creese’s early study
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The Search for Environment: the Garden City Before and After, published in 1966. At the outset
of the new millennium the legacy of the garden city idea was revisited in the wake of ecological
movements and the trend towards sustainable development. The 1990s marked a rise of interest
in the historical garden cities in the writings by British researchers, such as The Garden City,
past, present and future, edited by Stephen V. Ward (1992). Two decades later, in 2011, the
relevance of a garden city idea was reassessed in the Town and Country Planning Association’s
report Re-imagining garden cities for the 21* century.

One of the earliest and most influential advocates of garden cities, Lewis Mumford,
referred to the Movement as “building a life-centred civilization” (Mumford, 1945: 29). His
reflection, voiced over sixty years ago, is much in resonance with what today has been defined
by Jan Gehl, as “life-between-buildings”, both emphasizing that the quality of life is central to
urban experience. Today, at the time of ongoing debates about how architecture and urban
planning can contribute to building sustainable communities and enhance liveability of towns
and cities, it seems apposite to look more closely at the lessons that the garden city model can
offer after having been tested in practice for over a century. This article sets out to probe more
deeply into the liveability and sustainability potential of a garden city model on the example of
Podkowa Lesna in Poland, which has been a popular residential area since its development in the
1920s. Throughout decades marked by fundamental political and social changes in post-war
Poland, the town has safeguarded its sense of historical, cultural and social continuity and
identity, and in 2005, despite economic pressures, its council voted to adopt the policy of
sustainable development for the period of 2005-2014. Six years after its implementation, the
findings of the survey on the quality of life and public services in Podkowa Leéna, confirmed
that its residents regard their town as a good place to live, primarily for environmental reasons
and the proximity of nature (Mantey, 2011: 11-12). The evidence in this article has been based
largely on the reports issued by Podkowa Les$na city council, notably: the Report on the State of
Podkowa Le$na (2004), the Strategy of the Sustainable Development of Podkowa Le$na Garden
City for the Years 2005-2014 (2005) and a report on the Survey of the Opinions of the
Inhabitants of Podkowa Lesna on the Quality of Life and Public Services (2011). A frame of
reference for the present analysis has been provided by a case-based argument on liveability and
sustainability of small towns offered by Knox and Mayer in Small Town Sustainability.
Economic, Social and Environmental Innovation (2009).

The Development of Podkowa Lesna Garden City 1925-1939

The British idea of garden cities reached Polish territories already before the First World
War and one of its major proponents, a doctor and sanitary reformer Wtadystaw Dobrzynski,
was among the co-founders of the International Garden Cities and Town Planning Association in
London in 1913 (Czyzewski, 2009: 129). The outbreak of the war put an end to the earliest
garden city initiatives but the idea was revisited after 1918 in a newly restored state, seeking
energetically to revive its economy and define its identity both in terms of tradition and
modernity, the latter epitomised, among others, by the electrification of the country. The
development of Podkowa Lesna (the name meaning “A Horseshoe of Woods”) was made
possible thanks to the construction of the Electric Rail Service — EKD, which connected the
lands situated 25 kilometres south west of Warsaw with the capital (Wroblewski, 2003: 33-36).
In 1925, the foundation stone was laid for the garden city. Its master plan by a Warsaw architect
Antoni Jawornicki echoed the British models with plots confined within a horseshoe of
woodland. On the south-east, the site was bounded by The Mtochowski Forest, which is today
the environmentally protected area of 600 hectares (59 % of the overall area of Podkowa Lesna).
The size of the plots was limited to 1000-6000 square metres providing ample space for
woodland gardening (Wroblewski, 2003: 52). A substantial chunk of land in the vicinity of the
railway station — 14 hectares of forested and landscaped area — was allocated for the City Park,
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with the artificial lake at the centre, the building of the Sporting Club and recreational facilities
including tennis courts and toboggan-runs (Tyszka, 2006: 36-38). In 1933 the Roman Catholic
church of Saint Christopher’s was erected in the Art Deco style, with a garden conceived as the
extension of the space for religious service, both part of the overall conception of “the green-
church” (Wréblewski, 2003: 94-95). The city also had a Post Office and construction of the
school began before the outbreak of the war.

Podkowa Les$na originated as a private company enterprise in the estates that had belonged
to the family of wealthy industrialists, and their former owner, Stanistaw Lilpop, was one of the
major shareholders of the enterprise. The houses were privately owned and before the war a
number of them served as second homes for their Warsaw owners. In architectural terms the
three styles of building, representative of the trends elsewhere in the country, prevailed: the so-
called “manorial” style, which revived the neo-classical tradition of small country houses of
landed gentry, the neo-vernacular idiom adopted for wooden houses and lastly, international
modernism.

Podkowa Le$na Community 1925-2015

Since its beginnings Podkowa Le$na has been a town with a strong community spirit and a
tradition of intellectual and artistic life. Already before the foundation of the garden city the
place had a few summer houses and its wooden villa, Aida was frequented by Warsaw writers
and poets. Until the outbreak of the World War II Podkowa Le$na played a role of an informal
literary salon. During the war the town provided refuge for a few hundred of exiles from
Warsaw, who found themselves homeless after the Uprising of 1944. Podkowa Le$na was also a
stronghold of Polish Home Army that cooperated with Polish government in exile in London,
and with the change of the political system the garden city fell out of favour with a new
communist government for ideological reasons. The turn of fortune and the hardships of
existence that many pre-war owners faced in the changed political conditions, combined with the
lack of funds, building materials and the remarkable economic inefficiency of the new
government contributed to degradation of the garden city and in particular of its public spaces
and buildings that were not properly maintained and looked after. The building of the Sporting
Club went into decline and the City Park was abandoned and partly devastated (Tyszka, 2006:
36-39). In the 1980s, with the rise of the Solidarity Movement, Saint Christopher’s church
became one of the strongholds of political opposition. After the political transformation of 1989
Podkowa Les$na, like the rest of Poland, faced the challenges and opportunities of newly restored
democracy and with the accession of Poland into the EU it became one of the successful
beneficiaries of the EU Programme of Regional Development. Today, twenty five years later, the
liveability of Podkowa Le$na can be ranked as one of the highest in Poland on the basis of its
population and land value. Although one third of its inhabitants settled there after 1989 and
despite the fact that the population is ageing and the birth rates are low, the number of
inhabitants in the last decade has been unchangeably oscillating around 3600 due to the influx of
newcomers (Strategia, 2005: 20). Those who choose Podkowa as their place of residence are
reportedly attracted by its slower in comparison with Warsaw pace of life, abundant greenery,
rich natural and cultural heritage and a distinctive sense of self-identity that has survived until
today and is being locally cultivated and sustained (Mantey, 2011: 22).

Garden City Identity and a Sense of Place

The life patterns of Podkowa Lesna match those of small towns (Strategia, 2005: 11-13).
Unlike, however, small hill towns in Italy, market towns in the UK or the early European
university towns that can all draw upon their rich historical heritage to refine their identity in the
age of globalisation, garden cities, with their comparatively short histories cannot root theirs in
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the continuity of centuries” long life and custom. It requires therefore a greater effort and
determination on the part of their inhabitants to establish their place in the 21% century. In
Podkowa Le$na the sense of place and of historical and cultural heritage is strong and enhanced
through numerous activities, initiated by local authorities and over a dozen NGOs. The origins of
the oldest one, Stowarzyszenie Przyjaciot Miasta Ogrodu Podkowa Lesna (Society of the Friends
of Podkowa Leéna Garden City), go back to 1932 and Stowarzyszenie is an influential consulting
body, which, among others successfully resisted the idea of transforming the pre-war Sporting
Club into a place of limited access (Wroblewski, 2003: 57). It is involved in publishing books on
the garden city’s past and present and has launched the Biblioteka Podkowianska (Podkowa
Library) series in which a number of titles were published. Stowarzyszenie is also responsible for
the publication of a local cultural magazine, Podkowiarski Magazyn Kulturalny (Zukowska-
Maziarska, 2000: 139-168).

Since 2007 the role of the community hub has been played by the Centre of Culture and
Citizens’ Initiatives, launched through the endeavour of local community and housed in the pre-
war Sporting Club in the City Park. The revitalisation of the former Sporting Club and its
adaptation for the seat of the newly established Centre was a flagship cultural development of the
last decade, successfully completed with EU funding. The Centre is an important venue for
concerts, exhibitions, lectures, New Year balls and group singing. Together with the Municipal
Centre of Culture MOK, active since 1986, it is committed to lifelong education, hosting the
local Open University “Generations”. Music is one of the assets of the community, among whose
members have been musicians, composers, singers and music critics, and the Centre of Culture
and Citizens’ Initiatives, together with Saint Christopher’s church and the local Museum of Anna
and Jarostaw Iwaszkiewicz, the writer's house at nearby Stawisko, is one of the three venues in
which music events regularly take place. Both Centres, the Museum and the local library play an
important role as the community’s “third places”, which in Ray Oldenburg’s description are (in
contrast to homes and work places) “the core settings of informal public life”: reading,
conversation or storytelling, easily accessible and open to all (Knox, Mayer, 2009: 25). Several
cafes and restaurants, mostly situated centrally, and each different in character, also fulfil that
role. One of them, which opens up to the playground by the church is an ideal place for parents
who can watch their children play out, another serves also as a small local gallery, selling
jewellery and pottery.

Podkowa Lesna Green Spaces

The early development of Podkowa Le$na in the area of arable lands, meadows and
pastures, bounded by woodland, since the beginnings has attracted potential inhabitants with a
promise of retreat into nature, yet within an easy reach of Warsaw. Its green areas are still one of
the town’s major assets, apparently not least because of the role of greenery for the well being,
evidenced in research findings since the early 1980s (Grahn, Stigsdotter, 2003: 2). Swedish
researchers, Grahn and Stigsdotter, investigating the relationship between the use of outdoor
environments and stress relief report that “verdure and nature as such accelerate human beings’
recovery from stress” (Grahn, Stigsdotter, 2003: 4), while the authors of report on urban green,
issued in 2002 by the Department for Transport, Local Government and the Regions in the UK
offer an in-depth analysis of the social, environmental and economic benefits of green spaces
(DTLR 2002: 79-90). In the course of ninety years of the garden city’s existence, some of its
green areas were landscaped to become public spaces, such as the City Park and the Square of
Polish-Hungarian Friendship, while others were left intact, and listed in the 1970s and 80s as
wildlife and nature preserves. Two of them are in the Mlochowski Forest: Bolestaw
Hryniewiecki’s Nature Preserve, which is one of the oldest concentrations of oaks and pines in
the Mazovia district, and “Zaboréw” Nature Preserve listed to protect breeding nests of rare
birds, such as black and middle spotted woodpeckers, hoopoe, and hawfinch. The Jay Ravine
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Preserve, is within the precinct of the town (Strategia, 2005: 26). This diversity of species of
birds has encouraged bird watching as one of locally run activities. The potential of green areas
is explored for outdoor activities, which since the beginning have been part of local lifestyle. In
2013 Podkowa Le$na Running Society was founded to promote healthy recreation, and it has
since organised annual Podkowa Runs. The tracking routes crossing the town, and leading
through its nature preserves together with cycling routes (Strategia, 2005: 31) are used not only
by the inhabitants of the town, but also its Sunday visitors. Within a walking distance from the
centre of the city there are still meadows and cornfields with lungwort, cornflowers and poppies.
The protection and cultivation of this unique eco-system and landscape heritage has been
identified as one of the priorities in the local policy-making and listed among four chief strategic
goals in The Strategy of the Sustainable Development of Podkowa Lesna Garden City for the
Years 2005-2014.

The Strategy of the Sustainable Development of Podkowa Lesna Garden City
for the Years 2005-2014

In 2004 on the initiative of the city council the Report on the State of Podkowa Le$na was
issued with a view of providing the basis for the elaboration of the strategy for the future
development of the garden city. The Report intended to “offer an accurate, precise and shared
picture of Podkowa Le$na today” and, as its authors declared, “to engage as many inhabitants as
possible” into the discussion thereof (Raport, 2004: 8). The fifteen main sections of the
document featured respectively characteristics of natural environment and resources, analysis of
demographic and social trends, presentation of the labour market, discussion of family issues and
of situation of young people, as well as an overview of education, culture and arts, historic
heritage, public service and facilities, health, enterprise, safety, local administration, and NGOs,
with a special note on the community dialogue (Raport, 2004: 118). On the basis of the Report
and in the course of several months of public consultation and review, The Strategy of the
Sustainable Development was accepted in 2005. The chief strategic goal was defined as
“implementation of the conception of a garden city in the 21% century in accordance with
principles of sustainable development” and four major objectives were outlined as: “1. Modern
community infrastructure (employing pro-ecological technologies); 2. The protection of the
natural environment and the urban layout of the historical garden city; 3. Many-directional social
development of the inhabitants of the garden city; 4. The development of post-industrial local
enterprise” (Strategia, 2005: 70). The priority tasks identified for the first two objectives
included the modernisation of streets and municipally owned buildings, the protection of the
Mtochowski Forest and the conservation of a historical Aleja Lipowa (over a century old avenue
of lime trees planted with Tilia cordata), revitalisation of the City Park, the protection of clean
air and local fauna and flora. In the area of public realm and community life, cultivation of the
values of civic society, high quality education and culture, increasing standards of health and
safety, and social integration and solidarity were given priority (Strategia, 2005: 75). The
authors emphasized necessity to foster local democracy, based on the model of active
participation (,,rather than passive presence, dominant in Poland”) and to preserve local cultural
heritage, and strengthen the sense of place, its traditions and identity. They also drew attention to
the fact that 30 % of the city’s residents settled down in Podkowa Les$na after 1989 and therefore
viewed it desirable that they would develop the sense of attachment to the place, its past and
traditions (Strategia, 2005: 76). The development of ecologically conscious enterprise, based on
knowledge and expertise, the provision of a wide range of local services for the inhabitants, and
development of tourism were listed as the priority tasks for the implementation of the fourth
objective (Strategia, 2005: 80).
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Some challenges of the policy of sustainable development
versus garden city liveability

The Strategy of Sustainable Development, however, also revealed a difference of opinion
and priorities concerning the protection of natural environment. The attitudes were at variance
whether within the limits of a local budget public expenditure should go first on saving the
historical avenue of lime-trees or on the modernisation of the roads, some of which are still in a
poor condition. Priorities were also differently identified in debates about the proposed
revitalisation of the City Park, which envisaged its transformation into a lively social space. The
project was opposed by one of local NGOs on grounds that it might pose a threat to birds that
have their breeding nests in the park. Among other concerns voiced was that of the needs of
young people who seek more dynamic opportunities, not necessarily compatible with those of
middle-aged or elderly inhabitants of the town (Mantey, 2011: 32). Last, but not least, a sensitive
issue of the responsibility for the historic fabric of the garden city, which is part and parcel of its
unique architectural heritage and identity, has surfaced. The proper maintenance of this heritage
rests in the hands of private owners, whose actions range from uninformed damage, through a
variety of alterations, to respectful restoration, sensitive to old detail and the spirit of the place.

The above examples of conflicting needs and perceptions, also touch upon the question of
the liveability of the place which can be at odds with the policy of sustainable development.
Unlike sustainability which is about the “three Es” of the environment, the economy and equity
in the society (Knox, Mayer, 2009: 24-25), liveability “is about how easy a place is to use and
how safe it feels. It is about creating — and maintaining — a sense of place by creating an
environment that is both inviting and enjoyable” (ODPM, 2006: 156). The concept itself is a
relatively new tool to address the question of synergies between objectively defined attributes of
the quality of a living area and their perception as such by its inhabitants (Knox, Mayer, 20009:
24-27). The authors of the State of the English Cities report have grouped “desirable liveability
indicators” into four main categories: environmental quality, physical place and functional place
quality, and safety (ODPM, 2006: 164). Though liveability and sustainability can be expected to
overlap, they do not necessarily do, as the above examples demonstrate. Liveability, which is
also described as “a softer area of governmental policy, and one where perceptions are crucial”
(ODPM, 2006: 164) touches upon the subjective sets of values and its relative value for different
groups is one of the challenges to be faced by the local council and authorities.

Conclusions

Howard’s idea of a garden city was a pioneering attempt at the articulation of the issues
that should be addressed to make a city a good place to live. His tying together of social,
economic and environmental concerns in a holistic urban vision can be found convergent with
21% century considerations of sustainable development and standards of liveability. Today, when
the expectations and demands of inhabitants of towns and cities are defined in favour of an
improved quality of life, more leisurely pace of living and the contact with nature (ODPM, 2006:
157), the garden cities, inhabited by relatively small, ideally economically self-sustained and
closely-knit communities, enjoying the benefits of green spaces, with diversified local social life
and culture, seem to have an “inborn” potential of liveability. As the aforementioned findings of
the 2011 Survey have shown this is true of Podkowa Les$na. It also appears that within a
counterurbanisation trend, a selective movement of jobs and households to small towns, in
operation in the West since the late 20™ century (Knox, Mayer, 2009: 12), garden cities offer a
viable and well tested small town alternative. Their ecological and social potential makes them
suitable candidates to adopt the Slow philosophy, which originated in the late 1990s in
association with Slow Food Movement, both promoting local and traditional cultures. The
Cittaslow (Slow City) movement has grown to include over seventy towns from European
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countries, becoming an ideological platform for networks of small towns and for “the grassroots
implementation of the principles associated with liveability, quality of life, and sustainability”
(Knox, Mayer, 2009: 43-44).

To sum up the above discussion there are at least three major recommendations concerning
liveability in a garden city that can be drawn on the basis of Podkowa Le$na experience and they
are the lesson of nature, the lesson of community and the lesson of heritage. The open and green
spaces in the garden city provide a well tested landscaping pattern that can be adopted by
planners both for new developments and for regeneration of older ones. Though, in economic
terms, it may initially appear more costly to make such substantial spatial provisions, the
ultimate gains — social, environmental, and in the end also economic, in terms of increased land
value — are higher and beneficial for a community. As the 2011 Survey has shown those areas
play an important role as places of encounter, cementing the sense of neighbourhood and their
impact translates itself into the increased desirability of the place. Moreover, the reported place
loyalty in Podkowa Le$na (the prevalent majority of the residents would not move out of the
town) is not least related to its green spaces and nature preserves (Mantey, 2011: 13, 22).
Secondly, the civic spirit and the residents’ self-sufficiency to organise vibrant social and
cultural life through local initiative help to sustain the identity of a place, understood as a socio-
spatial phenomenon. According to the evidence of environmental psychology, the emotional link
with one’s place of living is likely to contribute to the psychological well-being and involvement
in local activities (Florek, 2011: 347) and thus, in the long run, it helps avoid a sense social
alienation and solitude, endemic in big conurbations. Finally, the least tangible perhaps, is the
lesson of landscape and cultural heritage. As the case of Podkowa Le$na shows the richness and
vitality of this heritage depends not less on its constant cultivation and contribution to what has
been already given. The interest in local history, the activity of local societies, the initiative,
imagination and spirit of creativity and enterprise of the residents are prerequisite for their
maintenance of the sense of the place and rootedness. With a hindsight of over a century it seems
plausible to contend that environmental, social and cultural heritage of garden cities provides a
firm basis for their future development along the lines of sustainable growth and shaping life-
enhancing spaces, and that they offer an inspiring lesson of planning and management, whose
relevance should not be overlooked.

Kopsavilkums. Pirmas darzu pilsetas 20. gadsimta sakumad tika izveidotas, lai piedavatu videi draudzigu
alternativu iepretim parslogotajam pilsétam. Tas bija maza blivuma ékas, kas atraddas ar zalumiem klatas
teritorijas. Tas bija sabiedribai atvértas un te tika ierikotas ari kultiras un izglitibas iestades. Interesanti, ka darza
pilsétas prioritates Sodien atkldj miisdienigas un ilgtspéjigas planoSanas jautajumus. Tadéjadi raksts aktualize
darza pilsetas modela ekologisko un socialo potencialu, izvértéjot tas lomu Sodienas debaté par dzivotspéjas
risinajumiem. Raksta praktiska dala ir balstita pétijuma par darzu pilsétu Podkowa Lesna Polija. Pamatjautajumi,
kas tiek aktualizeti, ir apzalumoto teritoriju mantojums un sabiedribas vértibu mantojums, kas saistits ar
vesturiskajam darzu pilsétam.
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KL.UDA RIGAS VAZES BIOGRAFIJA VAI VIRSGLAZURAS
DEKORESANAS TEHNIKAS PORCELANA ARTEFAKTA
ATRIBUCIJAS ASPEKTA

The Mistaken Biography of the Riga Vase or Overglaze Decoration Techniques
as an Aspect in the Attribution of a Porcelain Artefact

Inese Brants
Latvijas Makslas akadémija
e-pasts: inese.brants@inbox.Iv

Abstract. This research examines one of the most remarkable exhibits of the Riga Porcelain Museum — the Riga
Jubilee Vase made in J. C. Jessen's porcelain factory in honour of the 700" anniversary of Riga. In 1901, the Riga
Jubilee Vase was displayed for the first time — in the Riga Anniversary Exhibition of Industry and Crafts. The
impressive porcelain object was kept in the Riga Porcelain Factory's museum until 2001, but after the factory's
closure it became the pride of the Riga Porcelain Museum's permanent exhibition.

Upon reading the article on this outstanding artefact in the 2012 February issue of the magazine Illustrated History,
despite it being prepared in cooperation with the Riga Porcelain Museum, reasonable doubt arose about the
accuracy of the description of the technical execution of the vase. The article Impressive dedication to Riga reads:
'The red-brown selenium ground and matte gold ornamental band creates a somewhat heavy impression,
uncharacteristic for porcelain.’

The study aims to find out whether the assertion ‘the red-brown selenium ground' is true and eliminate some of the
inaccuracies in the use of terms. The research is based on the analyses of the Riga Porcelain Museum's inventory of
the Riga Jubilee Vase; the chemical composition data of red porcelain overglaze paints and their technical
particularities; an experiment, testing the interaction of cadmium / selenium and iron-containing red overglazes
with gilding; and consultations with leading experts — Dace Bluma, formerly employed in the Riga Porcelain
Factory, and Sergei Rusakov from the Imperial Porcelain Factory in St. Petersburg. The acquired data allows
conclude that iron-containing rather than selenium-containing red paint has been used for the Riga Jubilee Vase
grounding and the painting technique's description in the museum's inventory is incorrect.

Keywords: Riga 700" anniversary vase, cadmium / selenium or iron red overglaze colours has been used, chemical
data of red paints and test, painting technique's description in the museum's inventory.

levads

Muzelizacija ka zinatnisks process ietver krajuma veidoSanu un glabaSanu, izpéti un
katalogizaciju, ka arT komunikaciju — ekspozicijas veidosanu un publikacijas. P&tijums saistits ar
publikaciju zurnala Ilustréta zindtne par RPKIA' Rigas Porcelana muzeja ievérojamako
muzealiju Rigas jubilejas vazi (Skat. 1. att€lu). P&tijuma merkis ir noskaidrot, vai apraksta
izteiktais apgalvojums Sarkanbrinais seléna klajums vazes dekoré$anas tehnikas apraksta atbilst
istenibai, un noveérst dazas ar terminu lietoSanu saistitas neprecizitates. P&tijuma lietotas
kvalitativas metodes, kas ietver prick§meta muzeja inventara lietas izpéti, krasu kimiska sastava
un tehnisko Tpatnibu apskatu, konsultacijas ar vadoSajiem specialistiem Daci Blimu no SIA
Dekolserviss un Sergeju Rusakovu no Imperatora porcelana fabrikas Sanktp&terburga,
eksperimentala krasu parauga izgatavoSanu, lai noteiktu izmantoto krasu un parbauditu tas
mijiedarbibu ar zeltijumu. Apgitais materials palidz€ja izdarit secinajumus bez destruktiva
krasas parauga nonemsanas un dargas kimiskas analizes veikSanas.

Vacbaltu uznéméjs Jakobs Karlis Jesens 1886. gada 11. februari sanéma atlauju atvert
porcelana fabriku Riga, kuras buvei izvélgjas vietu Rigas ziemelu pusé Milgrabena,
Jaunmilgravi, kur taja paSa gada fabrika uzsaka darbu. Jesena fabrika specializ€jas augstas
kvalitates porcelana trauku razoSana, vadoties péc Eiropas porcelana paraugiem, bet 1890. gada
fabrika uzsaka ar1 elektrotehniska porcelana razoSanu (Konstants, Poluikévica, 1984: 29, 30).

! Rigas pagvaldiba kultiiras iestazu apvieniba.
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1901. gada no 1. junija lidz 15. augustam Esplanad¢ tika sarikota grandioza Rigas 700 gadu
jubilejai veltita ripniecibas, makslas amatniecibas un pilsétas attistibas sasniegumu izstade. Péc
uzvaras konkursa par izstades projekta autoru un galveno ierikotaju kluva arhitekts, Rigas
amatniecibas skolas direktors Maksis Gustavs Rihards Servinskis (1859-1909). Péc Servinska
plana Esplanade tika uzcelti vairak ka 40 lieli un mazi paviljoni un izveidoti daudzi ekspozicijas
stendi, taja skaita arT tika iekartota J. K. Jesena fabrikas produkcijas ekspozicija, kura starp
daudzajiem eksponatiem domingja speciali izstadei par godu izgatavota 170 cm augsta, kolonai
lidziga vaze. Rigas 700 gadu jubilejas izstadé Jesena fabrikas stends sapéma ,,Grand Prix”
(Servinskis, 1902: 122, 215). 2012. gada Zurnala Ilustréta zindtne redakcija sadarbiba ar Rigas
Porcelana muzeju veidoja informativu rakstu seriju Porcelans Latvija veltitu izcilakajam
porcelana muzealijam. lepazistoties ar rakstu lespaidigs veltijums Rigai zurnala februara
numura, autorei radas pamatotas Saubas par vazes tehniska izpildijuma apraksta atbilstibu
istenibai. Par vazi rakstits: ,,Sarkanbrinais seléna klajums un matéta zelta ornamenta joslas rada
nedaudz smagn&ju, porcelanam neraksturigu iespaidu”, (2012, 02: 76). Apgalvojums, ,rada
nedaudz smagnéju, porcelanam neraksturigu iespaidu” iebildumus nerada, jo, pilniba ar dekoru
parklajot virsmu, tiek paslépts un lidz ar to vizuali estétiskai baudiSanai zaud&ts porcelans ka
materials. Tikai kontrasta pret balto glaziiras virsmu porcelana apgleznojuma krasas izcelas un
iegiist savu dzidrumu. Profesionali porcelana apgleznosanas meistari Martins Milds (Martin
Mields) un Rudolfs Lauske (Rudolf Lauschke) no Meisenes un ievérojami porcelana makslinieki
Segejs Sokolovs (Cepreii Cokomno, 1956) un Tatjana Afanasjeva (TatsHa AdanacseBa, 1946)
no Imperatora Porcelana fabrikas Sanktpé&terburga, ir vienoti viedokli, ka pilniba ar krasu noklata
apgleznojuma krasu kolorits ir smagngjs, satumsis, krasas it ka nosmok un gleznojumam trakst
viegluma un svaiguma, triikst ,.elpas” (Muzac, Jlaymke, 1971: 148-149; Afanasjeva, Sokolovs,
2012).

Galvenos iebildumus izraisa fraze: ,,sarkanbriinais seléna klajums”. Pirmkart, raksts
adres@ts plasam lasttaju lokam, jo publicéts populari zinatniska izdevuma. Ko lasitajs spgj
saprast, izlasot Sos tris vardus? ,,Sarkanbriins” acimredzot attiecas uz vazes krasas toni, kas klust
saprotams, aplukojot Zurnala publiceto vazes fotoatt€lu, lai gan atbilstoSak butu teikt
Hkiegelsarkans”. Kas ir ,,seléna klajums”? Pamatoti rodas jautajums, ko lasitajs zina par selénu
un ka to var klat?

Selens ir kimisks elements, nemetals ar simbolu Se un atomskaitli 34. Seléns daba ir reti
sastopams tira veida. Seleénu 1817. gada atklaja zviedru kimikis Jenss Jakobs Bercelius (Jons
Jakob Berzelius, 1779-1848) un ta nosaukums nemts no grieku varda oedijvy (seléne) ar nozimi
Meéness (Hamer, 1975: 261). Misdienu lasitajs drizak ir informéts, ka selénu var nopirkt aptieka
un tas ieklauts dazadu uztura bagatinataju sastava ka antioksidants, kas palidz organismam
cinities ar brivajiem radikaliem, mazina iekaisumus un kaveé §tinu novecosSanos, tadel seléns ka
neaizstajams mikroelements nepiecieSams visiem organisma pasregulacijas mehanismiem
(Selens, 2015). Lasitajam var rasties pamatots jautajums, kads sakars selénam ar porcelanu?
Selénu iegiist no metalu (cinka, vara) rafinéSanas blakusproduktiem. Riipnieciski selénu izmanto
stikla razoSana stikla atkrasoSanai un krasu pigmentu raZoSana (Hamer, 1975). Un Seit més
nonakam tuvak patiesibai, jo selénu izmanto ar1 keramikas pigmentu razoSana. Visi Sie
apsvérumi nebiitu nepiecieSami, ja no rakstitad biitu saprotams, ka runa ir par seléna krasas
klajumu, vai v€l precizak, par seléna / kadmija porcelana virsglaziras krasas klajumu.

Balstoties uz savu ilggadg€jo porcelana apgleznotajas pieredzi un vélreiz Porcelana muzeja
apskatot Rigas jubilejai veltitas vazes krasas klajumu, raksta autore izvirza hipotézi, ka Rigas
jubilejas vazes virsglazuras krasas klajumam nav izmantota seléna sarkana krasa.
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1. attéls. J. K. Jesena porcelana fabrika, dekorativa vaze Rigas 700. gadu jubilejas izstades
ekspondts (1901), porcelans, virsglaziiras dekors, zeltijums, 170 cm H x 50 cm diametrs,
RPKIA RPM Nr. 52, attels no RPKIA RPM, Vazes personiga lieta.

Muzealija ir no dabiskas vides iznemta autentiska realitates lieciba, ta vairs nav funkcionali
lietojams priekSmets. Muzealiju darbibas meérki ir daudz ietilpigdki neka vienkarSa
kolekciongSana, jo atbilstoSi moderno zinatnu atklajumiem rada filozofisku perspektivu, bet
izmainas, kas saistitas ar priekSmeta izcelsmes vietas mainu nes lidzi zinamu informacijas
zaudeSanu (Meress, 2008: 159). Rigas Porcelana muzeja inventarizacijas lieta trikst zinu par

vazes likteni laika perioda no 1901. Iidz 1963. gadam, kad ta registréta Rigas Porcelana riipnicas
muzeja krajuma.
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2. attéls. Rigas Porcelana rupnicas muzeja porcelana izstradajumu 1. perioda (1843-1914)
1973. gada porcelana prieksmetu uzskaites gramatas vaks un Rigas jubilejas izstades vazes
apraksts, RPKIA RPM krajuma. Foto: I. Brants.

1940. gada M. S. Kuznecova un J. K. Jesena porcelana fabrikas tika nacionalizétas, bet
1963. gada abas Rigas porcelana fabrikas tika apvienotas un izveidota viena Rigas Porcelana
ripnica. P&c 10 gadiem 1973. gada no abu apvienoto porcelana riipnicu kolekcijam tika izveidots
Rigas porcelana riipnicas muzejs, kura iespaidigais porcelana priekSmets glabajas vel pec Rigas
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Porcelana fabrikas slég8anas 1996. gada Iidz pat 2001. gadam, kad Rigas 800 gadu jubilejas gada
Rigas pilseétas dome nodibinaja RPKIA Rigas Porcelana muzeju un Rigas jubilejas vaze kluva
par jaunizveidota muzeja lepnumu un simbolu. Senakais Rigas jubilejas vazes apraksts attiecas
uz Rigas Porcelana riipnicas muzeja dibinasanas laiku 1973. gada, kad Rigas vaze registréta
porcelana izstradajumu 1. perioda 1843.-1914. g. uzskaites gramata (skat. 2. att€lu), kura par
vazes dekoru ar roku ierakstits: ,,Nepartraukts seléna klajums (krievu valodd CenenoBoe
CIUIOITHOE KpBITE), borta ornamentals rotajums ar matéto zeltu (krievu valodd opuameHT
6oproBoit MaToBEIM 30510TOM)” (I MP®3 52, 1973). No ieraksta uzskaites gramata salidzinajuma
ar publikacijas tekstu izriet 2 secinajumi. Pirmkart, materials publikacijai llustrétaja zinatne
sagatavots, balstoties uz $o ierakstu muzeja priekSmetu registra gramata, un tas neapstiprina
autores izvirzito hipotézi. Otrkart, vazes dekor&Sanas tehnikas apraksts minétaja publikacija
uzskatams par nekorektu, jo tikai profesionalis sp&j saprast, ka ar seléna klajumu ir domata
kadmija / seléna virsglaziiras krasa, kura lietota vazes krasosanai.

Porcelana makslas ekspertu viedoklis

Veicot pétijumu par Rigas jubilejas vazi, divi vado$i porcelana makslas specialisti tika
lugti izteikt savu viedokli par Rigas vazes krasojumam izmantoto krasu.

Imperatora porcelana fabrikas vadoSais makslinieks un A. L. Stiglica Riipniecibas un
makslas akad@mijas profesors Sergejs Rusakovs (Cepreii Pycakos, 1958) no Sanktpé&terburgas
uzskata, ka vazes dekoré$anai izmantota nevis kadmija / seléna krasa, bet virsglaziras krasa,
kuras sastava ir dzelzi saturo$i pigmenti. Savu viedokli S. Rusakovs argumentgja, noradot uz:
1) dzelzs sarkanajai krasai raksturigu vizualo izskatu; 2)krasas klajuma augsto tehniska
izpildijuma kvalitati, kas ir raksturiga dzelzs sarkanajam krasam; 3) iztrikst kadmija / seléna
krasam raksturigs izsvidums uz zeltjjuma un krasas robezlinijas (Rusakovs, 2014).

SIA Dekolserviss galvena krasu tehnologe un Rigas porcelana ripnicas maksliniece no
1983.-1994. gadam Dace Bluma (1959) uzskata, ka vazes dekoréSanai nav izmantota
kadmija / seléna krasa. Savu viedokli D. Blima pamatoja novért&jot krasas vizualo izskatu un
pielidzinot to 20. gs. 80.-90. gados lietotai kvalitativai un popularai Dulevas krasu fabrika raZotai
dzelzs sarkanajai krasai Nr. 1007 (Bluma, 2015). Ekspertu viedoklis sakrit ar pétijuma autores
izvirzito hipotézi, ka Rigas vazes dekoré$anai nav izmantota kadmija / seléna virsglaziiras krasa.

Tehniskais paraugs krasu salidzinasanai

Apsekojot Rigas vazes dekoru, var noteikt, ka krasa ieklata biezi un sedzosi, tapec var
pienemt, ka krasa ir ieklata sausas piideréSanas tehnika vai arT ar smidzinaSanas panémienu.
Sausas puderéSanas tehnika krasas pulveri uznes uz iepriek$§ sagatavotas lipigas virsmas to
pudergjot ar lielu mikstu otu vai tamponu lidzigi ka grimgjoties noptderé seju. PiideréSanas
tehniku saka lietot Meisené peéc 1730. gada, bet slavu ar to iemantoja Sevras porcelana
manufaktira, kuras izstradajumiem raksturigas gludi un blivi ieklatas, koSas un piesatinatas fona
krasas. Nemot véra industrialas tehnikas attistibu 19. un 20. gadsimta mija, krasa varétu biit
ieklata art ar modernaku smidzinaSanas panémienu. Salidzinot AS Kuznecova porcelana fabrikas
un J. K. Jesena porcelana fabrikas izstradajumus, kuri dekor€ti ar krasas smidzinaSanas
panémienu, atklajas, ka Kuznecova fabrika ar smidzinasanu dekoréto izstradajumu agrinakais
dat&jums ir 1887.-1915. gads, turpretim J. K. Jesena fabrikas izstradajumiem 1933.-1935. gads.

,Luk, kas par izstradajumu apdari Jesena fabrika rakstits 1893. gada laikraksta Puorwcckuii
secmuuk: Loti vienkarSa Skiet viena krasu tona uzneSana veselam priekSmetam, bet Sis darbs
prasa tik lielu pieredzi un veiklibu, ka, piemeram, labakas francu fabrikas lepojas un ir
pazistamas tieSi ar vienmérigu un meistarigu kobalta krasojumu uz porcelana. Més redzgjam ar
kobaltu nokrasotus francu izstradajumus un lidzigus Milgravja fabrikas, un esam spiesti atzit, ka
pedgjie ir daudz lieliskaki apdares tiriba. Vienmeérigu krasu toni Seit uznes darbinieces ar muslina
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lupatinam, kuras ievistita vate; Sadu kamolinu viegli iemércot krasa, meistare péc tam viegli
ieberze krasojamo priekSmetu un uzspiez uz ta savu savdabigo otu, stradajot ta teikt, gandriz ka
ar lielu punktétaju” (Konstants, Poluikévica, 1984: 51).

No citeta raksta fragmenta var secinat, ka Jesena porcelana fabrika krasaino fonu
ieklasanai veiksmigi tika lietota sausas ptideréSanas tehnika, tapéc, domajams, smidzinaSanas
tehnika Jesena fabrika tika ieviesta vélak neka Kuznecova fabrika. Tap&c pétijuma krasu parauga
izgatavoSanai tika izv€l€ta sausas piideréSanas tehnika, ka atbilstoSa 1901. gada Jesena fabrika
lietotajam porcelana dekoréSanas tehnikam. Biitiba krasas ieklasanas papémiens neietekmé
krasas klajuma tehnisko kvalitati, jo abas tehnikas ir piemerotas, lai veidotu krasas biezu un
vienmérigu klajumu. Rigas jubilejas vazes krasas klajuma biezums robezas vieta ar zeltijjumu ir
taktili jiitams, tap€c var izdarit pamatotu secinajumu, ka zeltijums ir ieklats uz tiras glaziras,
ievérojot tehnologiskos nosacijumus. Klajot zeltijumu tieSi uz apdedzinatas krasas, uz to
iedarbojas virsglaziiras krasas sastava esoSais fluss®, ar kuru apdedzinasanas laika reaggjot
zeltijums saplaisa vai izdeg. Tehnologiju ievéro porcelana razotaji, bet parkapj makslinieki, kuri
So panémienu lieto unikalu virsmas efektu panaksanai. Petijuma krasu parauga izgatavoSanai tika
izvéletas Dulevas keramikas krasu fabrikas dzelzs sarkana krasa Nr. 187 un Heraeus GmbH
kadmija / selena krasa H 64779, kuras tika ieklatas sausas puderéSanas tehnika, lai panaktu
vienmerigu un piesatinatu krasas klajumu. Zeltjumam tika izmantots 12 % Au spidigais zelts un
26 % Au pulgjamais zelts, kuri tika ieklati gan uz apdedzinatas krasas, gan uz tiras glaziiras
virsmas. Apdedzinasanas temperattira krasai 780°C un zeltijumam 780°C (skat. 3. att€lu).

3. attéls. Inese Brants, krasu paraugs dzelzs sarkands un kadmija | seléena sarkanas virsglaziiras
krasas salidzinasanai, porcelans, virsglaziiras krasas klajums sausas piideréesanas tehnika,
zeltijums (2015), RPKIA RPM krdjuma. Foto: 1. Brants.

Balstoties uz iegutajiem rezultatiem, var secinat: 1) krasas klajumi ir gludi un spozi;
2) dzelzs sarkanas krasas klajums ir vienmérigaks un piesatinataks, kadmija /seléna krasas
klajumam ir graudainaka faktiira, kura verojama tendence krasi izdegt planakajos punktos;
3) zeltijums ir kvalitativs tikai vietas, kur tas ieklats uz tiras glaziras; 4) zeltijums krasas flusa
iedarbibas rezultata ir iekusis, plaisajis un dal&ji izdedzis uz abiem krasu paraugiem, bet
bojajumi uz kadmija / seléna krasas parauga ir daudz izteiktaki; 5) spoza un puléta zeltjjuma
laukumos gar robezu ar kadmija / seléna krasu labi saskatams izsvidumam lidzigs zeltijuma
bojajums. Salidzinot Rigas jubilejas vazes krasas klajumu ar izgatavoto krasu paraugu, RPKIA
Rigas Porcelana muzeja galvena krajuma glabataja Iliana Veinberga secinaja, ka vazes krasas
vizualais izskats, krasas klajuma un zeltijuma kvalitate atbilst izgatavota krasu parauga dzelzs
sarkanajai krasai.®

2 Fluss — smalki malts viegli kiistos stikls, kuru izmanto keramikas virsglaziiras krasu razoana , lai pulverveida
virsglaziiras krasu pigmentus piekausétu glazétai porcelana virsmai.

$2015. 0. 17. marta Rigas jubilejas vazes fona krasu un Ineses Brants izgatavoto krasu paraugu salidzinaja RPKIA
Rigas Porcelana muzeja galvena krajuma glabataja Iliana Venberga.
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Sarkanas virsglaziiras krasas

Kimiska sastava del spilgti sarkanas porcelana virsglaziiras krasas raksturojamas ka
visproblematiskaka krasu grupa. Padomju teritorija tas médza saukt par seléna krasam (to sastava
ir vairak seléna neka kadmija). Eiropas teritorija tas biezak sauc par kadmija krasam, jo
krasvielas ir kadmija sulfids un kadmija selenats. Kadmija/seléna krasu sastava galvena
krasviela ir kadmija sulfoselenati CdS/CdO,4Se kadmija sulfids CdS un kadmija selenats CdO4Se.
Kadmija sulfoselenati augstas temperatiiras iedarbiba ir nenoturigi un atri sadalas. Kadmija
oksidu CdO ka krasvielu nevar izmantot, jo tam vispar nav krasas. Kadmija / seléna krasas toni
nosaka kadmija sulfida un kadmija selenata kristalu proporcija virsglaziiras krasas sastava.
Kadmija sulfids CdS dod dzeltenu krasu, bet kadmija selenats CdO4Se dod sarkanu krasu. Lai
ieglitu dzeltenu krasu kadmija sulfidam ir nepiecieSsams oksid&joss agents, ko pigmenta ievada ar
nitratiem. Turpreti sarkanai krasai vajag reducgjoSu agentu, kuru pigmenta ievada ar
dzelzs / silicija FeSi savienojumu. Katra agenta parsvars iznicina vienu vai otru krasu. Neliela Zn
piedeva padara sarkano krasu gai$aku, bet neliela vanadija oksida Va,Os piedeva palielina krasu
noturibu. Kadmija / seléna krasu flusa sastavs arT ir problematisks. Svina klatbiitne krasas flusa
sastava veicina melna svina selenita veidoSanos, toties neliels kadmija oksida CdO daudzums
flusa sastava palidz stabilizét krasas pigmentu. Par daudz oksid€josa vai par daudz reducgjosa
vide apdedzinasanas krasni noarda vienu vai otru krasvielu. ST iemesla d&l seléna krasas ir
jaieklaj daudz biezak neka pargjas krasas, jo tada veida tas tiek pasargatas no krasns atmosféras
kaitigas iedarbibas. Kadmija / seléna krasu grupas krasas jaucas tikai sava starpa, tomér parasti
tas lieto tira veida, jo tas ir jutigas pret citu krasu kimisko sastavu un vismazako piejaukumu
klatbiitné klast netiras. P&c apdedzinaSanas kadmija / seléna krasas ir biezas un sedzoSas un
vizuali lidzinas e]las krasam. Kadmija/seléna krasas jaapdedzina zemaka temperatiira, jo
planakas vietas tas médz izdegt un tas nav ieteicams apdedzinat vienlaicigi ar zeltjjumu. Seléna
krasu ietekmé zelts var zaud@t savu spozumu, bet, zelta preparatu sastavdalam sadegot, radusas
dumgazes savukart atstaj negativu ietekmi uz jutigajam seléna krasam. Kadmija / seléna krasu
toni iesp€jami no oranzdzeltena lidz tumsSi asins sarkanam, bet arl tos sava starpa jaukt nav
ieteicams, jo sava kTmiska sastava dg] tie viens otru iznicina.

Kad Kinas podnieki pirms 1100 gadiem saka izgatavot virsglaziiras emaljas, tad pirmas
krasas paleté bija dzelzs sarkanbriina, vara zala un kobalta zila (Leving, 2007). Kiegelsarkanas
un sarkanbriinas krasas sauc ari par dzelzs sarkanajam krasam, jo galvena krasviela tajas ir
dzelzs oksids Fe;Osz, kuru iegiist karsgjot dzelzs sulfatu Fe,SO4 oksidgjosa vidé. Tonalas
gradacijas panak gan ar temperatiiras paaugstinasanu gan pievienojot citus savienojumus — cinka
oksidu ZnO, kalcija oksidu CaO, mangana oksidu MnyOs3, aluminija oksidu Al;Os;. Kaolins
palidz iegtt sarkanakus tonus, bet mangans dod violetaku nokrasu (Leving, 2007). Delzs sarkana
krasa ir viena no senakajam porcelana virsglaziiras krasam, kura sastopama 16. gs. sakuma Kinas
porcelana emaljas tipa porcelana apgleznojumos, ta atradas Meisenes porcelana manufaktiiras
makslinieka un krasu tehnologa Johana Gregoriusa Herolda (Johann Gregorius Horoldt, 1696-
1775) lidz 1731. gadam izstradataja 16 virsglaziiras krasu palete, ka arT Venséna / Sevra tika
lietota gaiSi sarkana — sarkana dzelzs krasa (francu val. Rouge de Fer) (Sevidzs & Njumens,
2000: 158; Helfrists, 2012: 63). Kiegelsarkanas krasas viegli klajas dazadas tehnikas — padergjot,
tampongjot un smidzinot, ka ar7 gleznojot ar otu. Novértgjot kadmija / seléna un dzelzs sarkanas
virsglaziiras krasas vizuali estétisko izskatu, var secinat, ka Rigas vazes fona krasa vizuali ir
lidziga dzelzs sarkanajai krasai.

Virsglaziiras apgleznojuma krasu kimisko sastavu nedestruktiva veida nosaka ar rentgena
staru fluorescences spektroskopiju (XRF). No 2006. lidz 2007. gadam Melindas un Paula
Sullivanu Dekorativas makslas fonds (ASV), Cikagas makslas institiits (AIC) un Metropoliténa
makslas muzejs (MMA) veica veérienigu eksperimentu, lai noteiktu un salidzinatu Meisenes
(Meissen, dib. 1710), Docia (Doccia, 1737-1896) un Vines Du Pakjé (Du Paquier, 1718-1864)
porcelana manufaktiru izstradajumu virsglaziiras dekora krasu kimisko sastavu dazados laika
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periodos. Nedestruktivai unikalo porcelana izstradajumu dekora kimiskajai analizei tika
izmantota XRF tehnologija (Bezur, Casadio, 2012:1186).

Seléna / kadmija krasas ir saméra jauna virsglaziiras krasu grupa, kura paradas
20. gadsimta sakuma. Kadmiju (no latinu val. cadmia — cinka rtida) atklaja 1817. gada ka cinka
ieguves blakusproduktu. Kadmija iegiiSana bija dargs process un tapéc tikai 1920. gadu beigas
kadmiju saka izmantot krasu pigmentu razoSana, kad savienojuma ar barija sulfatu BaSO4 un
cinka sulfidu ZnS tika ieguts kadmija litopons ZnS-CdSSe-BaSO,, kur$ bija daudz 1&taks
(Butterman, Brown 2004: 4). Ap to laiku kadmija sulfoselenatus sak izmantot arf porcelana krasu
razoSana. 1930. gada kimisko izejvielu razotaja Roessler & Hasslacher Chemical Co. kataloga
min&ti kadmijs un seléns gan ka metali, gan ka sulfidi oranza un selenati sarkana krasa (Levings,
2007: 208). Savukart Krievija péc Oktobra revoliicijas spilgti sarkana krasa kliist par
komunistiskas ideologijas simbolu. Revolicijas karoga spilgti sarkano krasu ar nosaukumu
“KoralJu” (krievu val. Kopamnosas) Agitacijas porcelana®® makslinieku vajadzibam bijusas
Imperatora porcelana fabrikas tehnologi radija jau péc 1917. gada revoliicijas, un tas nosaukums
ir seléna krasa. Agitporcelana makslinicka Pavela Kuzpecova (1878-1968) 1919. gada
apgleznota servize “Korallu” ir nosaukta izmantotas krasas varda, un ta ir pirma servize Padomju
Krievija, kuras apgleznojuma dekorativais fons veérienigi noklats ar spilgti sarkano revoliicijas
(kadmija/seléna) krasu (Sisojeva, 1989: 41). Spilgti sarkanas kadmija / seléna virsglaziiras krasas
porcelana dekorésanai saka lietot 1920. gados, no ka izriet secinajums, ka 1901. gada, kad tika
izgatavota Rigas jubilejas vaze, seléna [ kadmija krasas vél nebija ieviestas porcelana razoSana
un tapéc nevaréja bt pieejamas ari J. K. Jesena porcelana fabrika.

Secinajumi

Petijuma hipotézi, ka Rigas vazes virsglaziiras krasas klajumam nav izmantota selénu
saturosSa krasa apstiprina $adi rezultati:

1.  Ekspertu vertgjums sakrit ar pétijuma autores izvirzito hipotézi, ka Rigas vazes

dekorésanai nav izmantota kadmija / seléna virsglaziiras krasa.

2. Salidzinot Rigas vazes krasas klajumu ar izgatavoto krasu paraugu, tika secinats, ka
Rigas jubilejas vazes krasas vizualais izskats, krasas klajuma un zeltijuma kvalitate
atbilst krasu parauga dzelzs sarkanajai krasai. Savukart apskatot krasu kimiska
sastava ietekmi uz virsglaziiras krasu 1pasibam, var secinat, ka dzelzs sarkana krasa ir
daudz piemérotaka Rigas jubilejas vazes dekora izpildiSanai.

3. 1901. gada, kad tika izgatavota Rigas jubilejas vaze, kadmija/ seléna virsglaziras
krasas veél nebija pieejamas, jo porcelana dekoréSana tas sak izmantot sakot ar
20. gs. 20. gadiem.

1973. gada, veidojot Rigas porcelana ripnicas muzeju, 1. perioda 1843.-1914. g. uzskaites
gramatas ieraksta | MP®3 52 Rigas jubilejas vazes dekoréSanas apraksta ir pielauta kltida: teksta
,»Sarkanbrinais seléna klajums” vieta ir jabiit rakstitam ,,dzelzs sarkanas virsglaziras krasas
klajums”.

Summary

In 1886 entrepreneur of baltic-german origin Jacob Carl Jessen started to produce porcelain in Riga. Specialization
of Jessen’s factory was to manufacture highly qualitative porcelain by following standards of European porcelain.

In 1901 to celebrate 700™ anniversary of Riga was organized grand Exhibition of Industry and Crafts. Author of
project of exhibition Max Gustav Rihard Shervinski (1859-1909) designed 40 pavilions and exhibition stands.

* Agitacijas porcelans — Padomju Krievija, Petrograda, Valsts Porcelana fabrika (bij. Imperatora porcelana fabrika)
raditi porcelana apgleznojumi ar komunistiskds propagandas lozungiem. Ievérojamakie makslinieki Cehonins
(Cepreit Bacumsena Uexonun, 1878-1937), Séekatihina-Patockaja (Anexcanapa Il{exatuxuna-TTatoukas, 1892-
1967), Sujetins, (Hukonau Muxaiinosud Cyetus, 1897-1954).
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Exposition of Jessen’s factory and their largest exhibit — 170 cm high vase which resembled column — in exhibition
of 700 jubilee of Riga received Grand Prix.

Oldest description of Riga Jubilee vase refers to 1973 when Riga Porcelain factory was founded, during that time
Riga vase entered 1st period (1843-1914) inventory journal of porcelain ware. In this journal by hand is made
description of vase decor: ,.solid selenium grounding”. Based on years of experience in porcelain painting author
propose hypothesis — that for grounding of Riga Jubilee vase cadmium overglaze paint is not used.

In order to prove this hypothesis, firstly experts of porcelain craft was invited, secondly examples of colour were
made, thirdly technical particularities of cadmium and selenium technology were examined, fourthly the analyses of
the Riga Porcelain Museum's inventory of the Riga Jubilee Vase was concluded.

Two leading experts Sergei Rusakov from the Imperial Porcelain Factory in St. Petersburg and Dace Bluma, main
ceramic print technologist of SIA Dekolserviss, were invited to share their opinion about paint used for Riga vase
grounding.

Expert’s opinion on this matter supports author’s hypothesis that for grounding of Riga Jubilee vase cadmium
overglaze paint is not used.

In 1901 Jessen’s factory used dry powdering technique. For producing paint examples were chosen iron-red paint
Ne 187 from Duljev factory of ceramic paints and cadmium / selenium paint H 64779, which were used in dry
powdering technique. For gilding 12 % bright gold and 26 % polish gold was used.

After comparing paint examples with paint used in Riga vase grounding, main collection preserver of Riga Porcelain
Museum, lliana Veinberga concluded that visual look of Riga vase paint, quality of its gilding matches with
manufactured example of iron-red paint.

In composition of cadmium / selenium paint main pigment is cadmium sulfoselenate CdS /CdO,Se, cadmium
sulphide CdS and cadmium selenate CdO,Se. Tone of cadmium / selenium paint is determined by proportion of
crystals of cadmium sulphide and cadmium selenate in composition of overglaze paint. Cadmium sulphide gives
yellow colour, but cadmium selenate red colour. Grounding with cadmium / selenium paints are thick and by visual
look they resemble oil paint. While in iron red paint main colour pigment is iron oxide Fe,O;. Tonal gradation is
achieved by adding other compounds — zinc oxide ZnO, calcium oxide CaO, and manganese oxide Mn,Os,
aluminium oxide Al,O5. Kaolin assists to obtain more intense red tone, but manganese — more intense violet tone.
Iron is one of the oldest ceramic pigments also used for porcelain painting overglaze. Iron red overglaze paint is
found in early 16" century Chinese enamel type porcelain overglaze, iron red was one of 16 paints of overglaze in
palette created till 1731 by Meissen porcelain manufactory artist and paint technologist Johann Gregorius Horoldt
(1696-1775), in Vincennes and Sevres light red — iron red paint, (in French Rouge de Fer) was used.

Selenium / cadmium is comparatively new overglaze paint group which arise in beginning of 20" century. Cadmium
(from Latin cadmia — zinc ore) was discovered in 1817, like by-product of zinc production. In end of 1920°s
cadmium was used in manufacture of paint pigments, when in combination with barium sulphate BaSO, and zinc
sulphide cadmium litophone ZnS-CdSSe-BaSO, was acquired, this compound was much cheaper and cadmium
sulfoselenate becomes part of porcelain paint manufacturing.

In Russia after October revolution bright red colour becomes symbol of communistic ideology. Bright red paint —
the colour of revolution flag — for requirements of Soviet propaganda artists’ technologists of formal Imperial
porcelain manufacture created yet after Revolution of 1917 and is titled selenium paint. In 1919 Pavel Kuznecov
(1878-1968) created first tee-set which ornamental background was covered with bright red paint of revolution —
cadmium / selenium paint. Bright red cadmium/selenium overglaze paint was used in decoration of porcelain in
1920’s, therefore in 1901 when the Riga Jubilee vase was created selenium/cadmium paints were not used in
manufacturing of porcelain paints yet, therefore were not available in J. K. Jessen’s porcelain factory.

1973 description I MP®3 52 in Riga Porcelain Museum inventory journal is inaccurate. Instead of ,,solid selenium
grounding” it should be ,,solid iron - red overglaze colour grounding”.
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STARPTAUTISKAS ZINATNISKAS KONFERENCES
»SABIEDRIBA. INTEGRACIJA. IZGLITIBA.”
VIZUALA IDENTITATE

Visual Identity of International Scientific Conference
“Society. Integration. Education.”

Sarma Delvere
Rézeknes Augstskola
e-pasts sarmakazia@inbox.lv

Aina Strode

Rézeknes Augstskola
e-pasts aina.strode@ru.lv

Abstract. Logo is one of the most important symbols in identity recognition of any organisation or institution. Logo
and visual identity is a set of elements demonstrating the belonging of an enterprise, a product or a service to one
particular complex, at the same time giving the possibility to be distinguished amongst competitors. The aim of the
article is to define the concept of working out a logotype of the conference “Society. Identity. Education.” on
analysis of theoretical logotype creation basis and historical research of the conference. The author used methods
of theoretical research, quantitative analysis and content analysis of conference proceedings.

Keywords: Conference, logotype, visual identity.

levads

Ka viens no galvenajiem dizaina uzdevumiem ir dazadu problému risinaSana, pozitivas un
laikmetigas vides radiSana. Lai nodroSinatu miisdienigu informacijas apriti, ka viena no svarigam
§1 briza aktualitatém ir digitalo tehnologiju izmantoSana. Attistoties mediju tehnologijam,
paplaSinas informacijas apmainas iesp€jas, kas lauj internetvidé ievietot dazadus materialus
elektroniska formata. Ka pieméru Rézeknes Augstskola var minét ikgad€jas starptautiskas
zinatniskas konferences ,,Sabiedriba. Integracija. Izglitiba.” majaslapas izveidi, kas lidzas
konferences afiSu, rakstu krajumu, sertifikatu u.c. materialu grafiskajam noform&umam, rada
nepiecieSamibu veidot vienotu konferences vizualo identitati. Konferences majaslapas izveide
nodroSinas nepiecieSamo aktualo informaciju, ka ari kalpos konferencu norises vésturiskam
parskatam. Estétiski baudams vizualais noform&jums, kas ietver logotipa izstradi un vienota stila
izveidi konferences materialiem, ir apliecinajums §1 pasakuma ilgtsp€jibai un parejai jauna
kvalitate, kas pielidzinama veiksmigu uznémumu darbibai. Logotips ir viens no svarigakajiem
elementiem, veidojot vizualo identitati.

P&tot zinatnisko rakstu datu bazes, ir sastopami dazi pétijumi par konferencu norisi. Ta,
pieméram, Arizonas Universitateé A. Ravans un L. Bezansons (Rawan, Bezanson, 2011) veikusi
petijumu par septinu gadu perioda konferenc€s izteikto nakotnes planu, filozofisko nostadnu,
vestures virzibas tendencém.

Tradicionali augstskolu organizéto konferencu informacija tiek ievietota internetvidé —
augstskolas majaslapa. Labs risinajums ir augstskolas majaslapa ietvert augstskolas rikoto
starptautisko konferencu majaslapu, kura biitu viegli uztverama un skaidri nolasama informacija.

Raksta mérkis — balstoties uz logo izveides teorétisko analizi, konferences ,,Sabiedriba.
Integracija. Izglitiba.” vesturisko izpéti, izstradat konferences vizualas identitates logo.

Izmantotas teorétiskas izpetes metodes un konferences rakstu krajumu kontentanalizes
kvantitativa analize.
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Vizualas identitates raksturojums

Vizuala identitate ir nepiecieSama, lai kadas organizacijas, konferences vai kada
uznémuma vizualais t€ls biitu vienots, atpazistams. Pieméram, logo, bukletiem, brosiram,
veidlapam, vizitkart€ém utt. — visam Stm lietam ir jabut vienotam, lietotajam jarodas nojausmai,
kadai organizacijai tas ir piederigas. Lidz smalkam detalam, niansém izstradata vizuala identitate
dod sekmigu komunikaciju ar noteikto mérkauditoriju.

Vizuala identitate ir lidzvertiga vizualajai komunikacijai. Tonijs Bleirs (Tony Blair)
piekrit, ka dizains nekad nevar bat virspusgjs, tam jabut stratégiskam. Ar dizaina palidzibu var
attistit, komunic@t, un nodrosinat kvalitativakus, efektivakus uzlabojumus. Informacijas dizains
ir maksla un zinatne, kas sniedz informaciju, ir saprotams un viegli uztverams, atraktivs. Pareizi
izvE€l&ts dizains uzlabo komunikacijas kvalitati (Parkinson, 2006).

Logo nosaka kop€jo vizualo te€lu un identitati. Logo un vizuala identitate ir elementu
kopums, kas demonstré uzn€muma, produkta vai pakalpojuma piederibu vienam veselumam, taja
pasa laika laujot tam izcelties konkurentu vidi. Profesionali izstradata vizuala identitate veido
vienotu, lidz detalam izstradatu grafisko kanonu, kas attiecas uz jebkuram §1 zimola vizualajam
izpausmém. Sis kodekss aptver visus zimola reprezenticijas un komunikacijas materialus,
defingjot vizualas identitates elementu lictoSanas principus un estétisko filozofiju.

Visbiezak grafiskaja identitaté ietilpst vienojosa logo izstrade, majas lapas dizains,
vizitkartes dizains, veidlapas dizains un mapes dizains, tacu vél papildus var izveidot aplokSnu
dizainu, aksesuaru dizainu, auto dizainu, bukletu, skrejlapu, plakatu, kalendaru, zimogu, apgérba
un citu izdales un prezentacijas materialu dizainu. Visvairak laika, pulu, resursu un finansu
lidzeklu vajadzétu izmantot uzpe€muma logo izveidei un uznémuma majas lapas izstradei
(Vienkarss grafiskais dizains, 2013).

Grafiskas zimes jeb logotipa izstrade ir pirmais solis vizualas identitates veidoSana. Visiem
pargjiem identitates elementiem jabut sakritigiem un nolasamiem. Ve&stijumam jabiit vienkarSam,
neparprotamam un atbilstigam. Visi izstradatie vizualas identitates elementi, papildinati ar to
izmantoSanas nosacijumiem, tiek apkopoti Stila gramata (Logotipi un vizuala identitate, b.g.).
Komunikacija notiek ar vizualo t€lu, identitati. Lai atvieglotu rado$o darbu, svariga loma ir
meérka grupas defin€Sanai. Ka viens no svarigiem kritérijiem ir mérka grupas vecums un izglitiba
(Bergstrems, 2009). Vizualajai identitatei ir jaatbilst noteiktajai auditorijai.

Veicot Reézeknes Augstskolas starptautiskas zinatniskas konferences ,,Sabiedriba.
Integracija. Izglitiba.” vizualas identitates izveidi, ka mérka grupa tika noteikti zinatnieki un
pétnieki, dazadu jomu profesionali, topoSie zinatnieki, augstskolu macibspeki.

Starptautiskas zinatniskas konferences
»Sabiedriba. Integracija. Izglitiba” vesturiskais apskats

Konference tick definéta ka sanaksme, sapulce, apspriede, kura politiski delegati,
sabiedriski darbinieki, zinatnieki vai kadu profesiju parstavji, studenti un citi dalas ar saviem
veiktajiem pétijumiem, notiek informacijas apmaina. Loti svarigi, lai katrai konferencei tiktu
definéts mérkis. Parasti zinatniskas konferences mérkis ir izraisit diskusiju par noteiktu tematu,
apzinat stavokla izmainas noteikta laika perioda, noteikta teritorija vai arl nodroSinat regularu
informacijas apmainu starp cilvékiem, kuri veic zinatniskos pétijumus noteikta nozar€, bet dara
to dazadas organizacijas, dazadas valstis, izmantojot dazadas p&tijumu metodes.

Zinatniskas konferences mérki preciz€ un konkretizé konferences uzdevumi vai
konferences tematika. Konferencé iesp&jams ne tikai uzzinat paSu jaunako informaciju nozarg,
bet arT nodibinat jaunus kontaktus. Konference var kliit par loti €rtu iesp&ju iepazities ar jaunu
toposu projektu sadarbibas partneriem, vai ari jau darbiba esoSu projektu partneru klatienes
tikSanas vietu (Mangusa, b.g.).

101



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

Starptautiskajai zinatniskajai konferencei ,,Sabiedriba. Integracija. Izglitiba.” ir savi mérki
un uzdevumi, mérkis ir nodroSinat platformu pétniekiem dalities zinasanas un idejas par
jaunakajam tendencém $adas disciplinas: Augstskolu, Pedagogijas, Muzizglitibas, Veselibas un
sporta, Informacijas tehnologiju izglitiba u.c.

Visi iesniegtie raksti tiek recenzeti un publicéti konferences rakstu krajumos. Visi raksti,
kas publicéti kops 2007. gada, pec papildus izvertéSanas ir pieejami Thomson Reuters
Conference Proceedings Citation Index-Science (ISI Web of Science) datu baze.

Konferenéu materiali no ieprieks€jiem gadiem ir atrodami internetvietné
http://lwww.ru.lv/en/research/scientific_institutes/psri/psri_publications, ka ari www.journals.
ru.lv.

Veicot konferences materialu izpéti, tika pielietota teoretiskas izp€tes metode —
kontentanalize. Kontentanalize ir viena no kvantitativajam metodem, kas objektivi, sistematiski
un kvantitativi analiz€ komunikacijas saturu, kur pétamo materialu skata nevis ka fiziskus
notikumus, bet gan ka tekstu, attélu un izteikumu reprezentacijas, kas raditas ar méerki, lai tas
lasitu, redz€tu un interpretétu. Kontenanalize jeb satura analize — pieskaitama pie
,heuzbazigajam” metodém, kuru prieksrociba ir saistama ar p&tniecisku tehniku, kas neiejaucas
un ir nereaktiva attieciba uz pétamo objektu (Sulmane, 2001).

Nosactti par konferences pirmsakumu var uzskatit 1996. gadu, kad Rézeknes Augstskolas
Pedagogijas fakultate notika pirma starptautiska zinatniska konference. Gadu gaita ir mainijusies
gan fakultates, gan konferences nosaukumi, tacu vadosa — izglitibas tematika, ir palikusi
nemainiga.

Lai noskaidrotu konferences attistibas gaitu, ko raksturo dalibvalstu, dalibnicku, tematisko
sekciju un prezentéto rakstu skaits, p€tijuma tika analizéti konferences rakstu krajumi no
1996. gada lidz 2015. gadam. No 1996. gada lidz 1999. gadam konferences nosaukums bija
,Profesionala pedagoga sagatavosanas problémas”. Tika izdoti konferences materiali un
konferences tézes. 2000. gada konference tika pardévéta ,,Baltijas Regiona valstu integracijas
problémas cela uz Eiropas Savienibu. No 2001. gada lidz 2003. gadam — ,,Personiba. Laiks.
Komunikacija.”. 2004. gada — ,Inovacijas augstskolu pedagogija” un kop$ 2005.gada
Starptautiskas zinatniskas konferences nosaukums ir ,,Sabiedriba. Integracija. Izglitiba.”.

2001. gada konferenci organiz€ja divas Rézeknes Augstskolas fakultates — Pedagogijas un
Humanitara fakultate. Kopuma starptautiskaja konferencé piedalijusies dazadu augstskolu
petnieki no Latvijas, ka arT interesenti no citam valstim. Konferences dalibnieki ir piedalijusies
no tadam macibu iestadem ka Latvijas Universitate, Banku Augstskola, Rigas Stradina
Universitate, Daugavpils Universitate, Reézeknes Augstskola, Daugavpils medicinas koledza,
Biznesa Augstskola Turiba, Liepajas Universitate, Latvijas Lauksaimniecibas Universitate, Rigas
Celtniecibas koledZa u.c.

Konferences dalibnieku skaita un zinatnisko rakstu skaita dinamika pa sekcijam ir
aplikojama 1. tabula.

1. tabula
Konferences dalibnieku sadalijums pa sekcijam 1996.-1999. gads
Sekcijas / nodalas rakstu krajuma 1996 | 1997 | 1998 | 1999
Toposa pedagoga studiju procesa organizacija 8 - - -
Darbmaciba izglitibas reformas konteksta 9 - - -
Jaunas audzinasanas pieejas meklgjumi 5 - - -
Dazadu studiju kursu maciSanas specifika - 9 - -
Toposa pedagoga pedagogiskas meistaribas pilnveide studiju procesa - 13 - -
Mizikas priekSmetu apguve studiju procesa - 16 - -
Toposa pedagoga radosas aktivitates attistiSanas iesp&jas - 7 - -
Dazi skolas pedagogiska procesa organizacijas aspekti - 20 - -
Dazi topoSo darbmacibas skolotaju studiju procesa organizacijas aspekti - 21 - -
Plenérsédes referati - - 3 -
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Dazadas aktualitates darbmacibas un vizualas makslas skolotaju - - 27 -
sagatavoSana

Aktualas problémas miizikas pedagogija un maciS§anas metodika - - 21 -
Jaunas audzinasSanas pieejas mekl&jumi - - 11 -
Fiziskas aktivitates personibas veidoSanas procesa - - 6 -
Pedagogiskas meistaribas pilnveides iespgjas - - 13

Aktualie macibu un studiju procesa organizacijas jautajumi - - 27
Plenérsédes - - - 5
Macibu un studiju procesa organizacijas pilnveide - - - 22
Skolas Pedagogija - - - 24
Dazadu macibu priek§metu saturs un maciSanas metodika sakumskola - - - 19
Svesvalodas macisanas metodika - - - 18
Sports - - - 13
Darbmaciba un maksla - - - 36
Mizika - - - 4
Kopégjais pétijumu skaits attiecigaja gada 22 86 108 141
Kopégjais dalibnieku skaits attiecigaja gada 27 95 117 157

1. tabula ve€rojams strauj$ dalibnieku skaita picaugums katra gada. Ar1 tematiskas jomas
katru gadu tiek paplasSinatas un neatkartojas, salidzinot ar ieprieksgjiem gadiem.

Konferences dalibnieku sadalijums pa sekcijam 2000.-2005. gads

2. tabula

Sekcijas / nodalas rakstu krajuma 2000

2001

2002

2003

2004

2005

Pedagogijas teorija un psihologija 31

Macibu saturs un maciSanas metodika

Dabas zinibu un sakumskolas maciSanas metodikas 13
apakssekcija

Profesionalas izglitibas, darbmacibas un makslas 19
apakssekcija

Sve§valodu apakssekcija 19

Sporta apakssekcija 13

Tradicionalais un novatoriskais

Literatiiras un valodas izpéte 14

Veéstures problémas tiksto§gadu mija 5

Likuma piemérosanas aktualie jautajumi juridiskaja praksé 4

Plenérsede -

Augstskolu pedagogija -

Skolu pedagogija -

Metodiskas izstradnes macibu priekSmetos dazados -
izglitibas posmos

Anglu valoda -

Vacu valoda -

Sociala un speciala pedagogija -

Darbmaciba un maksla -

Sports -

Mizikas un horeografijas sekcijas -

Tradicionalais un novatoriskais literatiiras valodas izp&te -

Vésture un kulturvesture -

Tiesibu zinatnes -

Pirmsskolas un skolas pedagogija -

Majturiba, arodizglitiba un maksla -

Petijumi .

Parskats -

Pétnieciskie darbi -
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P&tniecibas piezimes - - - - 12
Atsauksmes - - - - 19
Diskusijas - - - - 5
Kopégjais pétijumu skaits attiecigaja gada 118 127 52 16 55
Kopgjais dalibnieku skaits attiecigaja gada 133 141 59 19 64

Savukart 2. tabula vérojams, ka laika posms no 2002. Iidz 2005. gadam iezim&jas ar
dalibnieku skaita kritumu. Iemesli Sai tendencei nav skaidri.

Zinatniskas konferences pastavésanas pirmajos gados nav veérojama liela parstavju daliba
no arvalstim. Ar 1999. gadu konference ieguva starptautisku skan€jumu, jo Saja gada piedalijas
25 pétnieki no Lietuvas, tika prezent@ti ar petijumi no Anglijas, Australijas un Igaunijas. No
1999. lidz 2007. gadam dalibvalstu statistika kopuma ir 21 valsts — parstavot dazadus
kontinentus (Australija, ASV) un Eiropas dalas (Austrumeiropa — Krievija, Gruzija, Uzbekistana,
Ukraina u.c., Rietumeiropa — Vacija, Italija, Austrija, Belgija, Spanija, Lietuva, Cehija, Slovakija
u.c., Ziemeleiropa — Norvégija, Somija, Igaunija). Minétaja laika posma lielakais arvalstu
dalibnieku skaits bija 1999. gada — 31, mazakais — 2004. gada — viens parstavis no Lietuvas.
Latvijas konferences dalibnieku statistiku 1996.-2007. gadam skat. 3. tabula.

3. tabula
Latvijas dalibnieku konferences rakstu statistika 1996.-2007. gads
Gads 1996 | 1997 | 1998 | 1999 | 2000 | 2001 | 2002 | 2003 | 2004 | 2005 | 2006 | 2007
Zinatnisko rakstu
skaits 22 86 111 | 110 | 114 | 120 - 48 15 49 35 57

Konferences krajumu datos no 2009. Iidz 2014. gadam ir vérojamas dazadas svarstibas,
pieméram, 2010. gada ir vismazakais dalibnieku skaits. Ar katru gadu vairak un vairak ir
vérojams fakts, ka dalibnieki veic savus p&tfjumus paros, vai pat grupas (trTs lidz pieci autori). S1
tendence krasi iezimé&jas 2011. gada, kad petjumu skaits krasi atSkiras no dalibnieku skaita.
2011. un 2012. gada divas sekcijas ,,Speciala pedagogija” un ,,Sociala pedagogija” ir apvienotas
viena. 2011. gada ieprieksgjas sekcijas papildina sekcija ,,Veseliba un sports”, bet ka jaunums
rakstu krajuma tiek ieviesta sadala ,,Apskati”, kura tiek publicéti raksti, kas p&c recenzentu
veért§juma neatbilst zinatnisko rakstu prasibam. No 2013. gada nak klat veél divas sekcijas
,Pirmskolas pedagogija” un ,Makslas izglitiba”. Ar 2014. gadu tiek pievienota sekcija ,,IT
izmantoSana izglitiba”, bet sekcija ,,Makslas izglitiba” tiek nomainita ar sekciju ,,Maksla un
dizains”. Pétniecisko rakstu skaits sekcijas ir aplikojams 4. tabula.

4. tabula
Konferences zinatnisko rakstu skaita dinamika pa sekcijam 2006.-2015. gads
Sekcijas / nodalas
A 2006 | 2007 | 2008 | 2009 | 2010 | 2011 | 2012 | 2013 | 2014 | 2015
rakstu krajuma

Petjumi 20 - - - - - - - -
P&tniecibas piezimes 11 - - - - - - - -
Atsauksmes 12 - - - - - - - -

Diskusijas 1 - - - - - - -
Augstskolu - - 14 32 18 32 24 14 34 45
pedagogija

Skolas pedagogija - - 19 20 19 44 17 17 18 26
Speciala pedagogija - - 6 8 4 18 22 15 18 25
Sociala pedagogija - - 20 11 3 9 15 15
Mauzizglitiba - - - 12 4 7 8 20 26 27
Veseliba un sports - - - - - 17 9 10 13 17
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Apskati - - - - - 14 15 - 7
Pirmsskolas - - - - - - - 8 9 7
pedagogija

Maksla izglitiba - - - - - - - 12 -

IT izmanto$ana - - - - - - - - 10 21
izglitiba

Maksla un dizains - - - - - - - - 14 11

Kopgjais petijjumu 44 64 59 83 48 132 95 105 164 | 194
skaits attiecigaja
gada

Kopgjais dalibnieku 54 80 77 105 64 190 147 176 291 | 372
skaits attiecigaja
gada

4. tabula ir verojams, ka 2015. gada ir vislielakais dalibnieku skaits, lidz ar to var secinat,
ka konference ir kluvusi vél atpazistamaka. Ari p&tijumu skaits $aja gada ir vislielakais.

Konference pienem arvien jaunus un jaunus apmérus. 2013. gada sadarbiba ar Udines
Universitati tika izdots III krajums ,,Sabiedriba, Integracija, Izglitiba. University of Udine in
cooperation with Rézeknes Augstskola 2013

Saja krajuma ir piecas dalas:

- Preface: 1 zinatniskais p&tijums;

—  Reuvisiting or re-living the landscape — cultural mosaic: 6 zinatniskie p&tijumi;

—  Changes of scale between project and perception: 6 zinatniskie p&tijumi;

—  Contingent changes and secular changes of value: 6 zinatniskie p&tijumi;

—  Different levels, different players, different scales: 5 zinatniskie p&tijumi.

Kopuma krajuma ievietoti 24 zinatniskie p&tijumi, no tiem 21 ir no Italijas, 2 p&tjumi no
Latvijas un 1 p&tijums no Portugales.

No 2008. Iidz 2015. gadam konferences zinatnisko pétijjumu dalfjuma pa valstim ir
verojamas dazadas svarstibas. Pieméram, 2008. gada ir tikai 4 arvalstu dalibnieku zinatniskie
pétijumi, 2003. gada — 3 arvalstu pétijumi. Lielakais citu valstu zinatnisko rakstu skaits ir krasi
pieaudzis pe&dejos gados. Konferences dalibvalstu sarakstu skat. 5. tabula.

5. tabula
Konferences dalibvalstis un to parstavéto rakstu skaits 2008.-2015. gads
Dalibvalstis 2008 2009 2010 2011 2012 2013 2014 2015
Latvija 55 76 45 117 82 77 118 97
Belgija 1 1 - - - - - -
Norvégija 1 1 - 1 - - - 1
Spanija 2 - 2 - 2 - -
Lietuva 1 2 - 6 8 12 13 33
Vacija - 1 2 3 - - 1 1
Gruzija - - 1 1 2 - - 1
Italija - - - 1 - 8 5 8
Islande - - 1 - - - -
Krievija - - - - 2 3 4 13
Polija - - - - - 1 - 8
Australija - - - - - 1 - 1
Austrija - - - - - 1 - -
Ukraina - - - - - - 10 1
Cehija - - - - - - 9 10
Uzbekistana - - - - - - 4 9
Slovakija 1 - - - - - - -
Igaunija - - - - - - - 3
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Somija - - - - - - -
Griekija - - - - - - -
Meksika - - - - - - -
Kazahstana - - - - - -
Rumanija - - - - - - -
Turcija - - - - - - -

Kopa 59 83 48 132 94 105 164 193

RN

Ar 2015. gadu ir palielingjies dalibvalstu skaits un to parstavéto pétijumu skaits, no
Lietuvas ir 33 zinatniskie raksti, Krievijas — 13, un Cehijas — 10, ir palielindjies ari citu
parstaveto valstu (piem&ram, Italijas, Polijas, Uzbekistanas, Igaunijas referentu) rakstu skaits.

Veikta konferences zinatnisko rakstu kontentanalize apliecina konferences attistibu gan
kvalitativa (rakstu atlase dubulti recenzgjot, rakstu atlase ieklauSanai datu bazg€) gan kvantitativa
(dalibvalstu skaits, dalibnieku skaits, sekciju skaita picaugums) izteiksmé.

Konferences vesturiskas izpétes turpinajuma tiks veiktas ekspertu intervijas, kas papildinas
iegiito informaciju ar konferences sagatavoSana un noris€ iesaistito personu redz&umu par
konferences attistibas gaitu un nakotnes perspektivam.

Starptautiskas zinatniskas konferences
»Sabiedriba. Integracija. Izglitiba.” logo koncepcija

Ikgadgja starptautiskas zinatniska konference ,,Sabiedriba. Integracija. Izglitiba.” ir
konference, kas norisinas Rézeknes Augstskola jau kops 1996. gada. Sogad ta norisinajas jau
divdesmito gadu. Sakara ar to, ka informacijas tehnologijas attistas un ir izveidota informativa
vietne elektroniskai konferences materialu prezente€Sanai un sazinai ar konferences rakstu
autoriem (www.conferences.ru.lv), ir nepiecie$ama konferences majas lapas dizaina izstrade, kas
ietver arT logotipu. Ta izmantoSana konferences materialu (programmas, sertifikatu, varda karsu,
konferences rakstu, majas lapas u.tml.) noform&Sana veicinas vél lielaku konferences
atpazistamibu. Ka tika minéts ieprieks, konferences un lidz ar to ar1 tas vizualas identitates
mérkauditorija ir zinatnieki un pétnieki, ka ar1 dazadu jomu profesionali un augstskolu
macibspéki no visas pasaules.

Ta ka konference ir starptautiska, logo izveidé tika izmantoti konferences nosaukuma
anglu valoda ,Society. Integration. Education.” pirmie vardu burti, kuri veido grafisku
kompoziciju, kas Iidzinas stilizéta globusa apveidam.

Nemot vera konferences ka zinatniska pasakuma butibu, kuram nepiecieSams noteikts,
skaidrs, akadémisks tels, tika izv€leta peleko tonu gamma, kas simbolize Iidzsvaru. Logo ietver
dzeltenigi oranzu punktu, kas simbolize centru, sauli, noteiktu koordinati Saja abstraktaja globusa
(skat. 1. att.).

SIE

2015

1. attels. Konferences ,,Sabiedriba. Integracija. Izglitiba.” 10go. Autore: S. Delvere.
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Peleka krasa sastav no baltas un melnas un simboliz€ vidutajibu, izlidzinoSu taisnigumu,
dros§ibu, uzticamibu, inteligenci, nosvértibu, cienu, profesionalitati, izsmalcinatibu, kvalitati,
mieru. Savukart dzeltena krasa ir saules un muzibas krasa. Ta simbolizE inteligenci, intelektu,
optimismu, skaidribu, organizetibu, laimi un atminu. (P&rkone, b.g.).

Izveletais koloristikas risinajums ir lakonisks un saderigs ar esoSo Rézeknes Augstskolas
logo. Konferences logo tika izmantots 2015. gada konferences majas lapa, prezentacijam
izmantojamo datoru monitoru ekranu noform&uma, varda kart€s, programmas materialu
noform&uma. Darbs tiks turpinats pie konferences majas lapas un konferences rakstu krajuma
vaka dizaina izstrades.

Secinajumi

Starptautiska zinatniska konference ,,Sabiedriba. Integracija. Izglitiba.” 2015. gada notika
divdesmito reizi. Konference ir piedzivojusi nosaukumu mainu no ,Profesionala pedagoga
sagatavo$anas problémas” (1996.-1999.) uz ,Baltijas regiona valstu integracijas problémas cela
uz Eiropas Savienibu” 2000.gada. No 2001. Iidz 2003.gadam - ,Personiba. Laiks.
Komunikacija.”, 2004. gada ,,Inovacijas augstskolu pedagogija” un ,Sabiedriba. Integracija.
Izglitiba.” (kop§ 2005. g.). Konferences rakstu kontentanalize apliecina tas attistibu gan
kvalitativa (rakstu atlase dubulti recenzgjot, rakstu atlase ieklauSanai datu baz€) gan kvantitativa
(daltbvalstu skaits, dalibnieku skaits, sekciju skaita picaugums) izteiksme.

Ta ka konference jau ir guvusi atpazistamibu un popularitati gan Latvija, gan arzemgs,
svarigi ir radit tas vizualo identitati, kas ir nepiecieSama, lai konferences vizualais t€ls biitu
vienots, uzmanibu piesaisto§s un miisdienigs.

Izstradatais logo atbilst konferences biitibai, gan simboliska (globuss), gan koloristiska
risindjuma zina.

Turpmaka autores darbiba tiks veltita konferences attistibas padzilinatai izp&tei, izmantojot
ekspertu interviju metodi un vizualas identitates materialu grafikas izstradei, izmantojot
konferences logo.

Summary

As one of the main design tasks is to solve different problems and create a positive and contemporary environment.
In order to ensure the flow of updated information the most important current measure is the use of digital
technologies. Wherewith the development of media technologies possibilities of information exchange are also
expanding which enables to insert a variety of materials in electronic format on the internet environment. As an
example can be mentioned the creation of Rezekne Higher Education Institution’s annual international scientific
conference ,,Society. Identity. Education.” website, which, along with the conference posters, collection of articles,
certificates, and other materials of graphic design, creates a necessity to construct a single visual identity of the
conference.

Logo is one of the most important symbols in identity recognition of any organisation or institution. Logo and visual
identity is a set of elements demonstrating the belonging of an enterprise, product or service to one particular
complex, at the same time giving the possibility to be distinguished amongst competitors. The aim of the article is to
define the concept of working out the logo of the conference “Society. Identity. Education.” on analysis of
theoretical logotype creation basis and historical research of the conference. The author used methods of theoretical
research, quantitative analysis and content analysis of the conference proceedings.

Creating a visual identity of Rezekne Higher Education Institution’s international scientific conference ,,Society.
Integration. Education.” there was determined a target group of scientists, researchers, professionals of various
fields, future scientists, and lecturers of the higher school.

Content analysis of the conference confirms both its qualitative (selection of articles by double reviewing, article
selection for the database) and quantitative (a number of participating countries, a number of participants, sectional
increase) development.

Since the conference has already gained recognition and popularity both in Latvia and abroad, it is important to
create its visual identity and to have a single, eye-catching and modern visual image of the conference.

The developed logo complies with the essence of the conference, both in terms of symbols (the globe) and the
choice of colours.
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VIZUALA IDENTITATE MAKSLAS UN KULTURAS JOMU
KONFERENCU ATPAZISTAMIBAS NODROSINASANAI

The Visual Identity of Arts and Cultural Areas Conferences
for Providing Visibility

Irena Ivanova
Rézeknes Augstskola
e-pasts: irena-ivanova@inbox.lv

Aina Strode
Rézeknes Augstskola
e-pasts: aina.strode@ru.lv

Abstract. Aim of he article — to make art, music and culture conferences exploration and to analyze their
importance, the visual identity and the topicality nowadays, to take a qualitative research evaluating the organized
conferences in the Latvia and elsewhere in the world. In greater depth were studied the art and design research in
the Latvia and in the globally. In the Article are also studied the events review of the Rezekne Higher Education
Institution conference ,, Art and music cultural discourse” and was carried out the analysis of the visual identity in
the art, music and culture conferences in the Latvian institutions of Higher Education.

Keywords: visual identity, culture, art, music conferences, design research.

levads

Ikvienas pasaules tautas bagatiba ir tas kultiras mantojums — satura un forma
daudzveidigas materialas un nematerialas kultiras izpausmes. Kultiras mantojums veidojies
gadsimtu, pat gadu tiikstoSu gaita cilvéku darbibas mijiedarb€ ar apkartejo vidi un vésturiskajiem
notikumiem.

Nemateriala kultiiras mantojuma pamata ir cilvéku zinaSanas un prasmes, kas nodotas no
paaudzes paaudzé un kuru rezultats ir gan materialas (pieméram, €kas, sadzives un makslas
priekSmeti, gramatas), gan nematerialas vértibas (pieméram, svétku svinéSanas tradicijas, teikas
un nostasti, amatniecibas prasmes, ticgjumi). TieSi cilvéku zinaSanas un prasmes palidz izprast
daudzveidigo kultiiru pagatn€ un tagadng, tai skaita dazadu lietu, darbibu un paradibu simbolisko
nozimi. Un tikai cilveks ir tas, kas iepriek$€jo paaudzu atstatajam kultiiras mantojumam var
pieskirt jegu jeb vertibu, pieliekot visas piiles, lai to saglabatu un attistitu, vienlaikus Jaujot tam
harmoniski iederéties art laikmetigaja kultiirvide (Pujate, Vitola, 2009).

Kulttiras mantojuma lielaka un vistiesak uztverama dala ir kultiiras pieminekli —
kulturvesturiskas ainavas un atseviskas teritorijas, pils€tu vesturiskie centri, ka ar1 €ku grupas,
atseviskas €kas un biives, makslas darbi, iekartas un priekSmeti, kuriem ir vésturiska, zinatniska,
makslinieciska vai citada kultiras vertiba un kuru saglabasana nakamajam paaudzém atbilst
Latvijas valsts un tautas, ka ar starptautiskajam intereseém (Nacionalas programmas ,,Kultiira”...,
2014).

Ikviena kultiiras izpausme un lieciba ir cilvéces kop€ja mantojuma dala. To izp€te un
apkopojums saistits ar dazadam zinatnes jomam — vésturi, valodu, etnografiju, antropologiju utt.
Izvirzot uzdevumu, — izstradat konferences ,,Maksla un mizika kulttras diskursa” vizualo
identitati, rodas nepiecieSamiba skatit esoSo pieredzi Latvija un pasaul€, analizét konkré&tas
konferences mérkus un attistibas gaitu, pétit analogus vizualajam noforme&umam, apzinat
konferences organizatoru un dalibnieku vélmes. Tas nozimé&, ka makslas un dizaina pé€tnieciba
ietver gan vésturisko, gan sociologisko, gan maksliniecisko izpéti.

109


mailto:irena-ivanova@inbox.lv
mailto:aina.strode@ru.lv

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

Raksta mérkis — veikt makslas, miizikas un kultiiras konferencu daudzveidiga piedavajuma
izpéti un analiz€t to vizualo identitati un aktualitati musdienas, veikt kvalitativo pé&tijumu,
vert§jot REzeknes Augstskolas starptautiskas zinatniski praktiskas konferences ,,Maksla un
miizika kulttiras diskursa” norisi un vizualas identitates izstrades nepiecieSamibu.

Makslas un dizaina pétnieciba Latvija un pasaulé

Makslas, miizikas un kultiras konferences notiek gan Latvija, gan citviet pasaulé.
Misdienas to aktualitate pieaug. Konferences ir nozimigs riks kultiirvésturiska mantojuma
saglabasana, jo to norises laika dazadu jomu profesionali, zinatnieki un praktiki dalas ar savam
zinasanam un pieredzi, sniedzot ieguldijumu kultiiras attistiba. To meérkis ir izglitot konferencu
apmekl&tajus un sabiedribu kopuma, dot ieguldijumu zinatne.

Makslinieciska p&tnieciba atrodas stridus teritorija, kur joprojam saduras, no vienas puses,
akademiski atzitas zinaSanu radiSanas paradigmas un, no otras puses, nostiprinajusies principi,
kas nosaka to, kas pieder vai nepieder laikmetigajai makslai un kultiirai (Maksla ka p&tnieciba,
2015).

Pétnieciba ir augstakas izglitibas iestdazu, pétijumu institiiciju, ka ari sabiedrisko
organizaciju parzina. Ta, piemé€ram, Latvija augstskolu uzdevums ir nodro$inat pétnieciba
balstitas studijas visos izglitibas limenos. Tas nozimé, ka bakalaura, magistra un promocijas
darbi ir petfjumi par noteiktu tematiku ar studiju Itmenim atbilstoSu novitates devumu nozares
teorija vai prakse. Sie zinatniskie p&tijumi arf tiek prezentéti konferencés.

Balstoties uz augstskolu majas lapas rodamo informaciju par pétniecibu, tika atlasitas
aktualas augstskolu konferences un zinatniskas aktivitates, kuras ieklauta makslas, miizikas un
kulturas tematika. Jaatzime, ka §1s teémas konferences skata augstskolas, kuru profils kopuma vai
ar1 atseviskas studiju programmas ir ar to saistitas. Vairakums konferencu notiek ik gadu un
tadgjadi nozares interesenti un zinatnieki var planot savu pétijumu prezentésanas laiku un vietu,
izveloties no daudzveidiga piedavajuma.

Daugavpils Universitaté (DU) tiek organizéta Starptautiska zinatniska konference
,,Cilvéks. Krasa. Daba. Mizika” (no 1999. gada) un DU Makslas zinatpu institits organize
,Rudens zinatnisko konferenci” (no 2011. gada). Rudens konferences mérkis — popularizét
pétijumus makslas un miizikas zinatn€s Latvija to hronologiskaja un tematiskaja daudzveidiba,
ka ar1 aktivizét komunikaciju Latvijas makslas zinatnieku un pétnieku vide (Makslas zinatpu
institita 4. RUDENS..., 2015). 2015. gada notiks 9. Starptautiska zinatniska konference
“Mizikas pedagogijas problémas”.

Liepajas universitate (LiepU) 2015. gada tika organizéta Starptautiska zinatniska
konference ,,Sabiedriba un kultiira: saknes un izaugsme”, darbs tika planots sekcijas, vadoties
péc  Sadam  zinatnes un  darbibas jomam: vésture, filozofija,  sociologija,
vadibzinatne / ekonomika, vides zinatne, e-sabiedriba. Ka LiepU Humanitaras fakultates
pétniecibas struktiirvieniba darbojas Makslas pétijumu laboratorija [www.mplab.Iv], kas ir
izveidota 2006. gada 1. novembri. Tas mérkis ir izveidot stabilu zinatniski p&tniecisko bazi un
attistit pétijjumu projektus humanitaro zinatpu nozares Maksla apakSnozaré: Jauno mediju
maksla.

2015. gada 20. februari pirmo reizi Liepaja norisinajas starptautiska radoSo industriju
konference “SUBJECT: CREATIVITY”. Konference ir balstita uz ¢etriem svarigiem posmiem
ikviena uznémeéja ikdiena — domasana, apkartgja vide, jaunu produktu attistiba un komunikacija.
Inovacijas un radosums miisdienas tiek atziti par svarigu cilvékresursu attistibas dzinuli ikviena
sféra, savukart, rado$as industrijas — par atslégu ekonomikas atveseloSanai un izaugsmes
nodrosinasanai (Radoso industriju un radoSuma..., 2015).

Latvijas Kultiiras akadémijas (LKA) docétaji isteno pétnieciskas aktivitates dazados
humanitaro, makslas un socialo zinatnu tematiskos virzienos: kultliras teorija, kultiiras
sociologija, makslas un literatiras vésturé un teorija, teatra un kino teorijas un prakses
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jautajumos, kultiras menedzmenta, radosSo industriju un starpkultiiru komunikacijas jautajumos,
semiotika un filozofija u.c. Akadémijas Zinatniskas pétniecibas centrs (ZPC) Tsteno pé&tijumu
programmu ,,Latvijas kultiras tradiciju ilgtsp&ja inovativa vide” (‘“Habitus™). Akadémijas
zinatnieki veic pétijumus par aktualam Sodienas Latvijas kultiiras dzives probléemam — kulttiras
auditorijas izmainam, kultiiras ekonomisko un socialo ietekmi, tradiciju saglabasanu un
amatiermakslas kustibas attistibu, kultiras mantojuma un vertibu saglabasanu u.c. (P&tnieciba,
b.g.).

Jazepa Vitola Latvijas Mizikas akadémija (JVLMA) Zinatniskas pétniecibas
centrs darbojas kops 2005. gada 8. decembra. Ta pétniecibas virzieni ir $adi:

—  pétijumi (materiali) toposajai Latvijas muzikas vesturei;

—  etnomuzikologijas pétijumi saistiba ar Latvijas tradicionalo miziku (latvieSu un

Latvija dzivojosu cittautu kopienu tradicionala miizika);

—  jaunas metodologijas izstrade, analize, problematika, aktualu metozu aprobacija

muzikologija, Eiropas klasiska mantojuma analize;

— muzikologiskie starpnozaru pétijumi (Zinatniskas p&tniecibas centrs, 2008).

Latvijas Makslas akadémijas (LMA) Makslas v&stures institlita pastavéSanu pamato
fundamentalu p&tijumu nepiecieSamiba par Latvijas un ar Latviju saistitu regionu vizualo makslu
un arhitektiru, ka ari makslas zinatnes teoriju un metodologiju pilnveidosana.
Svarigakie darba virzieni ir:

— kolektivais ilgtermina darbs pie Latvijas makslas vestures interneta latvieSu un anglu

valoda;

— ikgadéjo makslas vésturnicka Borisa Vipera (1888-1967) pieminas lasijumu

sarikoSana un rakstu krajumu sérijas ,,Materiali Latvijas makslas v&sturei” izdoSana;

— zinatniska zurnala ,,Makslas v&sture un teorija” izdoSana (kops$ 2003. g.) ar mérki

iepazistinat nozares specialistus un citus interesentus Latvijas un arzemju kultiiras
sabiedriba ar jaunakajiem sasniegumiem makslas vestures un teorijas joma.

Zurnala raksti starptautiskai auditorijai pieejami Central and Eastern European Online
Library (CEEOL). Izdevums ir indekséts datu bazeés The Central European Journal of Social
Sciences and Humanities (CEJSH) un Kunstbibliotheken-Fachverbund Florenz-Miinchen-Rom
(Kubikat).

Latvijas universitates (LU) 73. zinatniska konference, kas notika 2015. gada, ietver visu
universitaté parstavéto zinatnu jomu sekcijas, Makslas pedagogijas sekcijas darba ietvaros tika
organizeta arT tas dalibnieku radoSo darbu izstade.

Ekonomikas un kultiras augstskola (EKA) katru gadu riko starptautiskas zinatniskas
konferences, kuras piedalas gan augstskolas studenti, gan macibspeki. Katru gadu tiek izdots
zinatniskais zurnals ,,Ekonomika un kultiira,, (Zinatne, 2014).

Baltijas Starptautiskaja akadémija (BSA) 2015. gada notika V Starptautiska zinatniski
praktiska konference ,,Miusdienu tendences un tehnologijas dizaina izglitibas attistiba Bolonas
procesa ietvaros” ka ari V Starptautiska jauno pétnieku un studentu zinatniski praktiska
konference “lzaicinajumu un iesp&u laiks: problémas, risinagjumi, perspektivas”, kura bija
iesp&ja piedalities sekcija ,,Maksla un dizains”.

Rézeknes Augstskola (RA) makslas, miizikas un kultlras tematikai ir veltita starptautiska
zinatniski praktiska konference ,,Maksla un muzika kultiiras diskursa”, ka ari sekcija ,,Maksla un
dizains” starptautiskas zinatniskas konferences ,,Sabiedriba. Integracija. Izglitiba” ietvaros.

Starpaugstskolu sadarbiba zinatnes joma, piedaloties konferences, lauj iepazit studentu un
docetaju veiktos pétijumus, giit pieredzi meistardarbnicas un veidot kontaktus profesionalaja
joma.

Konferences organizg ar1 pasvaldibas un sabiedriskas organizacijas.

2015. g. 21. oktobr1 Riga Latvijas Nacionalas bibliotekas €ka notiks Eiropas amatniecibas
konference, kuru organizé Zemgales planoSanas regions. Pasakums kalpos ka platforma
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izglitibas iestadém, mazo un vid€jo uzpémumu atbalsta institiicijam un tiirisma asociacijam, ka
ar1 universitatém un pétniecibas instititiem, kopigi spriezot par veidiem, ka attistit amatniecibu
ka bitisku ekonomikas sastavdalu Eiropas Savienibas valstis (Aicinajums apmeklét Eiropas...,
b.g.).

Latvijas Dizaineru savieniba (LDS), lai aktualizétu dizaina p&tniecibu, organiz€ zinatnisku
konferenci “DIZAINS — IZMANTOTAS UN NEIZMANTOTAS IESPEJAS”, kas notiek kop$
2013. gada. Sis konferences tematiskas jomas: Dizaina vésture un tas nozime misdienas;
Dizaina teorija; Dizaina domasana projektu, biznesa un stratégiskaja vadiba; Dizains ka
inovaciju instruments; Dizains starpdisciplinaru projektu izstradeé; Dizains un socialie procesi un
citas ar dizainu saistitas t€mas (Irbite, 2014).

Dizaina pétnieciba pasaulé arT tiek veikta augstskolas un citas sabiedriskajas organizacijas.
Ka viena no spécigakajam macibu iestadém dizaina un makslas joma ir Alto universitate Somija.

Alto universitate (http://www.aalto.fi/en/) nosaukta izcila somu arhitekta un dizainera
Alvara Alto (Alvar Aalto) varda. Alto pieeja dizaina un arhitektiiras objektu izveidé joprojam ir
viens no izcilakajiem sasniegumiem cilvékam piemé&rota (human-centered) dizaina radiSana.
Universitate, kura dizains un maksla sastopas ar zinatni, tehnologiju un biznesu, tika radita
2010. gada, apvienojoties vadoSajam Somijas universitatem — Makslas un dizaina universitatei
(University of Art and Design TAIK), Helsinku Ekonomikas augstskolai (Helsinki School of
Economics, HSE) un Helsinku Tehnologiju universitatei (Helsinki University of Technology
TKK) (Citi projekta rezultati, 2015). Integracija starp makslu, dizainu un tehnologiju ilgtspgjibas
un iedzivotaju labklajibas konteksta raksturo ar1 pétijumu biitibu.

Senetjénas Makslas un dizaina augstskola (ESADSE), kas atrodas Francijas Kultiiras un
komunikaciju ministrijas parzina esoSo makslas skolu liderpozicija, izveidojusi starptautiski
nozimigu dizaina biennali un radoSumam un inovacijai veltitu organizaciju “Cité du design”, kas
apvieno augstako izglitibu, izpéti, industriju, komunikaciju, dizainu un kultiiru, funkciongjot ka
telpa eksperimentiem (,,Design Jam” izstade...., 2014).

ASV Virdzinijas $tata Nacionala makslas izglitibas asociacija (National Art Education
Association) ir vadosa profesionalas biedribas organizacija, kas paredzeta tikai un vienigi
vizualas makslas pedagogiem. Nacionalas makslas izglitibas asociacijas NAEA misija ir uzlabot,
pilnveidot un veicinat vispargju izpratni par vizualas makslas izglitibu (National Art
Education....,2015).

Lielbritanija Londona Middlesex Universitate ir dibinats Makslas un dizaina p&tniecibas
institlits ADRI (Art & Design Research Institute), kas kops 2007. gada ir pasaules majvieta
vado$as pétniecibas un inovativas prakses makslas, dizaina, vizualas kultiras un elektroniskas
makslas joma (About The Art & Design Research Institute, 2015).

Dizaina véstures biedriba (Design History Society) dibinata 1977. gada Londona, ta
darbojas starptautiska méroga. Biedriba atbalsta un veicina izp€ti un izpratni par dizaina vésturi.
Biedriba atbalsta dalibniekus arT nozar€s, kas parstav, pieméram, antropologiju, arhitekttiras un
makslas vesturi, biznesa vésturi, véstures zinatnes un tehnologijas, amatniecibas vésturi, kultiras
studijas, ekonomisko un socialo vésturi, dizaina un dizaina vadibas studijas (Design History
Society, 2015).

Makslas un dizaina pétijumu centrs ADRC (Art and Design Research Centre) Lielbritanija
vada un parvalda petijumus t€lotajmakslas, dizaina un mediju joma (Art and Design...., 2015).

WIRAD (Wales Institute for Research in Art and Design) ir vadosa Velsas Makslas un
dizaina pétniecibas institlicija Lielbritanija, ko raksturo pé&tniecibas izciliba starptautiskaja
méroga makslas un dizaina p&tniecibas joma (Wales Institute of...., 2015).

Dizaina pétiSanas biedriba (The Design Research Society) Lielbritanija ir daudznozaru
izzinas avots par dizaina pétniecibu pasaule. DRS veido starptautisku dizaina p&tniecibas tiklu
aptuveni 40 valstis (About DRS, 2015).

Starptautiska Makslas, dizaina un médiju universitaSu un koledzu asociacija CUMULUS
(http://www.cumulusassociation.org) katru gadu dazadas pasaules vietas organizé€ rudens un
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pavasara konferences par nozarei nozimigiem pé&tijumiem. Pieméram 2016. gada pavasara
konferences koncepts — individa atrasanas vieta, kas kalpo ka ideologija un zinaSanu parnese
starp geografisko novietojumu, vésturi un nakotni, t€liem un kultiiras kontekstu.

Miizikas izglitibas p&tnieciba pasaul€ ir mazak parstavéta, salidzinot ar makslas un dizaina
jomam. Miizikas nozari parstav tadas zinatnisko zurnalu interneta vietnes, ka ,,Sempre”,
,International Journal of Music Education” (IJME) un ,,Bulletin of the Council for Research in
Music Education”. Popularitati ir ieguvusas Ziemas mizikas konference (Winter Music
Conference), ka arf Mizikas industrijas konferences (Music Industry Conferences). ST
informacija ir rodama VentureHarbour.com bloga.

Iepazistoties ar Latvijas un citu valstu dizaina, makslas un mizikas zinatniskajam un
profesionalajam organizacijam, var secinat, ka tas aktivi piedalas kultiiras mantojuma pé&tnieciba,
attistiba, saglabasana un sadarbiba ar citam valstim. Maksla, dizains un miuzika tiek pétiti
vesturiska vai starpdisciplinara konteksta. Aktualitati nezaudé pedagogijas, radoSo industriju,
materialu un tehnologiju jomas saistiba ar makslu, miiziku un kultiiru.

Rézeknes Augstskolas konferencu ,,Maksla un miizika kultiiras diskursa”
norises parskats

Konferences vizualas identitates izstrades procesa pirmais posms ir saistits ar objekta
(organizacijas, pasakuma u.tml.) izp@ti. Tas veikts, izmantojot informaciju konferences rakstu
prieksvarda un apskatus augstskolas majas lapa.

2012. gada 28. un 29.septembri RA notika pirma starptautiska zinatniski praktiska
konference ,,Maksla un miizika kultiiras diskursa”. Konferences partneri ir Tallinas Universitate
(Igaunija), Maskavas Pilsctas pedagogiska universitate (Krievija), P. M. Maserova varda
nosaukta Vitebskas Valsts universitate (Baltkrievija). Konferences mérkis — attistit starptautisko
sadarbibu starp ES, Ziemelvalstu un NVS zinatniekiem un zinatnes institlicijam un veicinat
starpdisciplinaro p&tniecibu, ka art praktiskas pieredzes apmainu maksla un miizika (www.ru.lv).

Dalibai konferenceé atsaucas zinatnieki, praktiki, pedagogi, doktoranti ka no Latvijas, ta ari
Lietuvas, Igaunijas, Baltkrievijas, Krievijas un Norvégijas augstskolam un instititiem.
Konferences referatu témas tika prezentStas trijas sekcijas: Kultira un sabiedriba regionalas
identitates diskursa; Muzikas zinatne praksei; Maksla un dizains (Laganovska, 2012: 3).

Konferences virzieni un tematika sekcija ,,Kultira un sabiedriba regionalas identitates
diskursa”: mutvardu un rakstitie avoti miisdienu kultiiras konteksta, kultiiras mantojums, kulttru
mijiedarbiba un dialogs. Tematika sekcija ,,Muzikas zinatne praksei”: kora maksla, instrumentala
muzicéSana (tradicionala, profesionala), informacijas un komunikaciju tehnologijas miizika. Un
konferences tresas sekcijas ,,Maksla un dizains” tematika: gleznieciba un grafika, tekstilmaksla,
vides dizains, datordizains, modes dizains un makslas menedzments (Laganovska, 2012).

Konferences apmekletajiem tika piedavata daliba astonas makslas un miuzikas
meistardarbnicas, kuru vaditaji, nozaru specialisti un pedagogi, dalijas ar praktisko pieredzi un
jaunam pedagogiskajam idejam (Laganovska, 2012: 3).

Kopgjais dalibnieku skaits I starptautiskaja zinatniski praktiskaja konferencé bija 78.
Konferences raksti publicéti recenzéta krajuma ,,Maksla un miuzika kultiras diskursa”,
publikaciju skaits — 26.

2013. gada 19. septembri RA notika II starptautiska zinatniski praktiska konference
,Maksla un miizika kultiiras diskursa”. Konferences pasakumu organizéSana aktivi lidzdarbojas
arT Janpa Ivanova Rézeknes miizikas vidusskola un Zanes Ludborzas mizikas skola. 2013. gada
konference pulcinaja zinatniekus, praktikus, pedagogus, ka ar1 profesionalus miizikas un makslas
joma no Latvijas, Lietuvas, Baltkrievijas, Krievijas un Griekijas.

Konference tika organizéta ka zinatnisks un izglitojosi praktisks pasakumu kopums ar
talakizglitibas ievirzi dazadu limenu makslas un miizikas nozaru pedagogiem. Tradicionali
konferences dalibnieki savas zinasanas un prasmes pilnveidoja radoSajas meistardarbnicas.
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Konferences pasakumos piedalijas vairak neka 70 dalibnieki — ne tikai zinatnieki un
pétnieki, bet gan arT makslas, miizikas skolu un pirmsskolas iestazu izglitojoSie darbinieki.

Konferences ietvaros tika piedavati vairaki izglitojo$i un iedvesmojosi kultiiras pasakumi:
studentu diplomprojektu un plenéra darbu izstades atklasana, studentu izstradato t€rpu modes
skate un nosléguma koncerts (Laganovska, 2013).

Kopégjais dalibnieku skaits II starptautiskaja zinatniski praktiskaja konference bija jau 136,
referatu skaits materialu krajuma — 25, meistardarbnicas — 6.

2014. gada tika rikota |1l starptautiska zinatniski praktiska konference ,,Maksla un mizika
kultiiras diskursa”.

Konferences daudzveidiga programma uzrunaja vairak neka 200 dalibniekus, tostarp ar1
zinatniekus, pétniekus, maksliniekus, praktikus no Lietuvas, Polijas, Baltkrievijas, Krievijas,
Turcijas. Registréto dalibnieku skaits — 80, referatu skaits materialu krajuma — 28, kopgjais
apmekl&taju skaits — 250. Saja gada konference piedavaja plasu mizikas meistardarbnicu klastu,
kas tika organizétas sadarbibas projekta ar Tautas muzikantu biedribu, ka ar1 tika piedavatas
meistardarbnicas makslas, dizaina un rokdarbu cienitdjiem. Kopuma darbojas 9
meistardarbnicas.

Tradicionali konference piedava ari kultiiras pasakumu programmu: ik gadu tiek rikota
izstades atklasana, modes skate, koncerts, ekskursija. 2014. gada konferencé RA Makslas terasé
tika atklata starptautiska makslas izstade ,,Sajtutu dimensijas”, kura notika arT pirma konferences
makslas kataloga prezentacija.

Vertgjot konferences norisi tris gadu perioda, jateic, ka kopuma ta tiek organizéta ka
daudzveidigs un daudzkrasains pasakums, kur zinaSanas un ierosmes var git gan studenti, gan
profesionali, gan pedagogi un zinatnieki. Konferencé tiek radita platforma makslas darbu,
performancu un priekSnesumu eksponéSanai, kas parada makslas un miizikas biitibu un nozimi
sabiedriba. Savukart zinatnisko rakstu krajuma sagatavoSana un referatu prezentacijas
konferences laika apliecina nepiecieSamibu pétit makslas procesus un attistit zinatnisko
domasanu, rosinat diskusijas, kas stiprina makslas jomas teorijas un padzilina izpratni par
petniecibu. Ne mazak svariga ir konferences dalibnieku un viesu iepazistinaSana ar Rézeknes
Augstskolu un Latgales regiona ievérojamam vietam, kas notiek ekskursijas laika.

Latvijas augstskolu makslas, miizikas un kultiras konferencu
vizualas identitates analize

Logo un vizuala identitate ir elementu kopums, kas demonstré uznémuma, produkta vai
pakalpojuma piederibu vienam veselumam, taja pasa laika laujot tam izcelties konkurentu vida.

Profesionali izstradata vizuala identitate veido vienotu, lidz detalam izstradatu grafisko
kanonu, kas attiecas uz jebkuram §1 zimola vizualajam izpausmém. Sis kodekss aptver visus
zimola reprezentacijas un komunikacijas materialus, defingjot vizualas identitates elementu
lietoSanas principus un estétisko filozofiju. Grafiskas zimes jeb logotipa izstrade ir pirmais solis
vizualas identitates veidoSana. Visiem pargjiem identitates elementiem jabiit sakritigiem un
nolasamiem. Ve&stijjumam jabut vienkarSam, neparprotamam un atbilstigam. Grafikas dizainam
skaidri jakomunicg planotas, ar So noteikto zimolu saistitas asociacijas.

Visi izstradatie vizualas identitates elementi, papildinati ar to izmantoSanas nosacijumiem,
tieck apkopoti Stila gramata. Konsekvents izstradatas identitates lietoSanas nosacijumu
pielietojums ir obligats sekmigai marketinga komunikacijai ar ieceréta zimola t€la veidoSanu
mérkauditorijas apzina (Logotipi un vizuala identitate, b.g.).

Balstoties uz iepriek$ veikto starptautiskas zinatniski praktiskas konferences ,,Maksla un
miizika kultiiras diskursa” neilgas véstures apskatu un organizatoru nakotnes planiem turpinat
konferences norisi, ka ari palielinat tas zinatnisko nozimigumu, ieklaujot zinatniskos rakstus
starptautiski atzitas datu bazes, rodas nepiecieSamiba izveidot konferences ka pasakuma vizualo
identitati, kas veicinas tas atpazistamibu un rosinas pozitivas emocijas, iepazistot daudzveidigos
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konferences drukatos materialus (informacijas plakati, programma, rakstu krajumi, makslas
darbu katalogi, varda kartes, bukleti, preses relizes u.c.), timekla lapu, reklamu, audiovizualos
materialus (kompaktdiski, kasetes, videofilmas).

Izp&tot augstakas macibu iestades, kuras piedava makslas virziena programmas un aktivi
lidzdarbojas makslas, muzikas un kultiiras pétnieciba Latvija (LMA, Rigas Tehniskas
universitates Dizaina tehnologiju institats, LU, LiepU, RA, DU, BSA, LKA un JVLMA), tika
analiz€ta esosa vizualas identitates atspogulosanas situacija augstskolu organizétajam aktualajam
konferencém.

Konferences logo un majas lapa ir izveidota DU konferencei ‘“Mizikas pedagogijas
problémas”. Atpazistams konferences logo daudzus gadus ir bijis DU konferencei “Cilveks.
Krasa. Daba. Muzika”, kas 2013. gada ieguva jaunu, modernaku veidolu (skat. 1. att.).

PER-ON
CILVEKS PERSON LOR
il COLO

o cowone  NATURE
MUZIKA .- MUSIC M U S I C

1. attéls. Konferences *“Cilvéks. Krasa. Daba. Miizika” logotipi

Majas lapa ir izveidota starptautiskajai radoSo industriju konferencei “SUBJECT:
CREATIVITY”, ka arT LiepU Starptautiskajai zinatniskajai konferencei ,,Sabiedriba un kultiira:
“Saknes un izaugsme”. Rézeknes Augstskolas starptautiskajai zinatniski praktiskajai konferencei
,Maksla un miuzika kultiiras diskursa” ir izstradats logo (autore A. Strode), kur§ redzams
zinatnisko rakstu un makslas kataloga vaku noform&uma, programma, konferences apraksta
augstskolas majas lapa (skat. 2. att.).

2. attels. Konferences ,, Maksla un miizika kultiras diskursa” logotips. Autore: A. Strode.

Logo ir apvienots Dzivibas zieds — viena no galvenajam dzivibas geometriskajam formam,
senakais un svarigakais sakralas geometrijas simbols, to iekrasojot atbilstosi krasu apla se$sam
krasam, un koncentriskas rinka linijas ar notim, ka mizikas atpazistamibas zime. Skatot arzemju
augstskolu un organizaciju zinatnisko pasakumu vizualo identitati, atzim&jams CUMULUS
asociacijas rikoto konferencu informacijas un materialu vizualais noformé&jums, kas ir mainigs,
bet liecina par maksliniecisku grafisko kvalitati (skat. 3. att.).
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“p. cumulus dublin 2013

-4
e 7 more for less - design in an age of austerity

creative linking
3. attels. CUMULUS konferencu grafiska identitate

Kopuma jaatzimé, ka visu raksta dala ,,Makslas un dizaina p&tnieciba Latvija un pasaulé”
mingto konferencu informacija ir atrodama augstskolu majas lapas, kas miisdienas ir €rtakais
veids informacijas ieguvei. Tomer ilgtspejigas konferences raditajs ir konferences majas lapa, ar
taja rodamo vésturisko un aktualo informaciju un atpazistamu vizualo identitati, kas ietver
konferences logotipu. Tas prasa profesionalu pieeju pétnieciba un grafiska dizaina izstrade,
sadarbiba ar informacijas tehnologiju specialistiem.

Secinajumi

Izp@tot vairakas izglitibas iestades makslas, muzikas un kultiiras joma, var secinat, ka
lielakai dalai majas lapas ir izveidotas zinatnes un p&tnieciba sadalas, un atseviskas apakssadalas
ar konferencu un seminaru norises laikiem un aprakstiem. Tikai dazam izglitibas iestadém ir
atseviskas majas lapas tiesi konferencém. S1 probléma tiek risinata un uzlabota. Ir svarigi, lai tiek
akcentSta katra starptautiska konference, izkopta un izstradata to vizuala identitate. Nozimiga
loma ir informacijas izplatiSanai un tas piekluvei. Internetvide un socialie mediji parnem pasauli,
Iidz ar to, ir svarigi, lai katrs interesents var viegli atrast sev nepiecieSamo informaciju. Majas
lapas izveide ka dala no pasakuma vizualas identitates ir viens no nozimigiem faktoriem, kas var
sekmét informacijas apmainu, petniecibas attistibu, ka ar1 veicinat konferences popularitati.

Makslas, miizikas, kultiras un dizaina pé€tnieciba Latvija attistas un katras, ar So jomu
saistitas, organizacijas mérkis ir to stimul€t un popularizét. R€zeknes Augstskolas starptautiska

=

zinatniski praktiska konference ,,Maksla un muzika kultiiras diskursa” mérktiecigi veicina radosSo
jomu popularitati un to pétniecibu gan Latgales, gan Latvijas kultirvidé, gan regionala, gan
starptautiska konteksta.

Summary

The aim of the article — make art, music and cultural conferences diverse offer research and analyze their visual
identity and topicality nowadays, do a qualitative study assessing the Rezekne Higher Education Institution
international scientific and practical conference “Art and music cultural discourse” progress and visual identity
design need.

Based on the university web pages encoded information on the research, current university conferences and
scientific activities, which include art, music and cultural topics were selected. It should be noted that these topics at
conferences are viewing universities which profile as a whole or individual study programs are related. They
actively participate in cultural heritage research, development, conservation and cooperation with other countries.
Art, design and music are studied in historical or interdisciplinary context. Topicality still remains in pedagogy,
creative industries, materials and technology relating to art, music and culture.

By exploring a number of educational institutions of art, music and culture, it can be concluded that the majority of
websites have been set up scientific and research sections and separate sub-sections for conferences and seminar
times and descriptions. Only a few educational institutions have separate websites directly for conferences. This
problem is being addressed and improved. It is important that the emphasis of each International Conference had
been cultivated and developed the visual identity. An important role is the dissemination of information and access.
The Internet environment and social media has been taking over the world, so it is important that every interested
person can easily find the information they need. Website development as part of the event visual identity is one of
the major factors that can contribute to the exchange of information, research development, and promote the
popularity of the conference.

Art, music, culture and design research is evolving in Latvia and each organization related to the area aim is to
stimulate and promote.
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Rezekne Higher Education Institution international scientific and practical conference ,,Art and music cultural
discourse” purposefully promotes creative scope popularity and their research in Latgale and Latvia cultural
environment, in both regional and international context.
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TUSAS ZIMEJUMU ATTISTIBA MAKSLAS VESTURE
Evolution of Ink Drawing in History of Art

Jelena KoZevnpikova
Daugavpils Universitate
e-pasts: jelena@gmail.com

Abstract. Drawings created by ink, have a long history of constant developing and evolving, in the result
establishing itself as a self-contained drawing technique. Many giants of art, such as Leonardo da Vinci (1452 —
1519), Titian (~1488 — 1576), Albrecht Diirer (1471 — 1528), Marc Chagall (1887 - 1985), Pablo Picasso (1881-
1973) and Salvador Dali (1904-1989) are well known for theirs artworks made with ink. The aim of the research:
Trace and analyze evolution of ink drawing technique, through in ink created artworks of some well-known painters
of 15-20 centuries.

Keywords: evolution of ink drawing, history of art, ink drawing.

levads

Zimgjums ir viens no senakajiem t€lotajmakslas veidiem. Zim&uma cilveks vargjis ne tikai
nodot informaciju, parstastot to caur atveidotajam situacijam, bet ari izpaust sevi radosi. Tiesi
tapéc zZim&jumu nevar raksturot viennozimigi, jo tas ieklauj sevi vairakus paveidus, pieméram,
ka paliglidzeklis (tam ir tehnisks raksturs, kas ir ka pamats daudziem t€lotajmakslas veidiem, kur
visbiezak sastada darba pirmo stadiju — uzmetumu) un makslas darbs (veidojot vienu no plasi
attistitajiem t€lotajmakslas veidiem).

Eksisté vairakas zim&juma tehnikas (darbs ar ogli, sanginu, konté kritiem, grafita un
krasainajiem zimuliem, tuSu, pasteli u.c.), tacu §1 raksta ietvaros galvenokart tiks apskatita tusas
tehnika, kas, ir pazistama vél kop$ Renesanses laikiem, tom@r gadsimtu gaita nav zaudg&jusi savu
aktualitati, saglabajot nemainigus darbibas principus.

Tusas tehnika, eksperimentgjot un dazadi radosSi izpauZoties, ir stradajusi daudzi slavenie
pagatnes dizgari: Leonardo da Vin¢i (1452-1519), Ticians Vecellio (aptuveni 1488-1576),
Albrehts Dirers (1471-1528), Rembrants Harmenszons van Reins (1606-1669). Savukart tiesi
19-20. gs. gadsimta makslinieki AnrT Matiss (1869-1954), Marks Sagals (1887-1985), Pablo
Pikaso (1881-1973) un Salvadors Dali (1904-1989), kuri ir atstajusi, lielu iespaidu uz misdienu
makslinieku paaudzi. Lidz ar to, tusas tehnika bija aktuala agrak, un tada paliek arT Sobrid, jo taja
var veidot interesantus, radoSus un nozimigus darbus.

Darba mérkis: izpétit tuSas tehnikas attistibu makslas vésturé un tas zimgjumu veidus.

Petijuma metode: literatliras un interneta resursu izpéte un analize.

TuSas ziméjumu veidu raksturojums

ZiméSana ar tuSu ir viens no senakajiem ziméSanas veidiem. TuSa kalpoja ka ziméSanas,
gleznoSanas un rakstiSanas materials, kas bija Tpasi populars Kina, no kurienes ta izplatijas ar1 uz
citam vietam, pieméram, Koreju, Japanu un jau 15. gs.-17. gs. ar1 Eiropu (Cmur, 2004: 103;
Xappucon, 2005: 28).

TuSa ir melnas krasas paveids, kas ir pagatavots galvenokart no sodr&jiem. Tusai ir vairaki
paveidi. Atkariba no tusas paveida var iegiit arT dazada vaida zZim&umus.

Visbiezak sastopama ir $kidra tuSa un koncentréta tusa (tas iedalas tdens noturigajas un
nenoturigajas, un krasainajas tusas). Pieméram, fidens noturiga tusa p&c savas konsistences ir
nedaudz biezaka, kas, atSkiriba no tidens nenoturigas, izziistot ieglist nelielu spidumu un der
galvenokart ziméSanai. Savukart ar tidens nenoturigo tuSu visértak veidot toni (dotais tusas veids
ir mazak domats tievu liniju zZimé&Sanai).
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KinieSu tusa tiek uzskatita par daudz maigaku, atSkiriba no iepriekS minétajiem veidiem.
Ta ir interesanta ar to, ka sakuma tuSas gabalinu trin, lai dabitu tusas pulveri un tad to jauc ar
tideni, Iidz nepiecieSamai konsistencei (I'maccdopn, 2004: 6; Illeppert, 2004: 12). Tusas tehnika
darbs ir veicams ar tafelisu veida vai vienkarSu nijinu, biezak ar spalvu vai otu, ka arT ar
rapitografu, velci un dazadam pildspalvam (lodiSu, tusas pildspalvas).

Atkariba no darba izmantota darbarika, zZim&umu ar tusu var veikt dazados veidos.
Tadejadi var izcelt dazadus pan€mienus jeb tehnikas (tusas tehnikas), pieméram, zim&ums ar
spalvu vai otu.

Spalva ka zimeSanas instruments ir pazistama jau vairakus gadsimtus. Miisdienas var
sastapt diezgan lielu spalvu dazadibu, piem&ram, noasinata koka, bambusa vai niedres nijina,
putna spalva (varnas vai zoss), metala utt. Visbiezak, veidojot darbu ar tusu, tiek izmantotas tiesi
metala spalvas (nonemamie uzgali), kas tiek ielikti specialajos turétajos. Spalvas lauj veidot
dazada biezuma linijas, kas savukart ir atkarigas arl no pasas spalvas platuma — jo plataka spalva,
jo biezaka linija (Iidz ar to ari tuas paterins ir lielaks). Seit varétu arT pieskaitit tusas pildspalvas,
kas ir diezgan &rtas lietoSana vai rapitografus, kas paver iesp&ju vilkt vienada biezuma liniju —
zimgjot, tas jatur gandriz vai taisni (Anb0epta, 2001: 24-29; Cmut, 2005: 19), ka ar1 velces, kuru
smailie, apaligie uzgali lauj veidot Strihus dazados virzienos un it 1paSi piemérots veikt
zZimgjumus puantilisma (ar punktiem) maniere. Visi iepriek§ miné&tie darbariki ir lidzigi sava
starpa ar to, ka, veidojot Zzim&umus, darba tiek pielietoti vienadi panémieni, piem&ram, veidojot
toni, tas tiek panakts ar Striha vai noteikta biezuma Iinijas palidzibu. Zim&jums ar spalvu ir viens
no plasak pazistamajiem tuSas zim&jumu veidiem.

Ieplanotais rezultats (nepiecieSamas formas un tonis) tiek sasniegts ar dazadu liniju un
Strihu palidzibu. Ka pieméru varétu minét Ticiana darbu Aina ar Sv. Teodoru, kurs uzvaréjis pitki
(skat. 1. att.), kura att€lota legenda par Sv. Teodora uzvaru par puki. Darbs izpildits, izmantojot
spalvu, briino tuSu un melno ogli. Darbs ir izpildits brivi, ar vieglam Striha linijam.

1. attéls. Ticians Vecellio. Aina ar Sv. Teodoru, 2. attels. Rembrants van Reins. Jauneklis, kas
kur§ uzvaréjis piki. 16. gs. vidus, spalva, brina tusa stiepj virvi. 1665, tusa, ota
(http://www.themorgan.org). (Koponée, 1984.: 65).

Ne mazak nozimigs darbariks tuSas zim&umu tehnika ir ota. Ar to var veikt gan tuSas
mazgajumus, gan stradat sausas otas tehnika, gan brivos linearos zZimgjumos.

Vislabak zim&umam ar tuSu der dazada lieluma akvarelu otinas. Stradajot dotajas
tehnikas, var iegiit interesantas tonu parejas, un darba beigas zim&jums tiek papildinats ar spalvas
zim&jumu. Ari tusas Zim&jumi ar otu, kas galvenokart panakti tusu sajaucot ar iideni, ka rezultata
var iegit dazada tumSuma tonus, ir plasi pazistami. Viens no piemériem ir Rembranta darbs
Jauneklis, kas stiepj virvi (skat. 2. att.).

Lidzigi daudzam citam zim&Sanas tehnikam, ar1 tuSas tehnikas iesp€jas ir plasas un
ieplanoto rezultatu var sasniegt, izmantojot dazadus panémienus, pieméram, stradajot tikai ar

119


http://www.themorgan.org/blog/titians-heroes-forensic-analysis-detail-titian-drawing-under-normal-light

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

spalvu, otu vai ari, apvienojot abas tehnikas viena, vai arT apvienojot to ar citam tehnikam (tusa
un akvarelis, krasainie zimuli utt.).

TuSas tehnika Eiropa ir pazistama jau vairakus gadsimtus, un taja ir stradajusi daudzi
pasaulslavenie makslinieki. Lidzigi daudzam citam zim&Sanas tehnikam, pieméram, zim&ums ar
ogli, sanginu, grafitu, sudraba zimuli u.tml., tuSas zZim&ums gan ar spalvu, gan ar otu bija
iecienits vél Renesanses laikmeta.

To var noveérot, pieméram, Leonardo da Vinéi veiktajos uzmetumos. Viens no tadiem
piemé&riem varétu bit uzmetums Cilvéka galvaskausa studijas (skat. 3. att.), kur darba izmantota
gan tusa, gan ogle, ka arT citos lidzigos uzmetumos. Esot p&c biitibas vérotajs, ka ar1 studgjot ne
vien cilvéka kermeni, ta proporcijas, kustibas, bet ar1 apkartgjo, pieme&ram, dzivniekus, augus,
Leonardo da Vinci veidojis vairakus lidzigus uzmetumus un pierakstus, izmantojot tusu gleznam
un ar zim&umos. Viens no pazistamakajiem zim&umiem, kas izpildits ar tusu, ir Arno upes
ainava (skat. 4. att.).

-
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3. attéls. Leonardo da Vindi. Cilveka
galvaskausa studijas. 1489, tusa,
spalva, ogle
(peo. bapazaman, 2009: 12).

4. attels. Leonardo da Vindi. Arno upes
ainava. 1473, zimulis, tusa
(http://www.abc-people.com).

Ka vél vienu spilgtu piem&ru var minét izcila Renesanses laikmeta vacu gleznotaja, grafika
Albrehta Direra darbus, kurus tas veicis tusas tehnika, izmantojot gan spalvu darba Nirbendziete
un venéciete (Skat. 5. att.), gan otu — Sievietes akts no mugurpuses (skat. 6. att.), gan kombingjot
tuSu ar citiem materialiem, pieméram, darbs Adams un leva (skat. 7. att.) (spalvas zZim&jums
apvienots ar akvareli), vai arT izmantojot ton&tu papiru.

Pazistamako 20. gadsimta makslinieku dailrade darba ar tusu

maksliniecisku aktualitati, pat tuvojoties miisdienu makslas robeZam, tiesa, patstavigi
adoptgjoties attieciga laika noteiktajam makslas stilam. Lidz ar to ari daudzi 20. gadsimta
makslinieki daudzus savus darbus, atrus uzmetumus veikusi ar tuSu. Tostarp var minét Antl
Matissu, Pablo Pikaso, Marku gaga'llu, Salvadoru Dali.

Anri Matiss — francu gleznotajs, grafikis, dekorativas makslas meistars. Pastav uzskats, ka
tieSi vins ir viens no fovisma lideriem (Marucc Anpwu, http://dic.academic.ru). Kas attiecas uz
A. Matisa darbiem ar tuSu, tad uzmanibu piesaistija dazi darbi, kas p&c savas izpildiSanas
manieres un t€mas ir 11dzigi, tacu izpilditi nedaudz atSkirigos laikos, tie biitu: tuSas zZim&jums ar
otu Margaritas portrets (skat. 8. att.); tusas zim&jums ar spalvu Divas vazes ar ziediem (skat.
9. att.); darbs, kas izpildits ar tusu un spalvu Sievietes portrets (skat. 10. att.). Darbi ir izpilditi
dazados dzives posmos, pieméram, pirmais no mingtajiem Margaritas portrets, atbilst gandriz
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makslinicka dailrades sakumposmam, savukart parcjie darbi atbilst laikam, kad A. Matiss vairak
pieveérsas zimesanai, kaut gan izpildijuma raksturs jau iezim€jas agrakajos darbos. Darbos ir
pasvitrots raksturigakais, atmetot visu lieko — zim&jamo objektu noskanojums, acu skats, matu
sakartojums (paradits burtiski ar divam trijam linijam). Tapat, gan zim&juma ar otu, gan spalvu
linjjas ir vilktas Joti parliecinosi, ievérpjot arT ziméSanas noteikumus, proporcijas, perspektivas
likumus utml.

RK 200 SOt

Tot BN i
5. attéls. Albrehts Dirers. 6. attels. Albrehts Dirers. 1. attéls. Albrehts Dirers.
Nirbendziete un venéciete. Sievietes akts no mugurpuses. Adams un Ieva. 1504, tusa,
1495, tusa, spalva 1495, tusa, ota (Eihlere, 2008: spalva, akvarelis (Eihlere,
(ubman, 1972: 380). 72-73). 2008: 67)

o )
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8. anels. Anrt Matiss. 9. attels. Anri Matiss. Divas vazes ar 10. attels. Anrt Matiss.
Margaritas portrets. ziediem. 1938, tusa, spalva Sievietes portrets.
1906-7907, tusa, ota (http://www.staratel.com). 1944, tusa, spalva

(http://www.staratel.com) (http://megabook.ru).

Pablo Pikaso — spanu gleznotajs, keramikis, grafikis, t€lnieks un dizainers (Pablo Pikaso
http://nekropole.info/lv), kura talants tika pamanits vél vina bérnu dienas.

Runagjot par tusas darbiem, tad, Iidzigi ka citiem maksliniekiem, tie parsvara raksturigi
dazadam skicé€m, darbu etidem (atsevisku figliru skic€Sanai), ir arT viegli ar tusas spalvu veiktie
zim&jumi, pieméram, Studijas (skat. 11. att.), veikts krasainas spalvas zim&jums. Proti, bieZi vien
tehnikas tiek jauktas viena ar otru, lidzigi vecmeistaru darbiem, piem&ram, Zimejums kafejnicas
Els 4 gats edienkartei (skat. 12. att.), zZiméts ar tusu un guasu.
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Tacu uzmanibu piesaista viens no vélina perioda darbiem — Pikadors ar meiteni (skat.
13. att.) otas zZimg&jums. P&c biitibas ir atrs un viegls uzmetums ar otu, melnbaltajos tonos, kura ar
daziem otas majieniem tiek paraditas cilvéku figiliras ar raksturigam kustibam, gérbsanas stilu, ta,
ka ir nolasams att€loto personu raksturs.

>

Y "'f"-i‘;?‘

11. attéls. Pablo Pikaso. 12. attéls. Pablo Pikaso. 13. attéls. Pablo Pikaso.
Studijas. 1901, krasains spalvas Ziméjums kafejnicas Els 4 Pikadors ar meiteni.
zimé&jums (Buholca, gats edienkartei. 1899, tusa, 1960, otas zimejums
Cimmermane, 2006: 15). guasa (Buholca, (Buholca, Cimmermane,
Cimmermane, 2006: 14). 2006: 85).

Marks Sagdls — gleznotajs, grafikis, ilustrators. Dota makslinieka dai]rad@ ar tusu var atrast
gan ar otu, gan ar spalvu izpilditos Zzim&jumus.

Viens no pazistamiem piemériem ir dzejnieka L. A. Valta un sievas atceru gramatai
veidotas ilustracijas. Pie Siem zim&umiem var pieskaitit ainas no dzives Vitebska, Bibeles
sizetus (personazus) u.c. (Amumnckas, 1990: 60). Lidz ar to uzmanibu piesaistijis viens no
zim&jumiem, kurs izpildits ar tusu un spalvu, kura ir att€lota Vitebska (skat. 14. att.).

14. attels. Marks Sagals.
Vitebska.1908,tusa, spalva
(le Posa, 1998: 44).

Vitebskas téls iepem nozimigu vietu M. Sagala dailradé, kas bitiski atskir vipu no
pargjiem maksliniekiem. Makslinieks visu savu dzivi atcergjas un uztvéra dzimteni ka dveseles
maju un ar1 ka vistiesako iedvesmas avotu.

Salvadors Dali — pazistams spanu makslinieks (gleznotajs), grafikis, skulptors un rezisors,
kurs pratis 1stenot dzive savas visdrosakas idejas.

Viens no pazistamakajiem sirrealisma stila parstavjiem. S. Dali darbi ir atzZim€ami ar
fantazijas brivibu un virtuozo izpildiSanas tehniku. Tajos bieZzi vien jéga tiek nodota pasa
nedabiska priekSmetu un situaciju saderiba. Uzmanibu piesaista ar1 nedabiskie teli, veids, ka tie
ir atklati vai deforméti. Interesants liekas pats darbu izpildijjums, materialu pielietoSanas zina,
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biezi vienkarsu zim&jumu, skicu izpildijums neierobezojas tikai vienas tehnikas ietvaros, tadejadi
tie lickas aizvien interesantaki. Pieméram, Zigmunda Freida portrets (skat. 15. att.), kas ir
izpildits Joti pirmkart realistiski, otrkart, darbs tika izpildits gan ar tusu, gan guasu, nemot par
pamatu (papiru) peléko krasu. Vai ari cits lidziga tehnika izveidots darbs Engelis (skat. 16. att.),
kas savukart ir izpildits daudz ekspresivaka manierg, nav nolasams tik skaidrs t€ls, ar1 detalu,
Iiniju dazadiba, kuras kopa izskatas vienotas, piesaista uzmanibu darbam. Salidzinot ar ieprieks
minéto darbu, kurs arT tika veikts tada pasa tehnika, Saja darba daudz vairak tiek izmantota krasa
un sikas detalas.

NS

o) /': oy
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5 > %} . -
VETRNS -

ree M./wd;
%?ggfé‘; i‘:_gﬁ‘aiorgggg 16. attéls. Salvadors Dall. 17. attéls. Salvadors
133 3 pelok _p s ' Engelis. 1958, tusa, guasa Dali. Kondotjera
» Perers papirs, usa, (http://sdali.ru/view.php?m (pasportrets kondotjera
guasa enu=k5862&k=k0332.jpg). veidold). 1943, tusa

(http://sdali.ru/view.php?men

u=k3439&k=k0227 jpg). (http://sdali.ru/view.php

2menu=k4045&k=k024
9.jpg).

Verojot S. Dal1 darbus, tieSi zZim&umus ar tuSu, var novérot, ka biezi vien ta netika
izmantota viena, bet gan sajaukta, ka tika mingts ieprieks, ar citam makslinieciskam tehnikam,
pieméram, ar akvareli, guasu, zimuli utt. Protams, Dali zZim&umos var sastapt ar1 tiri tuSas
tehnika izpilditus darbus, pieméram, Kondotjera (pasportrets kondotjera veidola) (skat. 17. att.),
kur§ savukart izskatas péc nedaudz irreala t€la, kaut gan izpildijuma zina uzmanibu piesaista siks
detalu izpildijums.

Secinajumi

TuSa, ka zim@Sanas materials ir pazistams jau sen, ta¢u Eiropa to 1pa$i iecienija tieSi
Renesanses laika. ZiméSanas tuSa ir materials, ar kuru ir itin viegli stradat. Pastav vairaki
zZimeSanas tuSas paveidi un Iidz ar to arT tas pielietoSanas pagémieni. Veidojot darbu ar tusu, ne
mazak svariga ir ar1 darba instrumentu izvéle (dazada veida spalvas, velces, otas u. tt.). Atkariba
no to izveles, tiek noteikta ar1 tusas tehnika, piem&ram, tuSas zim&jums ar spalvu, tusas zZzim&jums
ar otu. Turklat, veidojot darbu tuSas tehnika, biezi tiek pielietoti lidzigi tehniskie panemieni
(pieméram, Stirhi), tacu, atkariba no darbarika izvé€les, gala rezultats var atsSkirties. ZiméSanas
tusa ir visai &rts materials, kuru, kombingjot dazados, veidos, ir iesp&jams ieglt visnotal
interesantus rezultatus ka to var€ja novérot apskatito makslinieku darbos, kuru ietvaros
makslinieki pielietoja dazadas tuSas ziméSanas tehnikas — gan, tiecoties specializéties kada no
tam, gan ar1 apvienot vairakas tehnikas viena darba ietvaros (apvienojot ar ogli, akvareli, guasu
u. tt.).
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Veidojot zim&jumu, toposo darbu var paveikt gan ar vieglam linijam, gan toni. Lidz ar to
tuSas tehnika ir piem@rota gan atru uzmetumu veidoSanai, gan ari daudz komplicétaku darbu
veikSanai, kur gala rezultats jebkura gadijuma izskatisies interesants.

Par spiti laikam un citu zZim&Sanas materialu un tehniku pielietojumam, tusas tehnika
neizsika un sevi neizsméla, par ko liecina daudzu pazistamo 20. gadsimta makslinieku darbi,
kurus makslinieki veikuS$i ne vien tiem raksturigaja manieré un tematika, bet arl plasi
eksperimentgjot — tusas tehnikas jaucot un kombing&jot sava starpa. TusSas tehnika ir sp&jusi ne
vien saglabat sev raksturigos tehniskos panémienus (Iinija, Strihs) un iezimes, bet ar pielagoties
jauniem makslas stiliem un tiem ieviestajiem panémieniem, radot sekmigi kombinaciju
paraugus.

Tacu dota raksta ietvaros, caur plaSi pazistamu makslinieku darbiem, tika paradits
zim&Sanas tusas, ka materiala, un tas tehniku ilglaicigums un to iesp&ju bagatiba. Kas ir
pieradijums tam, ka materials nav izzudis un ar to tiek stradats vél joprojam.

Summary

Drawing ink as a drawing material are commonly known for a long time, but in Europe, it became highly popular
during the Renaissance. Style variety gave an artist relative ease on ink usability. A big part of nowadays-famous
artists tried themselves by drawing in different ink techniques, like drawing in separate style or in combination of
different styles with the touch of different techniques.

Nevertheless important are drawing tools. Actually, the techniques of an artwork is mostly considered by
identification of the ink-drawing tool that was chosen and used by artist (for example drawing difference by drawing
with regular brush and bird feather). Therefore, if artist is using one technique on two similar drawings with two
different tools chosen - the result usually shows a visual difference.

Ink is a handy drawing material. By combining different inks you can get the most different and curious results as it
has been observed on works of many famous artists in which they were focusing on one particular technique or they
were adding different drawing materials like charcoal, watercolor, gouache and many other.

Technical adaptability and specification of drawing-ink is suitable not just for making quick sketches and drafts, but
also can be used as a main technique for more complex artworks, allowing to create thick tone background lines,
just as good as thin outlines.

This technique is quite popular even in nowadays, which is indicated by many artwork examples of commonly
known artists of 20-th century.

Despite the fact that - ink drawing isn't a new as a drawing technique and material, it is still actual and interesting.
Ink technique did not just survived the ages - it still inspire artists and they manage to adapt and transform it into
new styles, which creates successful combination examples. It is experimental and combinational ability, which
reduce creational limits of any artist.

Of course, they will still make their artworks in their' characteristic manner and that is what they are usually
working on. Creational variability that drawing ink gives may trigger new, more experimental ways to express
specific artist™ vision, and that’s why many modern artists still prefer it.

Within this article, throughout some examples of famous artist works has shown the durability of the ink art style
and a wealth of its usability options. It proves that this art material is not extinct yet and reminds well kept.
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17.
18.

19.

20.
21,

22,

Aupu  Mamucc.  Ilopmpem  Mapeapumeur.  Skatits  24.05.2014.  http://www.staratel.com/pictures
/matisse/pic161.htm.

Anpu  Mamuce.  Jse  sasvt ¢ yeemamu.  Skatits  24.05.2014.  http://www.staratel.com/
pictures/matisse/pic160.htm.

Benuxuii  yuemwui  onoxu  Bospoowdenus.  Skatits  28.03.2015.  http://www.abc-people.com/data
/leonardov/015pic.htm.

Mamucc Aupu. XKencxuii nopmpem. Skatits 24.05. 2014. http://megabook.ru/media/ MATUCC Anpu
(PKencxkwuit mopTper).

Mamucc Anupu. Skatits 24.05.2014. http://dic.academic.ru/dic.nsf/es/35246/ Matucc.

,IIvepo denna @panuecka — anogpeos camosracmus u yucmomst. ,,C. [anu. Iopmpem 3uemynoa ¢peiioa.
Skatits 28.05.2014. http://sdali.ru/view.php?menu=k3439&k=k0227 jpg.

Tywb xyooorcecmeennas (Inks). Skatits 06.05.2014. http://maroshkal.livejournal.com/53809.html.

Tywe. Skatits 06.05.2014. http://paintinglessons.ru/Tymib.

,, Yeuoen — u 3anano 6 oywy, u uepez Kucmv npos6UIOCy Ha Xoacm. Imo acusonucs. M mo dce camoe —
moboss. ,,C.  Jam. Kondomvep (asmonopmpem 6 eude Kkondowbepa). Skatits 28.05.2014.
http://sdali.ru/view.php?menu=k4045&k=k0249.jpg.

,, XYOO0oHCHUK He mom, Kmo 800XH081semcs, a mom, kmo edoxuosasem. ,,C. Janu. Ancen Skatits 28.05.2014.
http://sdali.ru/view.php?menu=k5862&k=k0332.jpg.
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MEPBBIE BBICTABKHU B TBOPUECKOW BUOTPA®UN
MAPKA HIAT'AJIA

The First Exhibitions in Marc Chagall’s Creative Biography

Aleksandrs Lisovs (4nexcanop Jlucos)
Butebckuii rocynaperBennsiii yauepeutet / Vitebsk State University
e-mail: allisov@mail.ru

Abstract. This article focuses on the early exposition experience of Marc Chagall, on his participation in Russian
exhibitions in 1910-12. This experience had influenced his formation as a professional artist. This experience
resulted in the recognition, defined his relationship with the artistic environment, critics and collectors.

Two letters of M. Chagall to M. Dobuzhynski are published in original language. They are the convincing proof of
the fact that at an initial stage of his formation during the first Parisian period when Chagall wasn’t still known and
recognized, he continued to enjoy support and care of his Petersburg teachers M. Dobuzhynski and L. Bakst, hoping
for their help. In the first half a year of his Parisian life he saw the recognition in a circle of Russian artists of the
association “World of Art”. The latest Parisian experience furthered the estrangement of M. Chagall from the
“World of Art” and created the rapprochement with the leftist artists oriented on P. Cezanne’s system, the
association “Bubnovy Valet” (“Jack of Diamonds”).

Keywords: art association « The Union of Youthy, art association « The World of Art», Bakst Leon, Chagall Marc,
Dobuzhynski Mstislav, Elizabeth Zvantseva s art school, exhibitions, Kandaurov Konstantin, Tarkhov Nikolai.

Beryniienue

beiTyer MHeHuE 0 TOM, YTO MpHU3HAHUE MPUIUIO K XynokHUKYy Mapky [laramy (Marc
Chagall, 1887-1985) ouenp ckopo. W neiictBurenbHo, nepexoy Illarama oT ydeHudecTBa K
npodeccnoHanTbHOMY MPU3HAHUIO 3aHUMAET COBCEM HEMPOJOKUTEIFHOE BpEeMs, €ClIH CYIUTh
[0 €ro y4yacTul0 B BbIcTaBkax. [lepBbIM ero marom K IyOJUYHOMY 3KCIHOHMPOBAHHUIO
COOCTBEHHBIX NMPOU3BEICHUN CTajla yUeHHYecKasl BbICTaBKa IIKOJIbI 3BaHIIEBON, OpraHM30BaHHAs
B IlerepOypre, B momenieHuu xypHaia «AmnomtoH» BecHod 1910 r. Ve cmycts ron mocie
3TOro ero paboThl OBUIM MOKa3aHbl Ha MPO(GECCHOHAIBHBIX BbICTaBKax: oObeanHeHUs «Coro3
monogexu» (1911 1.) u 3atem BoccozmaHHOro oObenuHeHHs «Mwup wuckycctBay (1912 r.).
MoseT moka3aTbCsl, 4TO MOMCK INPHUBJIEKATENIBHBIX IS MOJIOAOTO XYI0XKHHMKA BBICTABOUHBIX
MIPOEKTOB U BMECTE C TEM COOCTBEHHOrO IyTH, B UCKYCCTBE, ObLI JETKHMM M CBOOOJHBIM OT
BHEIIHUX BJIMSHUM, cepbe3HbIX MpobsieM. Ho yem Gombllie OTKpBIBAIOTCA Ul MCCiieqoBaTesei
JOKYMEHTBI HauaJbHOMN MOPHI €ro TBOPUECTBA, TEM OoJjiee MprubaBiIsieTcss OCHOBaHUI TOBOPUTH O
TOW 3HAYUTENILHOW POJIM, KOTOPYIO CHITPajM B 3TOM €ro Mmefarord. ITUMM IelaroraMu ObLIH
10. M. TIsu (1854-1937), H. K. Pepux (1874-1947), JI. C. Bakct (1866-1924),
M. B. lo6yxunckuit (1875-1957). Kak Oynro, spkas, uHAMBHIyanbHas MaHepa Illarama
CJIOKMJIACh BOIIPEKH MEJarornyeckuM CHCTEMaM U Xy/I0’KECTBEHHBIM HampapiieHusM. OH U caM
70 KOHILIAa CBOMX JHEH OTMEXEBBIBAJICS OT IMOMNBITOK MPUYUCIUTh €ro K KakoMy-TuOo Hu3
XyJI0’)KECTBEHHBIX TeueHHH B HcKyccTBe 20 Beka. O4eHb HEOJHO3HAYHBIE XapaKTEPUCTUKH
CBOMM YUYHTENIIM JlaBal XYIOKHUK M B aBToOuorpaduyeckoit kHure «Most KHU3HBY.
OnyOnuKkoBaHHBIE B MOCJIETHUE TOABbl JOKyMeHThl mnepenucku Illarama pator Mmexny Tem
OCHOBAaHHE YTBEP)KJaTh, YTO €ro MOMCK COOCTBEHHOro IyTH ObLT BechMa ciIOXHBIM. Lllaran
HEpeaKo cienoBai copetam yuutene, JI. bakcra, u M. JloOy>KHHCKOTO, TIPOCUI MX TTOMOIIH U
coBeta. B mepuon mepexojga oT yueHHMUYECTBa K NMPO(EeCcCHOHAIN3MY M B CBSA3H C OTHE3/I0M U3
Poccun B Ilapux oH ucnbITan rIyOOKHH TBOPUECKHUH KPU3HC, U3 KOTOPOTO BBINTH MOMOTJIH
BBICTAaBKH, cocTosBIIMecss Ha pojxuHe B 1911-12rr. B kuure «Most sxu3Hb» Illaran
MIPOTUBOMNOCTABJISIET CBOM OINYIIEHUS MapUKCKOM TBOPYECKOM KH3HU TOMY, 4TO OBLIO Ha
poaune, HO u [Tapuxk BOBce HE 0XMJIAJI MOJIOJIOTO XYI0KHUKA C PACIIPOCTEPTHIMU OOBATHUSIMH.
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[TepBas mombITKa K ydacTio B mapwkckoM OcenneM canone 1911 r. Obuta oTBepruyTa U Bce
npeasiokeHHbie padoTsl [llarana OTKIIOHEHBI.

Hean padoTsl

B cratee paccmarpuBaeTcs paHHUN 3KCIO3UIMOHHBINA onblT Mapka Illarama, yyactue B
poccuiickux BbicTaBkax 1910-12 rr., noBmusBIMi Ha NpodEecCHOHATBLHOE CTAHOBIICHUE
XYJI0OKHUKA. DTOT OMbBIT IPUBEN K MPU3HAHUIO, ONPEIETUI €r0 OTHOIICHHS C XYI0KECTBEHHOU
Cpenoil, KpUTUKOM, KOJUIEKIIMOHEPAMHU.

Yyenndeckasi BbICTaBKa MK0J1bl 3BaH1eBoii (1910)

O6 yuactum B 3TOM BbicTaBke Illarama Hamucanm B oOcrositenbHOM cTtathe S. B. Bpyk
(bpyk, 2005). BeicTaBka yuamuxcsi MIKOJIbl 3BaHIEBOM MPOXOJuia B MOMEIICHUHU PEIAKIIUU
xKypHana «Anomion» ¢ 20 anpens no 10 mas 1910 r. Ha Heli ObiIH mpeacTaBieHbl 3 KapTUHBI
Hlarana: «Cmeptb», «CBagpba» u «O6em». Monomoil Xyno)KHUK HEe HACTaWBaj Ha aBTOPCKHX
BapMaHTAaX HAa3BaHMW CBOUX IPOM3BEIEHUM, IMOATOMY OHHM HEPENKO MOIy4ald B KaTajlorax
OKOHYATEJIbHOE Ha3BaHHUE, IPOAUKTOBAHHOE BOJIEH BBHICTABOYHOIO KOMHUTETA WJIHM LIEH30pOB, C
KOTOpbIMH, Kak coobmiaer cam Illaran, B camMOM Hayaje OTHOLIEHMS CKJIAQABIBAIOTCS Y HEro
HeBaxkHO. CoxpaHuBlIeecss B BOCHOMHHaHMSIX coydeHuIbl lllarama mo mkone 3BaHLEBON
1O. JI. OGoneHckoif omucaHue MOCHeAHEH KapTUHBI HE IO3BOJISIET €€ HACHTU(PHUIHUPOBATH
(O6omenckas, 2011: 235). JIBe mnpensiaymuye padbOThl MCCICAOBATEISIMU YCTAHOBJICHBI.
«CBanpbe» Has3bIBaeTcs Takxke B panae nyoOnaukanuid kak «Pycckas cBagb0a» (IpUHAATIEKUT
mropuxckoi komekuuu bropnu). Ilo nmoBoxy camoit nepsoit padotsl f. B. Bpyk HacranBaer Ha
TOM, 4TO «CMEpThb» SBISETCA aBTOPCKUM €€ Ha3BaHHEM (Tak B KaTajore BBHICTABKM M B KHUIE
[Harana «Mosi *u3Hb») B NIPOTHUBOBEC 0o0J€€ IMO3JHUM BapuUaHTaM: paclpOCTPAHEHHOMY
«IToxopoHbI» U U3 Karanora BeicTaBku «Mup uckycctBa» — «llokoiinuk Ha ynuue» (bpyk, 2005:
78). Kcraru 0. JI. OOoneHckasi Ha3plBae€T B CBOMX MeMyapax 3Ty paboty «EBpelickue
noxopoHs» (Ob6onenckas, 2011: 235), roBopst 0 Hell Kak O BCEM U3BECTHOM IpousBeaeHuu. Ho
B NpPUBEJCHHOM HIKe Tekcte nucbMa lllarama mpl Haxogum BapuaHT «IlokOMHUK Ha ymiuie»,
4TO JI0Ka3bIBaeT TO, 4To oTHomIeHue [llarana k Ha3BaHUAM COOCTBEHHBIX NMPOU3BEICHHUN B 3TO
BpeMmsi Obu1o Oosiee cBOOOJHBIM. OO 3TOM K€ CBUAETEILCTBYET U MPUINKCKA. B HacTosee Bpemst
npousBeneHue npuHauiexkuT [lapmwkckomy nenrpy JKopxka [lomnuay. Otmedy, 4To OTCYTCTBHE
COMHEHUS B IIMPOKOM M3BeCTHOCTU IpousBeneHus [llarana ero coydyeHuIei CTpouTcss Ha TOM,
YTO OHO MPEUIarajloch M BBICTABISAIOCH XYJOKHUKOM YXKE B 3TO BPEMS MHOTO pa3.

5. B. Bpyk Ha3bIBaeT BBICTaBKY «KYJIbMHHAIMEH M OJHOBPEMEHHO (PMHAJIOM KOPOTKOM
uctopuu mkoas» (bpyxk, 2005: 69). 1 B 3TOM ecTh pe30H, T.K. JIy4IlIHE €€ CTPAaHUI[bl CBA3BIBAIOT
¢ npenogasanueM JI. bakcra, KOTOpBIM HE3a0AT0 JO OTKPBITHS BBICTABKU IOKHUHYJI IIKOJIY U
Bblexan B [lapux st paboThl HaJ opopmileHneM crekTakieil JarumieBckux ce3oHoB. Oka3anoch
3TO COOBITHE W MPUYMHON yxona u3 mkossl Mapka [larana. Xots paGoThl Ha BBICTaBKE ObLTH
HKCIIOHUPOBAHBI IO HOMepaM, 0e3 (haMuiuii, HO AT MHOTHX, B T.4. JIISl KPUTUKOB OHU CEKpeTa
He cocTaBisuid. OTMEUYEeHbl B YMCIE JYYIIUX BHEHIKOJIbHBIX paboT yueHUKOB — «CMepTh» U
«CBagnba» (Poctucnasos, 1910). Kcratu, aBTOp OT3bIBa, KPUTHK CTOJUYHOHN TazeThl «Peuby»
A. A. PocTucliaBoB 1 Ha JIpyTUX BBICTaBKax 3TOr0 U OoJiee MO3HEr0 BpEMEHH YAeNsl BHUMaHHe
H1arajgoBCKUM mnpousBefeHusM. Pabotsl yuenuka [llarana npuBiiekiin BHHMaHue€ M JIPYroro
IIOCETUTENS BBICTABKH — XYJIOKHHMKAa M XynoxkecTtBeHHoro kputuka A. H. benya (bpyk, 2005:
70). 1 Bce xe He oOomuioch 0e3 CKaHJAIbHBIX OT3HIBOB, KOTOPHIC 3HAMEHOBAJIW HHTEPEC
y4allyuxcsl IMKOJbI K HOBAaLMAM (DPaHIy3CKOro HCKyccTBa. Kak oxpaHHMTENb pearucTHYECKHX
TpaauIUMil C pasrpoMHoN penensuerd BboicTynwil . E. PenuH, Ha3BaBmIMI SKCIIOHEHTOB
«MaszuWjJaMH M KpacWJbIIMKaMU 3a00pOB», a caMy BBICTABKY «IEHPO30PHUEM >KUBOIHCH» U
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«oompmmmm  Topem». [loctamoce B cratbe A. H. benya wm JI. bakcry. Xapakrtepuctuku
npouuTupoBansl B Tekcte O6onenckoit (Penun, 1910; O6onenckas, 2011: 236).

Mapxk Ilaran na Bropoii BeictaBke «Coro3a moJiopexun» (1911)

[lepBoit «B3pocCTOW», HEYYECHHUECKOW, MNPOPECCHOHATBLHON BBICTAaBKOH, B KOTOPOM
sKcroHupoBanbl padotrel M. 3. lllarana cranma 2-1 BbICTaBKa KapTUH OOIIECTBA XYJTO0>KHUKOB
«Co103 MOJIO/IeKH», STUHCTBEHHOTO B Hayalle CBOCU JESATEIBHOCTH CTOJUYHOTO OOBEIMHEHUS
JIEBBIX XYAOXKHHKOB. DTO OblLIa, MOXallyil, camas MpelICTaBUTENbHAs BHICTaBKa OOIIECTBA,
KOTOpas BbI3Bajia 0C000e BHUMaHUE MYOJIMKU U KpUTUKU. BricTaBka oTkphiiack B [letepOypre B
noMe Ha yriy AaMupanteiickoro u Boznecenckoro npocnektoB 11 anpenst 1911 r. 910 Bpewms,
korga Illaram OKOHUATENBbHO TPUHSII pEIICEHHWE OTHpaBUThC Ha yueOdy B Ilapmx ¢
MpEeOCTaBICHHON eMy Ha roja ctuneHaued M. Bunasepa. M 3aeck Bce okaszbIBaeTcs JJIsl HETO
COBCEM HEINpPOCTO: B IMEYATHBIM KaTajor BBHICTABKH ero paboTsl He monanud. OHM BIMCAHBI B
1eH30pckuil ax3eMIisip ot pyku (Crpuranes, 2005: 411), ums XyA0KHUKA OTMEUYEHO TaKkKe B
penier3uu (Poctucnasos, 1911). Ha or6op ydactHukoB BeicTaBku M. JlapumonoB u B. Tarmuh.
Hago mpubaButh 3mech, utro Onaromaps M. JlapuonoBy u Illaran, u uenslid psa apyrux
SKCIIOHEHTOB BIIOCJIEJICTBUM IMONAJM HAa WHULIUUPOBAHHBIE MM MOCKOBCKHE BBICTaBKHU
«Ocnunplii xBocT» (1912), rae B karamore moj HoMmepoM 286 BHOBb 3asiBI€HAa KapTHUHA
M. larana «Cmeptb», u «Mumienb» (1913), B katanore koTopoii 6€3 Ha3BaHUI OTMEYEHBI 3 €ro
paboTHI.

B nmpunuckax 1€H30pCKOTO KaTrajora BbICTaBKM o00o3HaueHbl uMeHeM M. llarana
4 pa6otel mog NeNe200-203: 2 moptpera, KapTuHa «3a CTOJIIOM» M MOCIHEAHSS C 3a4epPKHYTHIM
HazBanuem «[leiizax». Xapakrepuctuka 5TUX paboT B pernensuu A. PoctrcinaBoBa 3By4HT
OJIHOCJIOKHO U IIPU 3TOM MO3UTHUBHO: «}3 cOBCeM HOBBIX XyI0KHUKOB Haj0 orMeTuth lllarana
C €ro O4YEHb CBA3HOW M POYYBCTBOBAHHOM kuBonuchio» (Poctucnasos, 1911).

2-s BoicTaBka «Coroza mononexu» padotana qo 10 mas. Cam ke Illaran B 310 Bpems, B
Hayane Mmasi yxe oTkpbiBan ansi ce0s [lapwxk. BrocnenctBum on mucan: «llapux! Camo
Ha3BaHKe 3By4aso sl MeHs, kak My3bikay (ILlaran Mapk, 1994: 104). Ho 31ech Bce okaszanoch
coBceM Hempocto. Ha crpanumax cBoeil kHUruM oH coobmaeT: «B [lapmxke s BceMy yumics
3aHOBO, M TIpeXke Bcero camomy pemeciy» (Illaran Mapk, 1994: 99). 3asBnennsie Ha OceHHU
caioH 1911 ronma paboTbl ObuIM OTKJIOHEHBL. M cHycTsI HECKOJIBKO MECALEB XYA0KHHUK
nepexuBan riayookuit kpuszuc. OO0 3TOM, Kak M O JPYTruUX peanusx MapHKCKOW >KU3HHU JA0T
IpeJicTaBIeHNE MTMChMa, aJipecoBaHHbIe Ha Poiuny.

Iucema M. lllarana u3 apxusa B. H. Unibuna

B anpene 2012 roga Jlomom pycckoro 3apyoexbs umenu A. M. CommxenuiiplHa B MockBe
ObUIM TIepenanbl Ondinoreke ButeGckoro rocy1apcTBEHHOIO YHUBEPCUTETA KOMIUHU JIBYX MHCEM
xynoxkHuka Mapka [llarama, aapecoBaHHBIX €ro YYMTENIIO, H3BECTHOMY POCCHHCKOMY
XynoxkHUKY MctucnaBy Banepuanosuuy JloOyxkuHckomy. VX OpUTHHAiIBI XpaHITCS B apXUBE
Jloma pycckoro 3apy6exxbs B ¢ouae Ne 31 Bwigaromierocst pycckoro ¢unaocoda, uctopuka u
penuruosHoro aestens Bnagumupa Hukonaesnua Mnbuna (1890-1974). JIokyMeHThI OCTYIUIH
B aBrycte 2005 r. oT HacnennukoB yueHoro. ®oua B. H. Unbuna conepxkut 6onee 500 enunui
XpaHEHUus, BKJIIOYEHHBIX B 2 omucu. B Hacrosiee BpeMs HNPOBOAMTCA HayYHO-TEXHHUYECKas
o0OpaboTka (QoHAa, BBHIY YEro €ero HCIOJb30BaHUE HCCIeAoBaTeNsIMU 3arpyaHeHo. [lo
CBUJETEIBCTBY JapUTesel MucbMa HUKOT1a paHee He MMyOJIMKOBaINCh.

Ob6crosarenbcTBa TOro, kakuM obpaszom mucbma M. 3. Illarana x M. B. JloGyxuHcKomMy
okazanuch cpenu Oymar B. H. Mnbuna, ocTaroTcsi HEBBISICHEHHBIMU. BeposiTHO, OoHU paHee
COXPAHSUINCH B apXuBe XynokHuka M. B. JIoOy>XKMHCKOT0 UM €ro HacIeTHUKOB, OJTHAKO KaKHM-
To oOpa3oM Tomajdy Ha AayKIMOHHYIO paclpojaxy, Iie U ObUld TNPHOOPETEHbl HOBBIM
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BragenbleM. IloueMy OHM [0 HAcTOSAMIEr0 BPEMEHM HE H3BECTHBI CIELMATUCTAM U HE
nyonukoBanucs? Beab oxauH u3 naputeneil apxusa ¢unocoda, ero cern H. B. MnbuH, xopomro
U3BECTEH KCKYCCTBOBEAaM U KYJIbTYpHOW OOIIECTBEHHOCTH. byaydun AupeKTopoM Mo
KOpIIOpaTUBHOMY pa3BUTHIO B cTpaHax EBpomnbsl u bmmxnaero Bocroxka ®donga ConomoHa
P. I'yrrenxeiiMa, OH Hemallo CcrnocoOCTBOBaN KYJIbTYPHOMY cOTpyAHHuYecTBY Poccuu c
eBponeiickumu ctpaHamu u CILIA, Obul WHUIIMATOPOM  MHOTHX HPOEKTOB, IIEJIOT0 psijia
KPYIHEHIINX XYI0KECTBEHHBIX BBICTABOK HCKYCCTBA PYCCKOIO aBaHrapja, B TOM YHCIIE
skcno3unuii nmpousseneHuii M. 3. lllarana u3 3apyOeXHBIX M POCCHICKHX COOpaHHMM a Takxke
YaCcTHBIX KOJUIeKUUW. M B Hacrosiiee Bpemsi OH MOAJAEpKUBAaeT IMpodecCHOHaIbHbIE CBSI3U CO
MHOTHMH YYEHBIMH U My3eWHbIMH paboTHukamu B EBporie u Poccun. Y muBuTEeNnpHO, 4TO HU B
OJIHOM U3 MHOTOYHCIIEHHBIX HKCIIO3UI[MOHHBIX MPOEKTOB JOKYMEHTHI HE ObLIM Moka3aHbl. M B
COJNMAHBIX HM3JaHUAX IOCJIEIHEro BpeMeHH, nocBsmieHHbXx M. 3. lllaramy, o HUX HET HHU
cTpoukd. HeT HHMYero o momapeHHBIX NHUCbMaX, HaIpUMeEpP, B OOBEMHOH PYCCKOS3BIYHOMN
monorpaduu B. U. Pakutuna o xynoxxuuke (Pakutun, 2010), X0Ts ee aBTOp JOCTAaTOYHO MHOTO
corpyannuan ¢ H. B. UneunbiM. XKenanue B. Y. PakutiHa npuBiedb K CBOEMY HCCIEIOBAHUIO
0 XYJOKHUKE HOBbIE HE IyOJIMKOBABILKECS MCTOYHMKHM O4eBHJIHO. OH caM XOpPOIIO H3BECTEH
KaK O3KCIepT, aBTOpP MHOTUX MoOHoOrpaduil u craTeil 00 HMCTOpUM PYCCKOTO aBaHTapIHOTO
UCKYyCCTBa, B TOM YHMCJIE M B Karajorax BbICTABOK, IJI€ €ro HMs CTOUT PSJIOM C HUMEHEM
H. B. Unbuna.

W1 Bce xe nHboOpMaIys AapUTEIeH O TOM, YTO MUChMa HE OBUIM OIyOJMKOBAaHBI paHee,
MOKET OBITH JIETKO OMpOBEeprHyTa. YToOBI B ATOM YOEIUTHCS, HEOOXOIUMO OOpaTUThbCi K
camMomy (pyHIaMEHTaTbHOMY M3/IaHUI0 MCTOYHUKOB Onorpaduu M. 3. lllarana, B ToM uucie u
€ro INEepenuCKH, KaKOBbIM SBJIAETCS KHUI'Aa HW3BECTHOTO AMEPUKAHCKOrO MIarajoBefa
benmxamunaa Xapmasa. OH U cTall IEPBBIM IMYOJIMKAaTOPOM MHChbMA 2, TpaB/a B MEPEBOAC Ha
anrmiickui s3uIk (Harshav, 2003: 204). b. XapmaB ccbutaercs Ha tuaHblid apxuB H. B. Mnbuna
B0 @pank¢yHre Ha MaiiHe, U3 KOTOPOTO JOKYMEHT ObUT MM TOIy4eH. Takum oOpa3oM, mepBoi
nyOnIuKaueil nucbMa 2 siBJISETCS €r0 aHTJIOA3BIYHBIN MEepeBO] B KHUTE XapIllaBa.

Mapxk Ilaraa u M. B. [{o0y:xuHCcKHiH

Beinatomuiicss pycckuil xyaoxkHuk MctucnaB Banepuanosuu J{00y>KUHCKUITHE OJTHAX/IbI
B pasHble TOJAbl CBHIFpall BaXHYIO poib B cyapOe BurebsnsHuHa M. 3. lllarama. Mactep
TOPOJACKOro Mei3axa, rpaduK-CTAHKOBUCT M MUIIOCTPATOp KHHUTH, a TaKXe XYJOXKHHK-
nexkoparop, M. B. JloOyxxuHckuif  ObT  OOHUM M3 KpPYNHEHIIMX  IpeJIcTaBUTENEH
XYA0XKECTBEHHOro o0benuHeHus «Mup uckycctBay. O0bennHeHne 0110 ocHOBaHO B 1898 mo
UHHUIMATHBE JBYX KpPYIHBIX JesTenedl pycckod KynbTypel pybexa 19 u 20 BekoB —
XyaoxkecTBeHHOro kputuka A.H.beHya w©  TeaTpajbHOro  JedTeNs, aHTpenpeHepa
C.II. AsruneBa. B mepuon 1903-10rr. oObeauHeHue (opMalbHO HE CYIIECTBOBAJIO,
COEIMHUBLINCH C APYTUMHU TpynnupoBkamMu B CO03 pycCKUX XYAOKHHKOB. A B TOAbl y4eObl
M. 3. [llarana B Cankr-IlerepOypre mnpeanpuHUMaINCh MOMBITKH Bocco3naHus «Mupa
uckyccrBay. M. B. JIoOyXMHCKUII ChIrpaid B 3TOM Ype3BbIUAiHO BakHYIO pojib. OH BoIled B
YHCIIO0 YUpeAUTENel U CTall CeKpeTapeM 00beIMHEHUSI.

CoOCTBEHHO, HMEHHO «MHPUCKYCHUKH» OBUIM TEpBBIMH  MpOo(ecCHOHATbHBIMU
HacTaBHUKaMu Mosonoro M. 3. Illarama, mpuexaBUIEro Y4YUTHCSI B POCCHMCKYIO CTOJIMLY W3
npoBuHLKadbHOro Burebcka. B BureGcke oH ocBaumBam U300pa3UTENbHYIO TIPaMOTy ¥y
akagemucta FO. M. IIbna. B IlerepOypre chHauanma sto Obi1 H. K. Pepux, y koroporo
M. 3. lllaran yuunics B mkoje pucoBanus Mmmnepatopckoro O61ecTBa MoOMmpeHus Xy 105KECTB.
3areM B yacTHOU mikosie xuBonucu E. H. 3BaH1eBo ero negaroraMu cTaid «MUPUCKYCHUKHY
JI. C. bakct u M. B. lo6yxunckuii. M. B. JloOykuHCKUI TpernoaaBaid B IIKOJE PUCYHOK, a
JI. C. bakct — xuBonuck. 3ausatus y oboux M. 3. Illaran cunrtan moBOPOTHBIM MOMEHTOM CBOEH
JKU3HH MU TNpoQeccHOHANbHON MoAroToBkH, momydeHHod B Cankr-IlerepOypre. . B. Bpyk
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otHocut yueOy M. 3. lllarana B mkose E. H. 3BanneBoii k ocenn 1909 — Becue 1910 rr. (bpyk,
2005: 64-85).

Otnomennie k M. B. JloOyxunckomy y M. 3. [llarana Bcerga ObLIO TOMYEPKHYTO
YBaKUTENBHBIM. B 3TOM yOexxnaroT u mybimkyemsle iucbMa. M Bee ke B aBToOHOTpaduuecKon
kHUre «MOsl KU3Hb» OH Ha3bIBa€T TOJBKO JIBYX IUIaBHBIX cBoux yuutenedl — HO. M. [IsHa u
JI. C. bakcra, otkasbiBast B 3toM M. B. JloGyxunckomy. OueBunno, Mcrucnas BanepuanoBuy
KasaJicd MHOTMM CBOMM YYE€HHKaM CyXuM meaaHTtoM Ha ¢oue aptuctuunoro JI. C. bakcra.
OnHako ero LEeHWIN 3a JPYroe: OH BCEr/a ObUT MOAYEPKHYTO BEXKIIMBBIM, TAKTUYHBIM  POBHBIM
B OOILIEHUU C KOJUIETaMH-XYI0KHUKaMH M ydeHUKaMu. OH 00XO0JUJI OCTpbIe OIIEHKH, 0COOCHHO
TOT/a, KOTJa 3TO Kacalloch €ro TEKCTOB, PACCUMTAHHBIX Ha MyOnuKaiuio. He HalileM MbI OCTPBIX
XapaKTEePUCTUK M B KHUre BocrmoMuHanuii M. B. JloOyxuHckoro (JloOyxunckuii, 1987).
OOmmupHBIe CBSA3M B XYIOKECTBEHHOH cpeze, JOOpOKenaTesIbHbIe OTHOIICHUS CPEau KOJUIEeT
OKa3ajJKCh, OYEBUAHO, pelIAlouuM (aKTOpoM MpU BBIABMKEHHMH €ro Ha IOCT IEPBOTO
nupekropa BureOckoro HapogHOro  XyH0XKECTBEHHOIO  YUYMIIMIIA, YUYPEXKACHHOIO IO
npeioxxkenuto M. 3. Hlarana B 1918 r. Otnomenue M. 3. [llarana k cBoemMy ObIBIIEMY YUUTEIIO
3/1eCh TAK)K€ 0Ka3aJloCh CYIIECTBEHHbIM. ABTOpUTET AupekTopa yuuiuiia M. B. JloGyxxuHckoro
JIOJDKeH ObUI MPHUBJIEYh CTOJIMYHBIC XYAOKHHYECKHE KaJpbl B MPOBHHIMAIBHOE Yy4yeOHOE
3aBeJICHUE.

Mapxk laran n JI. C. Baker

Hkony E. H. 3BanueBoii He ciayvaitHo HasbiBaroT mikosoi JI. C. bakcra (1866-1924). He
Clly4aiilHO B 3TOW CBsI3W M Ha3BaHue ynomsiHyToil ctathu . B. Bpyka (bpyk, 2005: 64-85). K
JI. C. bakcty, BHIHOMYpPOCCHHCKOMY XYAOXHHKY, CIEHOTpady, KHIKHOMY HIUTIOCTPATOpYy,
MacTepy CTAaHKOBOM XMBOIIMCH U TeaTpajbHON TpaduKH, YYEHUKH TAHYJIMCh, €r0 IOXBajbl
nobuBanuch. M. 3. [llaranm B 3TOM OTHOILIEHUWU HE OTIMYAICA OT JPYIMX CBOUX COYUYEHHUKOB.
OnHako U OH, OyqyuM JIFOOMMIIEM CBOEro Iearora, He pa3 yJ0CTauBaJICS HEJIECTHOIO CJOBa.
JI. C. bakcta oH m100uJ, peBHOBAI M HEHABUIEN OJHOBPEMEHHO, TJIYOOKO TMEpEek UBalI OTHE3]
yuutens no npurnamenuto C. I1. Jlarunesa nns opopmieHus crnekrakied Pycckux ce3oHOB B
[Tapuxe B 1910 r. Otkasz JI. C. bakcta moATBepIUTh Ha Jiejie 0Oemannue B3sTh ¢ COO0N yUeHUKa
obul pacueHen M. C. llaranom kak mnpenarensctBo. besz JI. C. bakcta emy coBeplieHHO
oueBHMIHO Heyero Obuio gemate B mkone E. H. 3BanmeBoii, Bcien 3a umMm M. 3. Hlaran
otnpaswics BecHol 1911 r. B [Tapmxk. U camoe rnaBHoe, umenHo JI. C. bakcT panblie Bcex, u
panbiie camoro M. 3. [larana TOHKO OLLYTHJI, MOHSJ, YTO Oy/yllee ero yueHuKa B eBpercKon
MPOBUHIIMAIBHON TEMaTHKe.

00 yuacTnu B BoicTaBKe 00bennHeHust «Mup uckyccrsa» (1912)

B mae 1911 r. M. 3. lllaran co cTurneHMen cBOero MereHara, femnyrara [ ocynapcTBeHHON
aymbl M. M. BunaBepa otnpaBwics B Ilapwxk. IlyGnukyemble HU)Ke MNHCbMa HalMCaHbI
M. B. JloOyxunckomy u3 Ilapmxka cmycts msaTh MecsaleB mnociie oTbe3fa. OHU CBsI3aHBI C
MOJITOTOBKOM BBICTaBKM 0OBbenuHeHHs «Mup uckycctBa» u xkenmanueM M. 3. lllarana B Hei
M0y4acTBOBaTh. B MOAroTOBUTENBHBIX paboTax 1Mo OpraHU3alMi BHICTABKU 3HAYUTENbHAS YacTh
XJIOTIOT Jie)Kajda Ha OpraHu3alMoHHOM Komurtere M Ha M. B. JIoOyXMHCKOM Kak ceKperape
oObenuHeHus. [lucekMa HanmucaHbl OYEHb MPHIIEKHBIM, MOYTH KAJUIMTPaQUUECKUM IOYEPKOM,
YTO TOJIBKO IOJYEPKUBAET TOT NHETET, ¢ KoTopeiM M. 3. Illaram oTHOCWICS K CBOEMY
HeJaBHeMY yuuTenro. bosiee mo3gHuMe mNHCbMa pa3HbBIM aBTOpaM TIpemar HeOpeKHOMN
ckopornuceio. IIucbMo 1 umeer TouHyro AaTUpoBKY — 12 okTsa0pst 1911 r. B cOOTBETCTBUHU C
IOJIMAHCKUM  KaJeHJapeM, HOpHUHATBIM B JopeBoitolMoHHOM Poccun. B ckobkax pykoro
M. 3. [Ilarana mocTaBiI€HO TAaKXe YUCIO «29», KOTOPOE HE MOXKET O3HAuaTh JaTy [0 HOBOMY,
IpUrOpHAHCKOMY KalleHAaplo, npuHsaToMy B EBpome. B 3ToM ciydyae B ckoOkax qojikHa Obuia
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CTOATH Aata — «25». Uucio npoyuThiBaeTcs BIOJHE pa300pynBO, U CAENaHHAs HAANMHUCh MOKET
O3HauaTh JHIIb OMHUOKY WIM HEBHUMATENbHOCTH aBTopa. IlucbMo 2 HEe MMeeT TOUYHOM AaThl, B
HEM yKa3aH JIMIb ToJ — «1911». JlaTupoBKyY €ro mo3BoJisieT cAenaTh CoAepKaHue.

Boob1e roBops, o cymectBoBannu nepenucku M. 3. [llarana ¢ M. B. JIoOyxuHCKHM TIO
MOBOJIy Y4acTHUsl B BbICTaBKe 00beAUMHEHUs] «MHp HCKYCCTBa» CTAaHOBUTCS U3BECTHO U3 APYTUX
onyonukoBaHHbIX muceM Illarama. Tak, B mnuceme M. 3. larana K. B. Kangayposy,
natupoBaHHoM 14 HosOps 1911 1. OH mnumeT, 0 HEOOXOJAUMOCTH JOMOJHEHHH K TeM
MOXKEJIAaHUSIM, KOTOpbIe OB UM YK€ M3NI0KEeHBI B cbMax M. B. JIoOy)XKMHCKOMY U KacaroTcs
TaK)Ke pa3BECKH IMOCIAHHBIX Ha BBICTaBKY «Mup uckycctBay Ttpex pador M. 3. [llarama (Mapk
laran. Bo3spamenue mactepa: 316). [lucemo k KangaypoBy XpaHuTcst B €ro JTU4HOM (OHIE B
PT'AJIN [6 PykomucHsiid oTaen ['ocymapctBenHoro Pycckoro myses, Cankr-Ilerepoypr]. A Bot
HaMH TyOJIMKyeMble MMHCbMa M €CTh YacTh MEpenucKku ¢ JI00yKMHCKUM, O KOTOPOI HIET peub.
Takum 00pazoM, MUCBMO 2 MOXKET OBITh JaTUPOBAHO MEXIy 12 okTsaOps u 14 Hos1O6ps 1911 1.
K. B. Kangaypos Bmecte ¢ M. B. J100y>KHHCKHM 3aHUMAJICSI OPTaHU3AIHECH BEICTABKHU.

B nucbMme 1, xak u B onydnukoBanHoM nrcbMe k K. B. KannaypoBy ykaszan agpec nepBoii
naprxckoi Mmactepckoit M. 3. lllarana B Tynuke «/{ro Maiin» 6113 Monnapraca (B HacTosimiee
Bpems ynuna A. bypaens). B noctckpuntyme k nmucemy M. 3. Illaran cooOmiaetr o BaxHOM st
Hero coOeitun — Busure JI. C.bakcta M ero pexkoMeHianusx 1o OTOOpY KapTUH Ha
MPEACTOALLYI0 BbICTaBKY «Mup uckycctBa». Ilucbmo 1 naer BO3MOKHOCTh BBISICHUTH TOUHYIO
JIlaTy 3TOr0 BHU3UTA, O KOTOPOM YIOMSHYTO M B KHuUre «Mos xu3Hb». [l BHOBb BakHeMIIee
pElIeHNEe Yy4acTBOBaTh B BBICTABKE «MHUP MCKYCHHUKOB» KpenHer noj ausHueM JI. C. bakcra.
Briscusiercs, uro npexe, uem nucath M. B. Jlo6yxxunckomy u K. B. Kannayposy, M. 3. llaran
oOparaercs 3a pa3pemenueM k A. H. benya (Pykonucusiii otnen ['ocynapecrBennoro Pycckoro
my3ses, Cankr-IlerepOypr) u 3a coerom k JI. C. bakcry.

B nepenucke ¢ A. H. benya u M. B. Jlo6yxunckum M. 3. Illaran nogyepkuBaeT 3HaueHUE
npusHaHus obmectBa «Mup HCKycCTBa» U y4yacTHsl B €ro BbICTaBKe. OJHOBPEMEHHO OH
BCIIOMHMHAET J[Ba MEPBBIX HEYJAUYHBIX OMbITa SKcoHUpoBaHus: M. B. JloOyXKMHCKOMY OH MHILIET
O TEpPBOM CBOEM Yy4YaCTHMHM B OJKCHO3WIMU ydeHHMKOB Imkoisibl E. H. 3BaHueBoil B pemakuuu
neTepOyprckoro xypHaia «Anouton» B ampene-mae 1910 r., rae oH ObUT MpeAcTaBiIeH TpeMs
npousBeneHusaMu «Oo6en», «CBaapba», «CMepTh» U TN OH UMEN «IIPEPEKaHUs C IEH3YPOn»;
A. H. benya OH HallOMMHAaeT O CBOEM HEyJayHOM, IO €r0 MHEHHUIO, ONbITE Y4acTHUs BO 2-OU
BbicTaBKe «Cotro3a momnoaexu» B anpesne 1911 r. nakanyne nepen orbe3aom B [lapmwxk. Y BHOBB
CTOJIKHOBEHUE ¢ IieH3ypoil. Ene ogna Heyaaua nomkuaana M. 3. larana no npuesne B [lapux,
rae npeioxkeHHble uM B OceHHuil canoH 1911 roma mpousBeneHHst Bce OBLIM OTBEPTHYTHI.
XyIoXKHUK TepexkuBaeT riiyOokuil kpusuc. Ha BbicTaBKy «Mupa HCKYCCTBa» OH BO3jaraer
HaJeXK/bl, AN BBIXOJA U3 JENpeccuu eMy HykHa yaada. [losromy OH Tak oOcrosTeneH B
ONMCAHUN HEOOXOIMMBIX YCIIOBUM SKCIIOHUPOBAaHUS TPEX OTOOPAHHBIX M BBICIAHHBIX UM
KapTHH.

3apucoBku B npuiiokeHun Kk nuceMy K. B. KannaypoBy Mmo3BOJSIIOT yCTaHOBHUTH, Kakue
IIPOU3BENICHUS TNIpeAaral Ha BbICTaBKY «MuUp HCKyccTBa» XYIOXKHUK: «BHyTpeHHOCTH noma
(Poxmenue)» (1911, UYwmkaro, MHCTHUTYT HCKyCcCTB; B KaTajorax OHAa YacTO Ha3bIBACTCS
«Poxnenune», mHorna ee natupyoor 1912-mr.); «Uutepsep II» (1911, yactHoe cobpanue,
Kpedensn; y M. 3. [llarana ona na3Bana «KomHuatan) u «[loxopoHbl» (B MHCbME MPHUBEACHO
Ha3BaHue «[lokOMHUK Ha ynuie»). XyI0KHUK He HAaCTauBaeT Ha 3TUX HAa3BaHUAX M FOTOB HAa UX
U3MEHEHHE B yrojly «ueHsype». Kak BblIsicHAeTCS M3 Karajora, B UTOT€ TOJBKO OJIHA KapTHUHA
«[Toxoponb» Obula TpUHATA M OKCIIOHMpOBalTach Ha BbICTaBKe «Mmupa HCKycCTBa» B
[TetrepOypre B stHBape 1912 1. ¢ aBropckum Ha3BaHueMm «llokoiiHuk Ha ynuue» [8 Karamor
BBICTaBKH KapTUH «MUp MCKyCcCTBa»].

U eme HeoOXOOUMO CKazaTh HECKOJIBKO CJOB B CBSI3U C YHNOMSIHYTHIM B HHCbMe 2
XyA0KHUKOM-)kuBonucueM Hukomaem AnekcanaposuueM TapxosbiM (1871-1930). Mms ero
CEro/HsI JIMIb BO3BPAIIAETCS K POCCUMCKOMY 3PHUTEII0 BMECTE C TBOPYECKMM HaCIIEIUEM
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XynokHuKka. [loayduB OCHOBBI XYIOXXECTBEHHOTO OOpa30BaHMs B YaCTHOM MacTEpPCKOU
K. A. KopoBuna, H. A.TapxoB B 1898r. yexan B Ilapmwxk, rae yBieKCS IKHUBOIIUCBIO
HMMITIPECCHOHUCTOB, MHOTO padoran Ha Harype, B 1900-e-1910-e rr. akTUBHO yd4acTBOBal B
poccuiickux BbicTaBkax B Mockse u IlerepOypre, mpomoimkas ®uThb B npeamectse [lapmxa —
Opce. H. A. TapxoB ObuT OTHUM W3 3apyOEKHBIX ydpeauTenel Broporo «Mupa HCKyCcCTBa» B
1910 r. u B TO Bpemst ObUT AOCTaTOYHO IpeycrneBaromuM XynoxkaukoMm. M. 3. Illaran oGpamian
BHUMaHHE Ha €ro TBopuecTBO eme A0 mnoe3aku B llapwx. B Ilapmwke oH cOmusuics ¢
H. A. TapxoBbIM, ITOJIB30BAJICS €T0 MOIEPIKKOM, ObIBa B ero gome BMmecte ¢ A. I'. Pommowm, a
nocie orbe3a nocaennero u3 [lapmxa HeKOoTOpoe BpeMs MPOJoKall 00IIATHCS C XY T0KHUKOM.
B 1911 r. Illaran co3man HecKOIbKO pUCYHKOB ¢ n3oOpakeHueM H. A. Tapxosa: «B roctsax y
TapxoBa», «B cromoBoii TapxoBa» (00a pucyHka mpuHAIEKaT My3€0 COBPEMEHHOTO
uckyccrtpa, Llentpy XKopxa [lomnuny B Ilapuxke). Bepostno, M. 3. lllaran uckan noaaepx ku
H. A. TapxoBa kak yupeautenss oObeauHeHus «MuUp HCKycCTBa» M B JeJi€ MPOJBHKEHUS
COOCTBEHHBIX pabOT Ha BHICTABKY OOBETUHECHUS.

Oco0ennoctu apxeorpaguyeckoii 00padoTKH NMUcemM

TexcTsl mHCEM BOCHPOU3BOIATCS IO IBETHBIM KONUSAM PYKONMCHBIX OpPUTHMHAJIOB,
HAMMCaHHBIX YEpPHBIMU YEpPHUIAMHM Ha CJIOXKEHHBIX IOMOJaM JucTax (opmara, OIU3KOro K
crannapTHoMy A4. TekcTbl BOCHPOU3BOISATCS B COOTBETCTBUU C COBPEMEHHBIMHU IpaBUIAMU
opdorpaduu u myHKTyaluu Oe3 cleluaIbHBIX OTOBOPOK 3a HCKIIOYCHHEM CIy4yaeB, KOTraa
0COOEHHOCTH aBTOPCKOTO CTHJII HOCST CMBICIOBYIO Harpys3ky. B aTux ciydasx aBTOpcKas
opdorpadus coxpanena. CokpalleHHs, HE BBI3BIBAIOIIUE PA3HOUYTEHHH, pacmudpoBaHbl B
KOChIX cKoOkax. [lomuepkuBaHusi B TEKCTE, aBTOPCTBO KOTOPHIX YCTAaHOBUTh HE YAAeTCs,
BBIJIETICHBI B yOJIMKAIIUU KYPCUBOM.

IIncemo 1

Paris

12 oxm/a6ps/ (29) /1/911

I'nyboxo ysasicaemvlii Mcmucnas Banepvsinosuu,

Bom yoice 5 mecayee a 6 Ilapuoice scusy u pabomaio u e 3abuii, ymo, Ko20a s ye3xHcal,
Buvl nocne moeo, kax mue cxazanu, umo cymeio evicmasums 6 «Mupe Hckyccmeay, npocunu,
ymooOwl 5 NPUCIAL C80UL aopec.

He nepecmato mvine nadesmocs, umo Bbl nr06e3n0 Hanuwieme: KAK €O MHOU pPeuiuiu.
bonvwoii uecmvio, koHeuno, npemHo2o 00A3AHHBIN MOUM NPENCHUM DPYKOBOOUMENIM, s Obl
cuuman ovims 601U3U Bawezo ysasxcaemozo Obwecmsa, MHeHUeM KOMOPO20 CHUMAIOCL U, MeM
bonee, koeda s 30eck 6 Ilapudice dxcugy u pabomaro 0OUHOKULL.

Haoetoco, Bovr ne 3adepoicume omeemom u mem ni06e3H0 Ooaoume MHe 3HAMb, KAK 6
CKOPOM NOCMYNUMb.

Baw npeoannviii u oviswuii yuenux, M. Illaean.

Paris, Impasse du Meine 18.

atelieur 18

M/arc/ Chagall

P.S.

Ilpusem om JI. bakxcma, komopulii 6uepa 6vin y meHs 30ecb u emy ckazai, ymo Bawm

HANUULY, U OH MOJICe COBEMOBAIL HMO COeanmb, Hamemus 2 padomal.
Myapx/ [ll/acan/ (15).
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IIncemo 2

Paris. 1911

I'nyboko ysasicaemviti Mcmucnae Banepvsanosuu.

A nonyuun Bawy menecpammy u ce2o0Hs 8blCblia0 pabomol (6 00HOM AujuKe ¢ pabomamu
2. Tapxoea). | Bakcmy — o4eBUAHO, ONMUCKA, cieayeT YATaTh — bakcra / s uzeecmun. Tenepo
xouy obpamumwcsi K Bam ¢ npocvboui: 0na meHns oueHv HYHCHO OblMb Y8EPEeHHbIM, YUMo 8ce MOU
pabomul OyOym Ha evicmaeke. Bcnomunaro npepekauus c yeH3ypou Ha Hauel 8biCMAagKe 8
Anonnone u nosmomy oueHb 6eCNOKOCH CyObOOU MOUX MenepeuwHux pabom, mMo2y Ha0esmvbcs
moavko Ha Bac, umo Bul, eciu 6o3modcno, omcmoume pabomsi nepeo yensypou. ComHesarocs
omHocumenvHo eewu «BHympennocmv O0oma (pooicoenue)». bvimvb mooxcem, yenzop 6Oyoem
npUOUpamuvCsl K HA36AHUIO «podcOeHuey», moz20a npowty Bac coxpanums moavko nepsoe u
00bACHUMb eMy Kak O0eKOpamueHylo 3a0ayy uckuouumenvrHo. Mue ouenv wuenosxko Bac
becnoxoums, 3Has, umo Bul Oydeme 3ansamel u mak, HO A He 3Hal0 Hukoz2o 6 Mockee. Taxk u
OMHOCUMENbHO PA38eCKU KApPMUH 51 Obl CUUMAT JHCeNlamelbHbIM NOBECUMb UX 8 ONPeOeNleHHOM
oceeweHuU (credys 00bluai Qpanyy3cKkoeo caloHa, 20e 8ce20d ONpauusam OMHOCUMENIbHO
pazsecku). Ilosecumv xomen 6bl 6 N0 HAKIOHA, He NPOMUE OKHA C CUTLHO DLIOWUM C8EMOM, HO
makoice He 8 CIUWKOM MeMHOM mecme, Jyduie 6ce20 nogecumv cOOKy om okHa. llpumom,
HeobX00UMO cMOmpems HA paACCMOAHUU, U 8 MALeHbKOU KomHame um He mecmo. Haxowey, o
yem A 6 Bac xomen nonpocumsv, 5mo 4moO KoMmumem 6biCMAGKU NOCNAL MHE CYem 6cex
PAcxo008, NABUIUX HA MO0 000, GKIIOYAs Cl00d 4acmb CMOUMOCMU 30 NepecvbliKy pabom
coemecmno ¢ Tapxosvim, unu  npeodvABUMb €20  UeN0BeKy,  KOMOpwbll  3auoem
ynaamums | cnedyemoe — ¢J10BO BIUCAHO HAX cTPOKoii — A. JI. / om moeeo umenu.

Bom sce, umo s Bac xomen npocums u no38oito cebe HaA0esamovCs, Ymo npumeme 8ce mepbol,
umob ocmamucs Bam uckpenue baco0apuvim u 003aHHbIM.

M/apx/ Llazan

Haze/anus/ padb/om:/

Ne I Buympennocmu doma (posicoeHnue)

Ne 2 Komnama

Ne 3 [oxouinux Ha yauye.

(Ho 6ce amu /Hazéanusi — CJIOBO BIUCAHO HAJ cTPOKOii — A. JI. / moowceme Boi no Bawemy
YCMOmMpenuio Kax y2eoono nepemenums) (15).

I/ITOI", nojaBedeHHbIil CIIYCTH TE€CATHIIETHUE

ABrobuorpaguueckas kaura M. 3. larana «Mos xu3Hb» natuposana 1922 rogom. U B
HEW, HAMMCAaHHOW IO MPOIIECTBHM MHOTHX JI€T, Mbl HaXxOJWM WTOT, TOJIBEICHHBIH CaMUM
XyJ0’)KHUKOM CBOUM TIEPBBIM IMOMBITKAM Y4acTUs B BbicTaBkax. He 6e3 00uIbI OH BCTIOMUHAET O
POCCHUICKON JEHCTBUTETBLHOCTH M cO00MIaeT: «TaM ¢ MajbIX JIET S MOCTOSTHHO YyBCTBOBAJl — MHE
MOCTOSIHHO HamoMmuHanu! — 4to s eBpeil. [IpencraBnsn mu s paGoOTHI HAa BBICTaBKY MOJOJBIX
XYJI0KHUKOB, MX JIMOO HE PUHUMAIA BOBCE, TUOO €CITM W BEIIAJId, TO B CAMOM HEBBITOHOM, B
caMmoM TemHoM yriy. llpenmaran i, mo coBeTry TOro ke bakcra, HECKOJbKO KAapTUH Ha
BBICTaBKY ,,MHpa NCKycCcTBa”, OHU MPECITOKOWHO OCEIAIH I0Ma Y KOTO-HUOYIb U3 YCTPOUTENEH,
TOrJa Kak JIF000ro, caMoro 3axyJalloro PyCCKOTO XYAOXKHHUKA MPUTIANIATA MPUCOSTUHUTHCS K

Kpy’kKy. U s gymai: Bce 3TO TOJIbKO MOTOMY, YTO s €Bpei, uyxoi, 6e3poausiit» (Lllaran Mapk,
1994: 103).
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BriBoabI

JlaBasi OLIeHKY COOCTBEHHOMY SKCIIO3MLIMOHHOMY OIIBITY paHHero nepuoaa, Mapk Illaran
JIETIAeT AKLUEHT Ha XapaKTEPHOM JUJIsl POCCUMCKON IEMCTBUTEIBHOCTH AaHTUCEMUTHU3ME, KOTOPBI,
10 €r0 MHEHUIO, OblJI ONPEAEIAIOIIMM B OTHOUIEHUH K HEMY KaK XyJNOXHHKY. [Taprx n3zbaBuin
ero OT MOJOOHOr0 BHYTpEHHEro omymieHus. OIHOBPEMEHHO, TMEpPBbIE peaTuHd NapUKCKON
KHU3HU XYI0XKHHUKA, OTCYTCTBUE OJIM3KON IO €r0 MHEHUIO, IEPCIIEKTUBBI, OKAa3aThCs IPUHATHIM K
Y4aCTHIO B M3BECTHBIX CaJOHAX, 3aCTABJIIOT €ro LEIIATHCA 3a BO3MOXHOCTH I10Ka3aTb CBOU
npousBeneHuss Ha poauHe. Exasa nu m 3xece llaran nperennoBan Ha TO, 4TOOBI JAeiaTh
CaMOCTOSITENbHBIA BBIOOP. OH OKazajcs 3aMeueH JIMACpaMH JIEBBIX TEUEHHH POCCHICKOTO
uckyccrBa. Ilpurnamenne Ha 2-10 BbIcTaBKy «CoOr03a MOJOJEXKH» CTalO CIEICTBUEM
peanu3aly B €e MporpaMMe «IIpHHLUIA CBOOOJHOTO TBOPYECTBA», OOpAICHHWEM K IOMCKaM
nepcrnekTuB uckyccrBa. [llaram Obl1 3amMedeH OECCHOPHBIM TOTAAIIHUM JIMIEPOM PYCCKHX
neBbix M. B. JlaproHOBBIM 1 Onarojapsi 3TOMy CTajl yYaCTHUKOM €Ille HECKOJIBKHUX BBICTABOK,
UM OpPTraHMU30BaHHBIX. «MHUp UCKycCTBa» B Hayalle HOBOT'O 3Talla CBOEH MCTOPUM NEPEKNUBAI HE
caMple JIydlllM€ BPEMEHA, YTPaTUB JIMAEPCTBO CO CBOEH NPHUBEPKEHHOCTHIO K IPHHIMIIAM
PYCCKOIO 3CTE€TM3MA M PETPOCHEKTHBU3MA. [IpuriamieHne K y4acTHIO B CBOMX BBICTAaBKax
XYZ0)KHUKOB JIDYTHX HaIllpaBJICHHUH, TaKuX Kak «byOHOBBIN BasieT», TBOPYECKONH MOJIOAEKH, HE
OIIpEACIUBLICICS, HO SIBHO HE yIOBJIETBOPEHHOHN yCTapeBLIEW TBOPYECKOW MPOrpaMMON «MUD
UCKYyCCHUKOBY», Obuio msi Illarama moBomom mpemioxuTh cBou paboTtel. K Tomy xe ero
neTepoyprckie HacTaBHUKU OKa3ajiMCh B YHCIE TEX, KTO CTPEMMJICA OTCTOSTh MPUHIUIIBI
BOCCO3/IaHHOT0 00beInHeHus «Mup UCKYCCTBay.

[Iaran, o4eBUIHO, OLICHMBAJ CBOK KapTuHy «CMepTb» Kak 3HAauYMMOE TBOPYECKOE
JIOCTIDKEHHE, T.K. YIOPHO IpeJyiarajl e OpraHu3aropaM BBICTaBOK, KOHQIIUKTYSI C «IIEH3YPOil»,
ycrpourensimu. He cMoTpss Ha BecbMa HEOJHO3HAYHBIE OLEHKM KPUTHKH, XYI0KECTBEHHOI'O
cooOmiecTBa, oH ObLT 3amMeyeH. OH 3asBIISIET BBI3BIBAIOIINE CIOKETHI — «Poxnenue», «CMepThy».
He mnbITasgce orcTanBaTh Ha3BaHUS CBOMX pPabOT mepes HKCHOHEHTaMH, OH IIOKHPYEeT
OTKPOBEHHOCTBKO B MHTEpIIpETallMd TeM. B ducie NepBbIX XYAOKECTBEHHBIX KPHUTHKOB,
OoOpaTUBIINX BHUMaHUE Ha MPOU3BEJNCHUS XYIOXKHHKA, CTAJI COTPYAHUYABIIUHN C ra3eToi peuyb
A. A. PoctucnaBoB. OH OTMETHN MHAWBHUIYyadbHOCTH Moisiogoro Illarama u Ha ydeHHUecKOH
BBICTaBKE, M B NPOPECCHOHATBHBIX HKCHO3MLMAM Oojiee Mo3AHEero BpeMeHH. Hauanom
IepesoMa, ONpPENEeNUBIIEr0O HMHOE IOHMMAaHHE COOCTBEHHOIO MeCTa B HCKYCCTBE, CTall
napwkckuii OceHnuil canoH 1912 roga, rie 3aMEeTHBI HOBBIE CIOKETHBIE M CTUIMCTHYECKHE
MOUCKM XyanoxHuka. [lapwx npuuan xynoxknuka Illarama, HO BBICTABKM HAa pOAMHE U B
JAJbHENIIEM OCTAJIUCh UL HETO BaXKHOW YaCThIO TBOPYECKOI'O OIIBITA.

Summary

There is an opinion that the recognition came to the artist Marc Chagall (1887-1985) very soon. Indeed, for Chagall,
the transition from apprenticeship to professional recognition takes very short time, judging by his participation in
exhibitions. His first step to public exhibiting of his own works became Zvantseva School student exhibition,
organized in St. Petersburg, in the room of the “Apollo” magazine in the spring of 1910. Already a year after that,
his works were shown at professional exhibitions: with the association “Soiuz Molodioji” (“Union of Youth”, 1911)
and then with the recreated association “Mir Iskusstva” (“World of Art”, 1912). It may seem that search of
exhibition projects, attractive to the young artist, and at the same time for his own way in art was easy and free from
external influences and from serious problems. But the more documents about the beginning of his creative activity
open to researchers, the more reasons we have to speak about the significant role which played by his teachers in it.
These teachers were Y.M. Pen (1854-1937), N.K.Roerich (1874-1947), L.S.Bakst (1866-1924),
M. V. Dobuzhynski (1875-1957). As though, the bright, individual style of Chagall developed in spite of
pedagogical systems and art directions. During all his life he disassociated himself from the attempts to classify his
creativity to any of the artistic directions in the art of the 20" century. In his autobiography “My Life” the artist gave
very ambiguous characteristics of his teachers. The documents of Chagall’s correspondence published in recent
years give meanwhile the grounds to claim that his search of his own way was quite difficult. Chagall often followed
the advices of his teachers, L. Bakst and M. Dobuzhynski, asked them for help and advice. During the transition
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from apprenticeship to professionalism and in connection with his departure from Russia to Paris, he experienced a
deep crisis in his creativity to get out from which him helped the exhibitions, which took place in the homeland in
1911-12. In his book “My Life” Chagall opposes the sensations of Parisian artistic life to the situation home, but
Paris also does not expect the young artist with open arms. The first attempt to take part in the Paris “Salon
d’Automne” (“Autumn Salon”) in 1911 was rejected and all works proposed by Chagall were rejected.

Giving an assessment to his own exposition experience of the early period, Marc Chagall places emphasis on anti-
Semitism, typical for the Russian reality, which, in his opinion, was determinating factor in the attitude towards him
as to an artist. Paris had delivered him from such inner feeling. At the same time, the first reality of the Parisian life
of the artist, the lack, in his opinion, of a close prospect to be accepted to participate in the famous salons, make him
cling to the opportunity to show his works at motherland. Here Chagall hardly pretended to make an independent
choice. He was noticed by leaders of left movements of the Russian art. An invitation to the 2" exhibition of the
“Union of Youth” turned up to be consequence of realization in its program of “principle of free creativity”, the
appeal to searches of prospects in art. Chagall was noticed by the indisputable leader of Russian left artists
M. V. Larionov and thanks to that he became the participant of several more exhibitions, organized by him. The
“World of Art” at the beginning of a new period of its history, had not the best times, having lost the leadership with
its commitment to the principles of Russian aesthetics and retrospection. The invitation to participate in exhibitions
of artists of other artistic movements, such as the “Jack of Diamonds”, of the creative youth, who was not yet
defined themselves, but who was clearly not satisfied by the outdated creative program of the “World of Art”, was
for Chagall a reason to offer his works. Besides, his St. Petersburg teachers were among those who sought to defend
the principles of the restored association “World of Art”.

Chagall obviously assessed his painting “Death” as a significant artistic achievement since persistently offers it to
the organizers of exhibitions, conflicting with the “censorship”, with the organizers. Despite the very controversial
criticism, he was noticed. He declares causing subjects — “Birth”, “Death”. Without trying to defend the titles of his
works to the exhibitors, he shocks with frankness in the interpretation. Among the first art critics, drew attention to
the works of the artist, was A. A. Rostislavov, cooperated with the newspaper “Rech” (“Speech™). He noted the
individuality of the young Chagall and at the student exhibition, and at the professional expositions later. The Paris
Autumn Salon of 1912 became the beginning of the fracture, defined the different understanding of his place in art.
There noticeable appeared new plots and stylistic searches of the artist. Paris accepted the artist Chagall, but the
exhibitions at home and remained further for him an important part of the creative experience.

Kopsavilkums. Raksts ir pétijums par makslinieka Marka Sagala (Mapx Ilazan, Marc Chagall; 1887-1985)
agrinas ekspozicijas pieredzi, daltbu makslas izstades Krievija (1910-1912), kas ietekméja makslinieka turpmako
profesionalo izaugsmi. ST pieredze noveda pie makslinieka atzisanas, definéja vina attiectbas ar makslinieku vidi,
kritikiem un kolekcionariem.
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Abstract. The aim of the article is to study and identify the importance of corporate identity in the field of higher
education in Latvia, to conduct a qualitative study which is based on evaluation of Latvia's institutions of corporate
identity existence. Research method - qualitative research — analysis of public discussions, which provides more
comprehensive study to understanding the problem. The study of the content reveals corporate identity components
and their impact on the organization as a brand. The article contains description of the terms - brand style,
corporate design, brand. All of these positions are viewable by a higher education institution as a corporate
organization perspective. The study reveals the need to develop a university as the brand at the international level,
to create a stable, strategically targeted, modern platform of the organization.

Keywords: corporate identity, corporate design, brand, branding, higher education institution.

levads

Korporativa identitate ka koncepcija ir ieguvusi ieveribu parvaldibas un marketinga
pétnieku vidd, jo ir izprasta tas stratégiska nozime organizacijas konteksta. Korporativa identitate
ir starpdisciplinara un integréta t€ma, kas ietver strat€gisko vadibu, sabiedriskas attiecibas,
grafisko dizainu, psihologiju, organizaciju darbibu un pat etnografiju, tapéc iepriekSminéto
nozaru specialistiem butu likumsakarigi savstarpgji sadarboties, attistot kadas organizacijas
korporativo identitati. Sada veida sadarbiba biitu produktiva jaunu zimolu radi$ana un ieviesana
sabiedriba.

Ikkatram cilvekam, ikvienai grupai vai organizacijai piemit sava identitate, kas palidz
defingt svarigakas vertibas un notikumus. Organizacijas identitates pétnieciba ir nozimiga katrai
organizacijai, jo ta ne tikai identificé galvenas iezimes, bet ar1 parada darbinieku piesaisti un
iesaisti taja. Identitati var definét ka iezimju kolektivu kopumu, kas nosaka lietas atpazistamibu
val apzinasanu un konstru€Sanu. ,,Identitates konstru€Sanas procesu ietekmé kultiiras iezimes,
kas citas nozimes avotus padara mazak svarigus” (Castells, 2004).

Lai veiksmigi konkurétu augstakas izglitibas sistéma starptautiska Itmeni un sadarbotos
vietgja, Latvijas augstskolam ir jadefiné parvaldibas modeli. lestazu vaditajiem nepiecieSams
sakartot uznémumu iekS€jos parvaldibas procesus, t.sk. korporativo identitati veidojoSo
dimensiju parvaldibu. 21. gadsimta, kad veidojas “pasaule bez robezam”, augstskolu globalais
meérkis ir konkur€tsp€ja pasaules Iiment, kas tiek uzskatita par vienu no galvenajiem ieguvumiem
efektiva korporativas identitates dimensiju parvaldiba. Organizacijas poziciongjums ir unikalu
priekSrocibu kombinacija, ieveérojot atraSanas vietu, kultiiru u.c. specifiku; cita veida veértibu
mekl&Sana katrai no Latvijas augstskolam un sava zimola attistiSana.

Marketinga teorétiki zimolu definé $adi, zimols jeb brends (no anglu val. brand), ir
produkta vai uznémuma t€ls, tas var biit vards, apzim&ums, zime, simbols, dizains vai $o
elementu kopums, kas atSkir konkrétu produktu vai uzp€mumu no ta konkurentiem
(Kotler&Armstrong, 2008). No praktiska viedokla noteikti japievieno organizacijas
pozicion&jums sabiedriskaja telpa — proti, reputacija, organizacijas filozofija, komunikacija u.c.
Visas pozicijas ir virzitas uz mérki, lai zimols aktivi un sistematiski veidotu augstskolas stastu,
jeb t€lu un asociacijas. Ja to neveidos pati organizacija, to veidos sabiedriba, konkurenti un citi.
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Misdienas zimolvediba jeb ,,brendinga” ienak tadas nozares ka labdariba, veselibas
apripe, sociala palidziba un ari izglitiba. Tas tikai apliecina, ka ar1 augstskolam Latvija jau
tuvakaja nakotné ir jaizmanto to potencials sava zimola veidoSana, attistiba un nostiprinasana,
pieskirot sev atSkiriguma pazimes, potencialajos klientos veidojot kopienas un piederibas
izpratni (Balcare, 2011). Turklat ir jartip&jas par zimola konsekvenci, nostiprinot vienotu
priekSstatu gan sava, gan patérétaja izpratn€. Organizacijas konsekventa pieeja zimolvediba nav
iesp&jama bez korporativas identitates.

Korporativa identitate ir specifisku IpaSibu vai pazimju att€loSana, izpausmes veidu
kopums, kas raksturo organizaciju un padara to atSkirigu no citam, — organizacijas jéga un forma.
Identitate attistas jau no organizacijas pirmsakumiem, tas veidoS$ana ir viena no menedzmenta
funkcijam. Korporativa identitate sevi ietver:

- organizacijas nosaukumu (jégu, sauklus);

- sistému (Tpasi tad, ja organizacija ir liela);

- korporativo komunikaciju (simbolus, dizainu, organizacijas kulttiru);

- rezonansi (telu sabiedriba);

- uztveres procesu (viegli iegaumé&jama un atpazistama sabiedriba);

- solidarizacijas procesu (cilveks jiitas piederigs organizacijai);

- nemitigu identitates uzturésanu un saglabasanu,

No identitates organizacija sagaida stabilu sabiedribas attieksmi, uztic€Sanos un iespgju
orient&ties dazada politiskaja un ekonomiskaja situacija.

Temas, kas skar gan organizacijas korporativo identitati, gan zimolvedibu, gan korporativo
dizaina nozimi Latvija ir pétijusi A. Putpina (Putnina, 2011), L. B&rzina (B@rzina, Bérzips,
2011), J. Vétra (Vétra, 2011) un Z. Zakis (Zakis, 2014).

Raksta merkis ir pétit un apzinat korporativas identitates nozimi augstakas izglitibas nozarg
Latvija, veikt kvalitativo petijumu, vért&jot Latvijas augstskolu korporativas identitates esamibu.

Petijuma metode: kvalitativa izpéte — sabiedrisko diskusiju analize, kura sniedz plasaku
pétijuma problémas izpratni.

Korporativas identitates attistibas tendences un tas veidojoSie komponenti

Pirmas identitates iezimes jeb simboli v&sturiski ir aplikojami karalu gerbonos,
augstmanu, pilsétu un armiju formas térpos. So zZimju un simbolu mérkis bija informéat sabiedribu
par piederibu konkrétai socialai grupai, veidot moralus uzskatus, komunicét un virzities uz
vienotu mérki. Viduslaikos bija populara vél viena atskiribas zimju forma — meistaru, amatnieku
personiskas zimes, zZimogi. Tas uz savam precém drikst&ja likt tikai meistari, un §1s zZimogs bija
preces kvalitates garants, ka ar1 |ava atpazit ta paSa meistara raZotas preces. No Siem meistaru
zimogiem ir ar1 c€lusies logotipi.

Misdienas organizacijam ir lidziga korporativas identitates pieeja. Zimolu pétnieks
D. Akijreks korporativo identitati skaidro $adi: organizacijas izmanto savus logo, korporativas
krasas, uzvedibas stilu un komunikaciju metodes, lai atSkirtu sevi, virzitu savu darbibu uz mérka
auditoriju, lai raditu spécigu korporativo t€lu. Tas integré sabiedriba ieinteres€to personu, kura,
izmantojot korporativo identitati, popularizg organizaciju” (Akyiirek, 2005).

Firmas stils (ka korporativa identitate) savu uzvaras gajienu uzsaka lidz ar rtpniecibas
strauju attisttbu 19. gadsimta beigas. Firmas stils ka korporativas identitates sinonims ir
apliikojams vairakos pétijumos par zimolvedibu. Firmas stils ir produkta varda (nosaukuma),
zimes (simbola) un tiesibu aizsardzibas kopa, kas apliecina produkta piederibu uzpémuma
produktiem un atskir to no konkurentiem. P&c autores domam korporativas identitates bitiba ir
daudz plasaka un nozimigaka, it Tpasi petot organizacijas identitati.

Organizaciju identitate var tikt defin€ta ka kolektiva prata programmeéSana, kas atskir
konkréto organizaciju no citam (Hofstede & Hofstede, 2005). Organizacijas identitati var aplikot
ka organizacijas esenci, kas nepiecieSama tas veiksmigai darbibai. ,,Organizacijas identitate
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parstav un reprezenté sociali konstruétu nozimju sistému, ko lieto tas locekli” (Holzinger &
Dhalla, 2007). Svarigi ir konkrétajai organizacijai piemitoSie simboli un rituali, ka art cilveki,
kas veido organizaciju (Hofstede & Hofstede, 2005). Organizaciju identitates veidoSanas process
ir sarezgits, jo socialo grupu un organizaciju identitate ir saistita ar individa personigo identitati.
Viens no svarigakajiem faktoriem organizacijas identitates veido$ana un attistiba ir organizacijas
locekli, jo ,,ja organizacijas locekli identificgjas ar organizaciju, tie strada efektivak, precizak un
veiksmigak” (Holzinger & Dhalla, 2007). Organizacijai, saskaroties ar ekonomiskajam,
politiskajam vai cita veida problémam, to risinajumi tiks pozitivak uztverti un pienemti
organizacijas, kur lielaka dala darbinieku identific€ sevi ar So organizaciju.

Analizgjot J. Holzingera un R. Dhallas teor&tiskas nostadnes par organizacijas identitati,
var secinat, ka ta ir tieSi saistita viena konteksta ar korporativo identitati. Jebkura gadijuma
strat€giska nozimé tas ir organizacijas process, kuru definé konkréta iestade visam darbibam
publiskaja telpa. Saskana ar pazistama uznémumu identitates un zimolvedibas specialista Volija
Olinsa atzinam, korporativa identitate sniedz atbildi uz trim galvenajiem jautajumiem: Kas ir
organizacija? Ko ta dod? Un ka ta strada? (Olins, 2003). Labs korporativas identitates arguments
ir $ads: “Tas ir ne tikai vizualais dizains, bet gan dizaina, komunikacijas, uzvedibas, filozofijas
un kultiiras komunikacija. Visus Sos komponentus organizacija izmanto, veidojot savu stastu —
,korporativo identitati.” Ta rezultata korporativas identitates un t€lu mijiedarbiba veic sekmigu
uznémgéjdarbibu (Akyiirek, 2005). Tapec autore salidzina korporativo identitati ar uznémuma
misiju konkréta laika un telpa, kuru veido vairaki komponenti, jeb sastavdalas. Korporativo
identitati veido tris pamata elementi (skat. 1.att.).

_ KORPORATIVA IDENTITATE

KORPORATIVA ———_____—— KORPORATIVA
DIZAINS

1.attels. Korporativas identitates komponenti
(saskana ar V. Olinsa teoreétiskajam atzinam)

Korporativa komunikacija ir ilglaiciga komunikacija ar sabiedribu. Korporativas
komunikacijas meérkis ir padarit organizaciju pazistamu, iegiit sabiedribas uzticibu, mainit
sabiedrisko domu, mazinat distanci. Korporativa komunikacija nedrikst biit nepatiesa un fiktiva.
Analizgjot teoretiskas pamatnostadnes par korporativo komunikaciju, ir redzams, ka tas
teorétiskas koncepcijas attistas kopa ar vidi, socialajam un tehnologiskajam tendencém
sabiedriba. “Korporativa komunikacija ir instruments, kas efektivi parvalda organizacijas gan
iek§€jo, gan argjo komunikaciju, izveido un uztur labveligu reputaciju starp ieinteresétam
grupam (Van Riel, 1997).

Korporativa attieksme atspogulo uznémuma uzvedibu sabiedriskaja telpa. Ta parada,
kada ir uzn@muma filozofija un kadus principus uznémums isteno un cenSas ieveérot. JEdziens
korporativa filozofija pétamas t€émas konteksta paradas itin biezi. Teicams apgalvojums ir, ka
uzneémuma filozofija ir balstita uz uzp€muma dibinasanas ideju par sevi. Ta sastav no augstakas
vadibas, mérkiem un biznesa pamatu struktiiras uzp€muma attistibai. Korporativai filozofijai ir
tris galvenas funkcijas. Pirmkart, orientacijas funkcijas, kuras izriet no korporativajiem fondiem,
kas apvieno svarigus noteikumus, tadéjadi nosakot korporativas uzvedibas virzienu. Otrkart, —
uznémuma filozofija, kas veido cieSas attiecibas ar mérkauditorijam. Visbeidzot, — motivacijas
funkcija, kas vieno darbiniekus un sabiedribu (Ledford, 1994).
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Korporativais dizains ir vienota vizuala valoda, kas uzskatami atklaj, kas ir redzams,
dzirdams un jitams par uznémumu sabiedriskaja telpa. Korporativais dizains ietver sevi gan
raksturigas zimes, simbolus un krasas, gan dizaina modelus un reklamu, lai veicinatu pardoSanu.
Keita Dinne apgalvo, ka korporativais dizains attiecas uz organizacijas vizualo izskatu un tas
produktiem attieciba uz mérka auditoriju. Korporativais dizains sastav no korporativiem
vizualiem elementiem: nosaukums, sauklis, tipografija, logo vai simbols, krasa, produktu
dizains, vides dizains, reklamas produkti, publikacijas, biroja dizains utt. (Dinnie, 2007).

Masdienu sabiedribas specifika nosaka un dikté korporativas identitates attistibu un nozimi
vairakos Itmenos, proti, organizacijas ka mehanisma un ka zimola atpazistamiba un véstijums.
Autore uzskata par likumsakarigu zimola un zimolvedibas izp€ti organizacijas darbibas
konteksta.

Zimolvedibas jedziena apskats

Veicot pétijumu par korporativas identitates nozimi organizaciju (tieSi augstskolu)
konteksta autore ir secinajusi, ka jédzieni firmas stils, korporativa identitate, zimols un
zimolvediba ir cieSi saistiti. Par to liecina ar1 terminu definicijas gan datu bazes, gan vairaku
teorétiku un praktiku atzinas.

Marketinga komunikacijas teorétikis Filips Kotlers zimolu defing $adi: ,,Zimols ir produkta
val uzpémuma t€ls. Tas var biit vards, apzZim&ums, zime, simbols, dizains vai $o elementu
kopums, kas atskir konkréto produktu vai uzn€mumu no ta konkurentiem. Zimola vértibas, péc
kuram esoSie vai potencialie klienti identificé organizaciju un procesu, kura tas tiek attistitas,
sauc par zimolvedibu (Kotler, 2006). Latvijas institita majas lapa www.latinst.lv ir $ada
zimolvedibas definicija: ,,Ta ir dala no organizacijas t€la veidoSanas, ka arT iestazu vadibas
ilgtermina planveidiga riciba, lai iegiitu un uzturétu pozitivu reputaciju gan valsts iekSien€, gan
starptautiska méroga” (http://latinst.lv).

Savukart ASV Marketinga asociacijas zimolvedibas raksturojuma, kas péc bitibas ir
lidzigs iepriekS definétajam zimolvedibas jédzienam, tiek akcent€ta ari konkurentu precu vai
pakalpojumu diferenciacija (Chernatony, 2006). S. Anholta teorétiskajas atzinas par zimolvedibu
ir $ada definicija: ,,(...) ta (zimolvediba) ir produktu vai pakalpojumu, vai organizaciju
kombinacija ar vardu, identitati, reputaciju” (Anholt, 2007). Pasaule vadosSais zimola teor&tikis
Zans Noels Kapferers zimolu defing ka asociaciju kopumu patérétaju pratos un uztveré, kas
veido preces vai pakalpojuma pievienoto vertibu. Vinaprat, zimola asociacijam jabiit spécigam,
unikalam un pozitivam, lai nodro$inatu patérétaja vélmi péc produkta (Kapferer, 2004). Alina
Vilere pieveér§ uzmanibu emocijam un sajitam, ka arT personisko saiSu veidoSanai, lai liktu
cilvekiem iemilét zimolus, uztic€ties tiem, attistit specigu lojalitati pret tiem, pirkt tos, ticét to
parakumam par citiem zimoliem (Wheeler, 2003). Zimolu vina defing ka ,,soljjumu, — lielo ideju
un patérétaju ekspektacijas par produktu, pakalpojumu, organizaciju” (Wheeler, 2003).

Lidzvertigi tiek lietota firmas stila definicija, kas izsaka noteiktds funkcionalas un
emocionalas vertibas. Firmas stils ir elementu kopums, ko lieto firma, lai raksturotu savas preces
un visus savas darbibas virzienus. Firmas stilu veido pre¢zime, logotips, tehniskais un
komercialais kredo, krasa, burti u.c. pazimes” (Grévina, 2000). Lidzigi arT zimolvedibas p&tnieks
A. Godins firmas stila jédzienu skaidro ka izteiksmes lidzeklu kopumu (grafiskie elementi, krasa,
abreviatiira), kas nodroSina organizacijas komponentu vienotibu un atskir to no konkurentiem
(T'onun, 2013).

Analizgjot un izvertgjot teorétiskas atzinas par zimolvedibu, zimolu, firmas stilu,
korporativo dizainu, autore uzskata, ka zimolvediba tomeér ir svarigakais instruments
organizacijas korporativas identitates nostiprinasana un identificéSana.

Zimola koncentriska shéma (skat. 2.att.), ko ir izstradajis dizainers un konsultants,
profesors Pérs Mollerups, ir lietderigs instruments, lai izskaidrotu zimola struktiiru.
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Zimola veértibas

PasniegSana pasaule

Uzticibas un gaidu atmosféra

Klientu lojalitate

2. attéls. Zimola koncentriska shema (Mollerup, 2003).

Modelis sastav no cetriem koncentriskiem apliem, kur katrs no tiem att€lo zimola
struktiiras atSkirigu ItTmeni. Kodols un uzreiz aiz ta esoSais gredzens zimola vértibas un to
pasniegSana pasaulei ir kontroletas darbibas; savukart divi sekojoSie gredzeni uzticibas un gaidu
atmosfera, klientu lojalitate raksturo auditorijas atbildi uz §sTm darbibam.

Pasa modela centra atrodas ,,Zimolojama” vieniba: uznémums, pakalpojums, organizacija
un tas vertibas, — kap&c ta ir 1pasSa un ko ta var piedavat saviem klientiem. Augstskolai, ka
izglitibas iestadei kada regiona, ir pievienota vértiba, kas icinteresé cilvéku (ka potencialo)
klientu konkréta teritorija. Ta var but dabas, kultiiras ainavas unikala TpaSiba vai ari regionala
piederiba, izcila infrastruktiira, briva laika pavadiSanas iesp&jas u.c. Ideala gadijuma apmainas
attiecibu objekts teritorialaja marketinga ir ne tikai vienkarSs produkts, bet tas, ko vislabak ir
apzimét ka ,,paplasinatu teritorialo produktu” (Ashworth, Voogd, 1988).

Apkopojot teikto, secinam, ka zimolu veido zinamiba un asociacijas, kur liela loma ir
konsekvencei un vienotam stastam. Lai veidotu zimola strukturétu stastu, petijuma rezultata ir
jaatrod atbildes uz $adiem jautajumiem:

- Kada ir zZimola misija? Ka varda?

- Kadas ir zZimola vertibas? Par ko més esam?

- Kada ir zZimola personiba? Kadi més esam?

- Kadi r zZimola darbi? Ko més daram?

Atbildes uz Siem jautajumiem bitiski ierobeZos petniecibas lauku un laus padzilinati pétit
organizacijas korporativo identitati, ka ar1 ievadis kreativo procesu, izstradajot korporativo
dizainu.

Diskusiju par augstakas izglitibas zimolvedibu un identitati analize

Lai noteiktu augstskolu zimolvedibas un identitates nozimi misdienu izglitibas telpa, tika
pétiti internetvid€ pieejamie resursi. 2010. gada rudeni tika izveidota majas lapa
www.nacionalaidentitate.lv. So vietni ir izveidojusi Latvijas Universitates Socialo un politisko
petijumu institita, Latvijas Nacionalas bibliotekas, Rigas Tehniskas universitates, Latvijas
Lauksaimniecibas universitates un Vidzemes augstskolas pétnieki, kas piedalas valsts p&tijumu
programma ,,Nacionala identitate” (valoda, Latvijas vé&sture, kultira un cilvékdrosiba), lai
iepazistinatu interesentus ar programmas resursiem, pétjjumu rezultatiem, idejam un aicinatu
vinus izteikt viedokli par nacionalo identitati, Latvijas tautas nakotni un sabiedribas attistibas
procesiem. Saja pétijumu programma liela uzmaniba tika pievérsta ka individa, ta ari
organizacijas zimolam, zimolvedibai un identitatei (Stasane, Zitmane, 2011), (’gl,(ilters, Lasmane,
2011).
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2011. gada sakuma notika Latvijas Universitates (LU) 69. konferences plenarseéde
»Augstaka izglitiba un zinatne ka Latvijas resurss”. ,,Augstaka izglittba un zinatne ir butisks
resurss Latvijas valsts attistiba, meés pasreiz esam procesa, kur notiek vertibu parvertésana un
jauna cela mekléSana,” ta noradija LU zinatpu prorektors Indrikis Muiznieks (Balcare, 2011).
Tiesi ,,jaunu celu mekl€sana”, jaunu programmu atklasana, daliba dazados projektos, arzemju
studentu piesaiste utt. mudina augstskolas uz konstruktivam parmainam. Ta $§1 gada interneta
majas lapa www.nr.lv (izglitiba un karjera) tika publicéts raksts ,,Divas Latvijas augstskolas grib
mainit nosaukumu” (Orupe, 2015). Viena no tam — Rézeknes Augstskola (RA), kas partaps par
Rézeknes Tehnologiju Akadémiju. Izglitibas un zinatnes ministrijas (IZM) parstave Laura
Treimane apgalvo, ka “IZM atbalsta augstskolu specializaciju. Latvija ir loti prestizi studé&t
mehatroniku tie$i RA un uzsvars uz specializaciju tehnologijas ir vairak neka pamatots” (Orupe,
2015).

Augstakas izglitibas padomes priekSsédétajs Janis VEtra atzist, ka “augstskolu nosaukumu
mainas process ir nepartraukts un ta ir normala paradiba, ka iestades vélas adaptéties jauna
situacija” (Vetra, 2011). Vins uzsver, ka nosaukums ir svarigs ka firmas zimols — tas ietver sevi
gan atpazistamibu, gan piesaista uzmanibu. lepriek§ minétaja LU 69. konferences plenarseédé
Janis Veétra uzstajas ar saméra provokativu un diskutablu refergjumu par t€mu ,,Zimoli
augstakaja izglitiba”. Vins apgalvo, ka paslaik Latvijas augstakaja izglitiba zimolvediba nav
atrodama, bet dominé viena vieniga nejau$iba. ,,Zimols nozimé identitati,” vin$ atsaucas uz
Volija Olinsa gramatu ,,Par zimolu” (V&tra, 2011). Tam noteikti var piekrist, jo pasaulé zimola
robezas paplasinas.

Zigurds Zakis, komunikaciju strat€giskais planotajs, reklamas, komunikacijas un
zimolvedibas praktikis, uzstajoties ,,Augstakas izglitibas foruma 2014”, atzimgja, ka nakotnes
pamatuzdevums augstskolam ir poziciongt savu esamibu pasaulé un veidot stastu, kuru var
atkartot ne tikai zinatniskais personals, bet jebkurs$ iestades darbinieks un students. Jautajumi, uz
kuriem bitu jaatrod atbildes ,,Kadi bis izcilibas punkti? Kuras témas busim labakie Eiropas
Savieniba? Kada ir augstskolas unikalo priekSrocibu kombinacija?” Precizi definétas atbildes uz
Siem jautajumiem bis stabila platforma ilgtsp€jigam zimolam (Zakis, 2014).

Augstskolas zimols tirgus izpratné ir augstskolas t€ls, kur§ veidojas patérétaju priekSstatos.
Un ta ir Sobrid viena no konkurences apstaklu aktualitatem, kas lauj atSkirigi novertét augstskolu
sasniegumus un komunikacijas sp&ju meérka auditorijas. Augstskola, Iidzigi tradicionaliem
uznémumiem, saskaras ar zimola un ta vertibas attistiSanas konceptualajiem un praktiskajiem
jautagjumiem un likumsakaribam, kuras nosaka zimola un marketinga izpratne. Ir definéta
probléma, ka augstskolas zimola attistiSanas nepiecieSamiba ir viena no konkurences apstaklu
aktualitatém. Augstskolas zimolam ir ,,janopelna” gan sava autoritate, gan reputacija.

Visi iepriek§ minétie pasakumi, diskusijas un forumi, kuri ir notikusi ped&jos gados liecina
par to, ka augstakaja izglitiba ir japieveérS uzmaniba organizacijas identitatei ne tikai valsts
meéroga, bet arT pasaules. Noteikti ir jaattista augstskolu zimolvediba, atbildot uz jautajumiem:
Ko darit? Ka darit? Ka komunicét ar sabiedribu. NeapSaubami korporativa komunikacija un
korporativa attieksme ir risinama augstskolas administracijas, macibspéku un pat studentu
limeni, tai batu japakartojas augstskolas stratégiskajam planam. Savukart korporativa dizaina
izstradei ir nepiecieSams gan kvalitativs pétijums par zimolvedibu, gan praktiskas un teorétiskas
zinasanas grafiskaja dizaina.

Brifs jeb radosa daba stratégija korporativa dizaina izstrade

Brifs (no anglu val. brief) ir radosa projekta uzdevums, mérktiecigs, detalizéts plans,
brifings (no anglu val. briefing) — komandas instruktaza pirms radosa projekta uzsakSanas.
Pardomats, trapigs, meérktiecigs darba uzdevums jeb “brifs” ir viens no vissvarigakajiem
veiksmiga radosa darba priekSnosacljumiem gan veidojot komunikaciju kampanas, gan ari
uzsakot visplasaka spektra dizaina projektus. Jebkura gadijuma darba uzdevumi negaranté

141



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

veiksmi, bet skaidrs, mérktiecigs, pardomats, ar labiem radoSiem piemériem atbalstits darba
uzdevums palidz fokusét radoso procesu, iedvesmo kreativi virzitu komandu un pats galvenais —
butiski palielina varbitibu, ka darbs biis rezultativs.

Zimolvede Alina Vilere brifu skaidro ka pastitaja un stratéga sadarbibu un kreativa darba
procesu, kura abam pus€m ir iesp€ja vienoties gan par firmas stilu un pozicion€Sanu, gan par
vélamo galaproduktu (Welere, 2009). Komunikaciju specialiste Pamela Tomsona brifu aicina
vizualizet ka sh€mu ar operativiem uzskatiem un metodém (skat. 3.att.), kas palidz darba grupai
koncentréties uz korporativa dizaina izstradi un beigas pienemt [émumu (Welere, 2009).

Konkréta zimola ipasibas

Merka tirgus
skaidri definéts

Vizija un misija
orientéta valsts pozicija

Galvenie produkti vai pakalpojumi

Derigums saraksts
valsts limeni
Galvenas ieinteresétas puses Galvenie konkurenti
prioritasu saraksts Konkurences tris

prieksrocibas

3.attéls. Brifa stratégijas izstrades process (Welere, 2009).

Protams, ka efektiva, preciza un vienlaikus arT iedvesmojoSaradosa uzdevuma
sagatavoSana ir viena no galvenajam komunikaciju stratéga atbildibam un rado$as grupas
kompetencém. Tapéc, izstradajot korporativo dizainu, biitu obligati japielieto starpnozaru
integrétu pieeju, kur specialistu kompetences ir balstitas praksg, kas neizslédz nemitigu zinasanu
papildinaSanu un pasaules labako pieméru analizi sava un “kaiminu” nozaré. Kreativaja procesa
ir svarigi kultivét savu zinatkari un kritisko domasanu.

Grafiskais dizainers, zimolvedis Jakobs Kass (Jacob Cass) ir struktur€jis korporativa
dizaina izstrades procesu zemak atte€lotaja shéma (skat. 4.att.). Vins balsta savu radoSo darbu uz
astoniem etapiem, kur pirmais etaps ir brifs — klienta informacijas uzkrasana (intervé$ana un
anket€Sana) ir vissvarigakais solis. ,,Logo izstrade nedrikst Iidzinaties Sausanai tumsa” (Cass,
2015). Otrais etaps ir zinatnisks pétijums — atkariba no ta, cik tas bis strukturéts un padzilinats, ir
atkarigi visi nakamie darba posmi. Papildus tam ir japierada un jaapmato zinatniska pétijjuma
aktualitate un novitate. P&tijums noteiks ari vizualas izpetes virzienu, kur liela loma ir analogiem,
kas ir atziti ne tikai vietgja, bet arT pasaules I[imeni. Pamatota un konsekventa korporativa dizaina
koncepcija ievirza rodoSus mekl&jumus un skicéSanas procesu. Pardomas par paveikto darbu,
ideju test€Sana un noteiktas pauzes ietur€Sana ir tie posmi, kuri laus sanemt atsauksmes par
paveikto darbu un atvieglos produkta pozicionesanu. Paveikta darba prezentdacija atklaj vienu vai
divas veiksmigakas korporativa dizaina koncepcijas. So procesu noslédz korporativa dizaina
ievieSana un jauna koncepta sviniga atkldasana.
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SKETCHING
&
CONCEPTUALISING

PRESENTATION
@)
SUPPORT,

4. attéls. Kreativais uzdevums logotipa izstradei (Cass, 2015).
www.justcreative.com/2008/02/01/logo-design-process-of-top-graphic-designers/

P&tijums parliecino$i pamato organizacijas korporativas identitates nozimi, tas sastavdalas,
korporativa dizaina un izstrades nepieciesamibu.

Autore ir struktur&jusi radosa brifa jautajumus, kuri varétu palidzet izstradat Rézeknes
Tehnologiju akadémijas (RTA) korporativa dizaina projektu:

- Kadi ir korporativas komunikacijas mérki un uzdevumi (piem&ram, sabiedribas

informé&Sana, atpazistamibas veicinaSana, vizuala stasta veidoSana)?

- Kada ir RTA meérkauditorija (students vai akadémiskais personals: kur dzivo, kadas

valodas runa)?

- Kada ir RTA administracijas vizija par organizacijas jauno korporativo dizainu un

kada ir tas darbinieku vizuala gaume (anketé€Sana, intervija un izpéte)?

- Kadi ir speécigakie RTA konkurenti un vigu vizuala komunikacija (reklama,

prezentacijas, majas lapa bukleti utt.)?

- Kads bus radosa darba gala produkts (stila gramata, majas lapa, video reklama utt.)?

- Kads biis komunikacijas stils un valoda (korporativa krasa, abreviatiira, logo)?

Struktur€tas, pamatotas radosa brifa atbildes butiski atvieglo darba procesu, ievirza
pétniecibu un vizualo izpéti, palidz izkristalizét zimola koncepciju. Grafiskajam dizaineram,
veicot skic€Sanu un vizualiz€jot korporativa dizaina ievirzes, biitu nepiecieSama kolégu un
profesionalu ideju testéiana. Saja darba posma ir biitiski apzinaties iespéjamos rado3a darba
ierobezojumus (pieméram, integréjosa domasana, jaunu alternativu mekl€sana, klienta vajadzibu
un vélmju apzinasanas u.c.).

Organizacijas darbiniekiem ir precizi un atbildigi jaformulé savs viedoklis, izvairoties no
nekonkrétibas, v€lami ir konstruktivi komentari, ka rezultata veidojas produktivas diskusijas.
Vienreiz pienemts l€émums ir svarigs posms radoSaja procesda, kura noteikti biitu jauztur
konsekvence.

Korporativas identitates izstrades process ir uzskatams par noslégtu, ja ir atrasta zimola
konceptuala atzina — preciza, dzila, patiesa un visbiezak ar1 loti vienkarSa. Ta veido vienotu
stastu, kurs papildina kop€jo zimola ideju un poziciong&jumu.
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Organizacijas poziciongjums, kas ir balstits izcila un miisdienigi preciza galvenaja atzina,
kas ar izcilu radoSo darbu ir parveérsts aizraujosa stasta, dod iesp&ju radit ideju sist€ému, kuru ir
viegli interpretét un pielagot mérkiem un uzdevumiem dazadas reklamas kampanas vietéja un
pasaules tirgt.

Secinajumi

Korporativa identitate neverbali atklaj un atmina saglaba pirmo iespaidu par organizaciju,
rada parliecibu un veértibas, veido asociacijas un sniedz sabiedribai véstijumu par sevi. Tas viss
veido platformu balstitu organizacijas strat€giskajos mérkos. Organizacijas korporativajam
dizainam ir kodoligi jaraksturo tas darbibas veids un stratégiska koncepcija.

Zimolvediba jeb brendings ir apsaimniekoSanas koncepcija, kas ir ieguvusi
popularitati augstakas izglitibas iestadés ped€jo gadu laika. Nemot véra pieaugoso konkurenci,
augstakas izglitibas iestades visa pasaulé mekle unikalo korporativas identitates definiciju ar
mérki bt atSkirigai, popularai, viegli atpazistamai organizacijai. Rezultata tiks rasta iespgja
piesaistit kompetentu, zinoSu akad@misko personalu un motivetu, aktivu studentu ne tikai
Latvijas, bet gan arT pasaules méroga.

Tomér, neskatoties uz to, ka ir aktualizéta probléma par zimolvedibu un organizaciju,
korporativa dizaina attistibu tieSi augstakaja izglitiba, ir novérojams fakts, ka par So tému ir
nepiecieSami kvalitativi p€tijumi. EsoSie pétfjumi aktualiz€ reformu problémas augstakaja
izglitiba, zZimolu politiku organizacijas identitates konteksta. P&c autores domam, izstradajot
grafisko identitati konkrtai augstakas izglitibas iestadei, butu javeic kvalitativs pétijums,
fokusgjoties uz esoso platformu, proti, vesturi, cilvékiem, poziciju sabiedriba un valsti kopuma,
koncentrgjoties uz esosa zimola aspektu. Autore uzskata, ka izp€tot augstskolas zimola esamibu,
stratégisku virzibu un sabiedribas atticksmi pret organizaciju, var atklat svarigu informaciju
korporativa dizaina izstradei.

Summary

Branding is a conception of the process which has gained its growing popularity in the field of higher education in
recent years. Taking into account the competition among higher education institutions in all the world, the corporate
identity of universities specifies the main aims - to be a different, popular, easily identified organization. It confirms
a qualitative local academic personnel, and it also would motivate the existence of students and would make it
possible to attract a foreign academic personnel and students.

However, despite there is the actual problem of branding and development of corporate design in the field of higher
education, the fact is that there is lack of qualitative research of this issue. The current researches discuss the actual
problems of the reforms in higher education from the point of the whole development of branding policy of an
organization identity. In the author’s opinion, to work out a graphic identity for a certain higher education institution
it is necessary to conduct a qualitative research which is focused on the history of the institution, its people, social
and state status in general, being concentrated on the aspect of the existing brand.

For the research to be continued the author has predicted to conduct interviews with the customer, Rezekne Higher
Education Institution (RHEI), and experts, having questioned the students to define the strategic direction of the
institution and public relationship to the organization, all that for the purpose to work out the corporate design from
the received information.
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STUDENTU MACIBU PETNIECISKA DARBIBA APGERBU
DIZAINA ILGTSPEJIBAS KONTEKSTA: JAUNU PRODUKTU
IZSTRADE NO NETRADICIONALIEM MATERIALIEM

Students Learning Research Process in Fashion Design in the Context of
Sustainability: Development of New Products from Non-traditional Materials
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e-mail: Silvija.Mezinska@ru.lv

Jolanta Baniene (Jolanta Baniené)
Utenos kolegija
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Abstract. The article analyzes one of the most pressing problems of waste-utilization. In other words looking at
nearby objects, taking into account the long-term evolution of the planet. Introducing the processing facilities,
promotion of unexpected and interesting design solutions, providing unnecessary items on a ,,second breath”. It is
shown that environmental friendliness is not boring or very difficult, but interesting and promising. An introduction
to students, setting up a facility to learn how to apply the principles of composition, artistic expression and
harmonization measures, and learn about the design and manufacturing technology, new materials, original
techniques and learn to creatively apply knowledge and professional practice. In particular, attention is drawn to
high-quality and thorough completion of tasks. The aim of the study: sustainability awareness and development of
the research competence of prospective designers, exploring the usage of non-traditional material within
professional fashion design and design studies in the context of sustainability. The methods of research- theoretical
-analysis of the literature, empirical — qualitative research methods such as the analysis of the study tasks
implemented by the Rezeknes Augstskola and Utenos Collegia study programs “Clothes design and technology ”,
observation and analysis of students’ creative activity.

Keywords: clothing design, collection, consumption, design education, learning research process, non-traditional
materials, sustainability.

levads

Ilgtsp&jigas attistibas koncepcija ir ne tikai viedoklis, ka cilvécei kopuma un ar1 konkrétai
kopienai un sabiedribai attistities, bet galvenokart uzskatu kopums par to, kads sabiedribas
modelis var nodroSinat tas pastavéSanu. Tie ir jautajumi, kas svarigi ikvienam cilvékam (Vide un
ilgtsp€jiga attistiba, 2010).

Ilgtsp&jiba nenozimé dzives kvalitates pasliktinasanos, bet gan domasanas veida un vertibu
mainu, tiecoties videi draudzigaka dzivesveida virziena. Sis izmainas ietver globalo savstarpgjo
atkaribu, vides parvaldibu, socialo atbildibu un ekonomisko dzivotsp&ju. Miisdienas sastopamies
ar jedzienu ilgtsp€jigs dizains. Ilgtsp€jiga dizaina ir nepiecieSams izmantot alternativu pieeju
tradicionala dizaina veidoSana, kas ietver §1s izmainas domasana. Jaunaja dizaina pieeja ir
nepiecieSams identificet katras dizaina izv€les ietekmi uz dabas un kultiiras resursiem lokalas,
regionalas un globalas vides konteksta (Guiding Principles of Sustainable Design, 2009).

Dizainam ir dots izaicinajums risinat problémas ilgtsp&jigai nakotnei. Dizainam piemit ar1
sociala atbildiguma komponents, kas cieSi saistits ar sabiedribas vérttbam. Dizains dod
ieguldijumu, lai veidotu ilgtsp&jigu, uz cilvéku centrétu radoSu sabiedribu (Kyoto Design
Declaration, 2008).

Dizaina izglitiba saskaramies ar jautajumu loku, kas skar vidi tas dazadajos limenos.
Stud@josajiem aktuali jautajumi — resursu un vides nozimes izpratne, vides saistibas ar
tehnologiskajiem apstakliem, ar socialajiem, ekonomiskajiem, kultiras un v&sturiskajiem
aspektiem izpratne, vides piesarnojums u.c.
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Dizaina izglitiba pétnieciba sekmé jaunu zinaSanu mekl&umus. Macibu pétnieciskas
darbibas merkis ir zinatnisko mekl§jumu prasmju attistiba, izglitibas pilnveides procesa, kas
tuvinats zinatniskajiem mekl&jumiem, gataviba un sp&ja patstavigi, radosi apgiit jaunus darbibas
veidus jebkura darbibas joma (Mezinska, 2012). Dizaina izglitiba ir aktuala toposa dizainera ka
petnieka izaugsme.

P&tnieciba dizaina ilgtsp&jibas konteksta dod iesp&ju veidot izpratni nakotnes veidosana.
Turpinot iepriek$€jos studiju vides un stud&joSo macibu pétnieciskas darbibas pilnveides
petijumus (Mezinska, 2011, 2012), darbibas izp&tes pieeja dod iesp&ju studiju procesa
modelés$anai. StudéjoSo macibu pétnieciska darbiba studiju programmas Apgérbu dizains un
tehnologija Rézeknes Augstskola (RA) un Utenas kolégija (Lietuva) tick balstita studiju procesa
organiz€Sana, atbilstosa satura veidosana, p&tnieciska un radosa pieeja.

Lai apzinatu dizaina izglitibas problémjautajumus, saskatitu iesp&jas ilgtsp€jibas izpratnei,
sekmétu studéjosSo macibu pétnieciskas darbibas pilnveidi, rosinatu toposa dizainera radoSo
aktivitati studijas, tika noteikts pétijuma meérkis: noteikt ilgtsp&jibas izpratni un pétniecibu
sekm@joSus studiju satura nosacijumus dizaina studiju programmas, izvertgjot to pilnveides
butiskakos virzienus: apzinat, analizét un pilnveidot studiju saturu un metodes, adapt&jot
“netradicionalu” materialu izmantoSanu, apstradi un rado$as izmantoSanas iespg&jas péc 3R
principa: izmanto otrreiz, samazini atkritumus, parstrada (anglu val. reuse, reduce, recycle).

Petiljuma metodes: teorétiskas — literatiras analize, kvalitativas pétniecibas metodes —
novero$ana, pieredzes analize, un studentu radoSo darbu izvert€jums, kas atklaj p@tnieciskas
pieejas izmanto$anu studiju procesa RA un Utenas kolégijas studiju programmas. Lai sekmigi
stenotu studiju programmas stud&joso macibu pétniecisko darbibu, tiek izmantoti darbibas
pétijuma principi.

Raksts izveérté “netradicionalu” materialu izmantoSanas iesp&jas apgerbu dizaina, balstot to
materialu pétiSana, ilgtspejibas konteksta — izejmaterialu atbildiga, radosa izmantoSana. Tas
nepretend€ uz detaliz€tu un daudzpusigu radosaja darbiba izmantojamo materialu analizi.
Pétnieciskas pieejas izmantoSana studiju procesa ,bagatina” izglitibas saturu. Patstaviga
pétnieciska prakse sekmé pétniecisko un radoSo sp&ju pilnveidi.

Iligtspéjigas attistibas koncepcija apgérbu dizaina

Ilgtspejiga attistiba nozimé to, ka jebkurS ekonomikas, sabiedribas vai vides jautajums
jarisina ta, lai pienemtais 1émums biitu labvéligs vai péc iesp&jas mazak nelabvéligs pargjo sferu
attistibai (Vide un ilgtsp€jiga attistiba, 2010).

Ilgtermina dizaina projekteSana ir nepiecieSama izpratne par Istermina un ilgtermina sekam
attieciba uz jebkada veida vides transformaciju. Ilgtsp&jigs dizains ir koncepta izstradasana un
realizacija videi jutiga un atbildiga izpausmé (Principles of Sustainable Design, 2009).

Ilgtspejigas attistibas koncepcija skata ekodizainu ka produkta dzives ciklu. Lai labak
izprastu ekodizaina butibu un identificétu ta ietekmes sféras, ir svarigi saprast ta teorétisko
pamatojumu. Ilgtsp&jigas attistibas koncepcija miisdienas ir uzskatama ne tikai par teoriju, ta
ietver fiziskos apstaklus, politikas koncepcijas, jédzienu par dzives kvalitati vai labklajibu un
optimiz&tu ietekmi uz vidi, lai nodrosinatu, ka tas resursi ir vienlidz pieejami visam paaudzeém.
Koncepcijas pamata ir izpratne par trim jédzieniem: attistibu, sabiedribas vajadzibam un nakamo
paaudzu vajadzibam (Ilgtsp€jigas attistibas koncepcija..., 2013).

Ekoinovacija ir jebkada veida inovacija, kuras mérkis ir veidot bitisku un demonstréjamu
progresu ilgtsp&jigas attistibas mérka sasniegSana, samazinot ietekmi uz apkart§jo vidi vai
panakot efektivaku un atbildigaku dabas resursu izmantoS$anu, tostarp energiju (Sustainable
Innovation, 2010).

Vides un ekonomisko faktoru aktualitate ir radijusi apgérbu parstrades tendences.

Lai saudz&tu apkart€jo vidi, vislabakais risinajums — apgérbu razo$ana, izmantojot jau
sarazotos materialus, t.i. otrreiz€ji izmantojamos materialus. Ka liecina reala situacija,
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Lielbritanija ik gadu izgaztuvé nonak 1 miljons tonnu tekstila, no kura 50 % ir iesp&jams
parstradat. Tomer tiek parstradati tikai 25 % (The Hannover Principles, 1992).

Visbiezak miisu apgerbs ir izgatavots galvenokart no sintétiskam Skiedram, kas ir naftas
kimijas produkts (Dzive patérétaju sabiedriba, 2012). Musdienas lielai dalai precém, tai skaita art
apgérbam ir nepietickama kvalitate, daudziem sarazotajiem produktiem ir Tss kalpoSanas laiks,
arvien palielinas izmantoto atkritumu daudzums, tas saistas ar virkni ekologisko problému.
Materialu otrreiz€ja izmantosSana ir viens no efektigakajiem pan€mieniem patérina un atkritumu
daudzuma samazinasanai.

Tekstiliju specialisti un modes dizaineri sadarbojas, lai iedroSinatu razotajus, izmantot
dabai draudzigus materialus un attistitu sociali atbildigas metodes apgerbu razosana. Dazi modes
dizaineri savas kolekcijas izmanto parstradatus materialus, savukart citi dod priekSroku dabigiem
materialiem, ka bambuss, zids, kanepes. Miisdienas arvien pieaugosa ilgtsp&jiga pieeja tekstiliju
veidoSana ietver sevi draudzigumu dabai, ekonomiju un socialo atbildibu (Quinn, 2010).

Daudzi dizaineri ir iedomajusies kaut reizi par apg€rba izgatavoSanu no otrreizgji
izmantojamiem materialiem, kas ir ne tikai labak videi, bet ari klust arvien popularak
patérétajiem, kas v€las samazinat savu ietekmi uz vidi. Apgerbu otrreiz€ja parstrade izmanto
esoSus materialus, lai tos uzlabotu vai parveidotu originalak. Process prasa ievérojamu
daudzumu radoSuma un iztéles, ka arT apzinu par vides saudzé€Sanu. Gala rezultats parasti ir
produkts vai prece, kas ir roku darbs, un ir ilgtsp€jigs. Daudzi uznémumi attista So jauno
tendenci, ka arT ar reklamam izglito patérétajus par parstradata apgérba priekSrocibam.

Misdienas ir aktuala tendence — radit modi péc “3R” principa. Ta strauji un veiksmigi
attistas gan Latvija, gan pasaulé. So principu paskaidro atkritumu samazina$anas hierarhija:

1.  samazini — nem tikai to, kas nepiecieSams, ierobezo iepakojuma materialus;

2.  lieto atkartoti — pérc produktus, kurus var lietot atkartoti, atrodi iesp&ju ka citadi

pielietot lietas, kuras parasti mestu ara;

3. parstrada / 8kiro, ja nespgj lietot atkartoti.

Parstrada, jo vairumu papira, plastikas, stikla un metala priekSmetu ir iesp&jams parstradat
(1.- visvairak v€lamais, 3.- mazak vélamais).

Pieméram, Latvijas apgérbu modes dizainere Ingrida Zabere rada elegantas kleitas no
virieSu virskrekliem, japiebilst, ka materialu parpalikumu un atgriezumu nav, jo t€rpi netiek
piegriezti, bet drap&jot un sasiijot ar dazadiem panémieniem, tiek iegiti originali t€rpu risinajumi
(skat. 1. att.).

1. attéls. Ingridas Zaberes no viriesu virskrekliem darindatas kleitas.
(http://www.recycled.lv/index.php?lang=Ilv&id=r34&remote=J).
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Viens no popularakajiem ekomodes dizaineriem — britu dizainers Garijs Harvejs (Gary
Harvey), lai raditu augstas modes t€rpus, izmanto parstradatu ,,vecu” apgérbu (skat. 2. a att.).
Zimola “From Somewhere” dizaineri rada t€rpus no audumu atgriezumiem, kas paliek pari péc
ekskluziva apgerba razoSanas: auduma parpalikumi, eksperimentalie modeli un paraugi. Zimols
“Frau Wagner”, parstrada vintage un trash apgérbu un parvérs to haute couture. Vecas lietas
iegiist individualitati — virieSu kaklasaites partop svarkos, policijas uniforma- kleita, bet sporta
terps transforméjas eleganta vakartérpa (skat. 2.b, 2.c att.).

2. attéls. Britu dizainera Gary Harvey (http://www.garyharveycreative.com/) un Zimola
., Frau Wagner “kleitas. (http://www.frauwagner.com/index.php?id=34&L=1).

Zimola TRAIDremade dizaineri atrod neparastus, interesantus dizainiskus risinajumus no
otrreizgji izmantojamiem materialiem (skat. 3. att.).

3. attels. Zimola ,, TRAIDremade ” Kleitas. (http://www.traidremade.com/).

Tatad nozimigs jautajums apgerbu dizaina ir izmantojamie materiali, to izp&te, iepaziSana,
pasibu analize, pieredzes uzkrasana. Audumi un citi materiali ir vizuals un juteklisks / sajitams
apgerbu dizaina clements, tas var akcent&t vai sabojat originalo ideju un apgerba stilu.
Dizaineram ir jaizvélas audums un citi materiali, kas ir pietiekosi izteiksmigi, bet taja pat laika
samazina negativu ietekmi uz vidi. Musdienas dizaineri lieto gan dabiskos, gan maksligos
materialus, lai raditu savas idejas. Apgérbu dizaina izmanto ar netradicionalus materialus un to
apstrades panémienus, ka arf inovativas tehnologijas, radot smart tekstilus. Sadas unikalas idejas
paplaSina apgérba dizaina pasauli un padara to interesantaku (Quinn, 2010).
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Studéjoso macibu pétnieciska darbiba dizaina studiju programmas ilgtspéjibas konteksta

Pieredzes analize tick balstita RA un Utenas kolégijas studiju programmu “Apgérbu
dizains un tehnologija” studiju procesa organizacija, macibu metozu izmantos$ana, studgjoso
macibu pétnieciskaja darbiba studiju procesa.

Merka sasniegSanai studentiem tiek izvirziti veicamie uzdevumi:

- savakt (8kirot) lietotu apgerbu, otrreiz izmantojamas lietas, materialus, domajot par

to rados$u izmantoSanu un apkartgjas vides saudzeésanu;

- rast negaiditus un interesantus dizaina risinajumus no otrreiz izmantojamiem

materialiem;

- radit, kritiski izvert&jot katru detalu un radoso procesu.

Pieredze pétisana tiek attistita studiju laika, jo macibu uzdevumi ieklauj pétiSanu gan
literatiiras avotos, gan praks€. P&tiSana turpinas un tiek nodroSinata profesionalas specializacijas
studiju priek§metos, kur topoSie apgerbu dizaineri patstaviga darba péta misdienu galvenos
dizaina uzdevumus un likumsakaribas, atklaj un analiz€ produktu uztveres pamatprincipus,
identific€ nozares aktualitates un problémas. Dizaina studiju programmas studgjosajiem pirma
petnieciska pieredze veidojas jau pirmaja studiju gada. Studiju kursos ieklautie realie macibu
pétnieciskie uzdevumi nodroSina mérktiecigu profesionali planotu un vaditu procesu, studiju
kursu “Modes zinibas un stilistika”, Modes vésture”, Materialmaciba” uzdevumos tiek veikta
izmantojamo materialu teot€tiska un praktiska pé€tiSana, izmantojot zinatnisko un macibu
literatliru, datu bazes, ka arl praktiska izmantoSana, izstradajot te€rpu / aksesuaru risinajumus.
lesakto pétljumu turpinajums tiek nodroSinats nozares profesionalas specializacijas studiju
kursos, kur topoSie dizaineri patstaviga darba uzdevumos péta dizaina projekteSanas
virsuzdevumus un likumsakaribas, veic produktu uztveres pamatprincipu izp€ti un analizi,
konkretizé savus pétijumus nozares aktualitate€s un problematika. Tadgjadi topoSo dizaineru
pétnieciska darbiba tiek ieklauta studiju procesa, mérktiecigi organizéta.

Studiju procesa studéjoSie radosi izmanto dazadus materialus, kas vairakuma gadijumu ir
otrreizgji lietojami (auduma gabalini, papirs, kartons, iepakojumi utt.). Tie noder, lai raditu
jaunas lietas, objektus, produktus S$ados studiju kursos: Rado$as tehnologijas, Speciala
kompozicija, Stisanas tehnologija, Apgérbu kolekciju projektésanas pamati (Utenas kolggija),
Profesionalais praktikums, Modes zinibas un stilistika, Apgerbu projektésana u.c. (RA). RA
studgjosie veido terpus no avizém, papira iepakojumiem (skat. 4. att.).

4. attéls. Daliba Makslas diends 2015. g. ar papira térpu kolekcijam. Foto: D. Apele.
Apgiistot pirmas SiiSanas un kompozicijas elementu veidoSanas prasmes, trikotazas

Ipatnibas un prieksrocibas, top pirmas raditas kolekcija no trikotazas atgriezumiem, kas sanemti
no uznémuma ,,Utenas trikotaza” (skat. 5. att.).
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5. attels. Apgérbu kolekcija no trikotazas atgriezumiem. Autore: A. Daugilyté (Utenas kolégija).

Terpu kolekcijas ,,Luksofors™ ideja pamatojas gan materialu otreiz&ja izmantosana, gan
dazadu tekstiltehniku sintéz€ (adiSana, tamboréSana, StiSana) savienojot térpa dziju, trikotazu un
Sifonu (skat 6.a att.).

6. attels. Kolekcijas ,, Luksofors “ un ,,IMAGO “. Autore: V. Krukovska (Rezeknes Augstskola).

Térpu kolekcijas ,,Imago” iedvesmas avots — cilvéka dzive saskana ar dabu. Kolekcija
dominé dazadas tekstiiras trikotazas atgriezumi, kas papildinati ar tamborétam detalam un
izSuvumu (skat. 6.b att.). Terpu raksturiga iezime — materiala apdare ar dazadiem panémieniem,
kas lauj panakt vienotu kolekcijas stilu. Trikotaza ir miksts un plastisks materials. Lai izgatavotu
terpus, ir svarigi pareizi izvél&ties tehnologiskos parametrus: Sujamos diegus, Suves veidus,
diriena tipu, adatas tipu un Nr., diegu nospriegojumu. Sujamdiegam jabit stipram un tievam,
elastigam, izturigam pret berzi. Suves izturibu ietekmé diegu skaits un diriena tips. Sujot
trikotazu, izmanto divu vai vairaku diegu cilpdiirienu.

Iespgja piedalities jauno modes dizaineru modes skaté ,,Virus Moda” Utena (Lietuva)
sekmé aktivu radoSo darbibu kolekciju izstrade. Terpu kolekcija tiek izstradata no audumu
atgriezumiem (skat. 7. att.).

7. attels. Terpu kolekciju ,, Ka masas”. Autore: V. Krukovska (Rézeknes Augstskola).
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Studgjosie radoso darbu izpildé izmanto arT netradicionalus materialus. ST pieredze noder
pirmaja studiju gada, kad tiek iepaziti daudzveidigi materiali. 8. att€la redzamajai kolekcijai ka
izejmaterials izmantoti lietoti aizkari.

8. attéls. Térpu kolekcija ,, Pastaiga pa makoniem “.
Autore: A. Lucijanova (Rézeknes Augstskola).

Ar1 izmantojot materialus, kas nav tekstils, tiek aktualizets vides ilgtp&jibas jautajums,
pieskirot materialam “otru miizu”. Piem&ram, mébelu iepakojuma materiali un iepirkuma maisi
tiek izmantoti, ka pamata materials térpu kolekcijas ,,Oranzais drudzis* un “Sapnu kara]valsts*
(skat. 9. att.).

9. attéls. Téerpu kolekcija ,, Oranzais drudzis “ un fragments no kolekcijas ,, Sapnu karalvalsts “.
Autores: E. Cepurniené, J. Bonzinskiené (Utenas kolégija).

Izstradatas kolekcijas parada stud€joSo v€lmi eksperiment€t ar materialu. Materiala iegade
neprasa papildus izmaksas, ka arT nav jauztraucas par iesp&ju sabojat materialu. Lidzas apgérbu
dizaina risinajumiem, jauni risinajumi tiek piedavati arT apavu un aksesuaru izveidei kolekcijas
,,Emancipacija” (skat. 10.a att.).

Sadarbiba ar Danijas-Lietuvas uzpémumu ,,Engel Dali” dod iesp&ju iegit auduma
atgriezumus, specifisku materialu adaptét pilnigi cita ideja un radosi atrisinat materiala plastikas
un apstrades tehnologijas problémjautajumus. Stud€joSie veiksmigi veica So uzdevumu, radot
kolekciju ,,Kode” (skat. 10. b att.).
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10. attéls. Fragmenti no térpu kolekcijam ,, Emancipacija” (a) un ,,Kode” (b).
Autores: N. Stundzénéné, L. Viburyté, R. Zagrakalyté (Utenas kolegija).

ArT uzp@mums “Utenas trikotaza” atbalsta studentus materialu nodrosinasana. Piem&ram,
uzdavinatie ravejslédzi lava radit unikalu kolekciju (7 t€rpi un aksesuari) ,,Noslépumainais
spidums”. Ideja tika realizéta, izmantojot 1500 ravg&jslédzus. Kolekcija radita modes skatei, jo,
pieméram, vakarkleitas svars ir apméram 10 kg. Kolekcijas térpi papildinati ar valkajamiem
aksesuariem. Te€rpiem ir liela priekSrociba — iesp&ams viegli mainit apjomu, formu, jo
ravejsledzus ir iesp&jams atvert (skat. 11. att.).

11. attels. Fragmenti no térpu kolekcijas ,, Noslépumainais spidums .
Autore: S. Svazaité (Utenas kolégija).

Savas idejas stud&josie pietickami veiksmigi realiz€, radot kolekcijas, atjaunojot un
interpretgjot teérpu, parveidojot lietotu apgérbu. Teorgtiskas zinasanas Modes vésturé un citos
studiju kursos tika veiksmigi adaptétas kolekcija ,,Vizija”, kura tika izveleti plani, blivi auduma
atgriezumi, kurus griiti kvalitativi savienot. lemesli var but diegu sastiepums, Iidzsvars, p&dinas
spiediens. Lai izvairitos no ielocém, $uvi veido, nedaudz to savirzot (5-10°) attieciba pret slipo
diegu, materiala diegi savienojas vienmerigi (Skat. 12.aatt.). Originali pielietojot $uSanas
prasmes, tika izstradata kolekcija ,,Pastaiga divata“ (skat 12.b att.).
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12. attéls. Fragmenti no térpu kolekcijam ,, Vizija” (a) un ,, Pastaiga divata” (b).
Autores: E. Cepurniené, J. Bondzinskiené, J. Kulbaciauskaité (Utenas kolégija).

Studiju nosléguma Utenas kolégija studgjosie iegtlist $uSanas tehnologa, RA — apgérbu
projektetaja kvalifikacijas. Studiju procesa daudz uzmanibas tiek veltits radoSuma un
originalitates attistiSanai, kas balstas p&tnieciba. Studiju uzdevumos ietilpst kolekciju izstrade, ar
kuram ir iesp€ja piedalities konkursos un modes skates. Patstavigais darbs palidz savienot teoriju
ar praksi, atklat jaunas patiesibas, uzkrat pieredzi, attistit prasmes, sasaistot tas ar izdomu.
Studgjosie parbauditas vertibas radoSi izmanto savas kolekcijas.

Secinajumi

Veicot literatiiras un avotu izpé@ti, var secinat, ka ilgtsp€jiga dizaina ir nepiecieSams
izmantot alternativu pieeju tradicionala dizaina veidoSana. Materialu otrreiz€ja izmantoSana ir
viens no efektigakajiem panémieniem patérina un atkritumu daudzuma samazinasanai. Sadu
pieeju attista Latvijas un pasaules ekomodes dizaineri I. Zabere, G. Harvejs u.c. un modes
apgérbu zimoli.

Ekologiskas ilgtsp&jas izpratnes sekméSanai dizaina izglitiba nepiecieSama atbilstoSu
studiju kursu vai tému izstrade un ieklausana studiju programmas, jo dizaina izglitibas satura un
dizainera profesionalas darbibas attistibas virzieni cieSi saistiti ar vides problému apzinasanu,
dabas apdraudéta stavokla izpratni, ar resursu un vides nozimes izpratni (resursu patérins, vides
piesarnojums), izmantojamiem materialiem, tehnologijam.

Saja pétijuma dizaina studijas macibu pétnieciska darbiba tiek skatita integréti, izvertgjot
ekologiskas ilgtsp&jas jégpilnu izpratni un apgerbu dizaina studiju satura iesp&ju atbilstibu.

Macibu pétniecisko projektdarbibu raksturo analitiskais, eksperimentali pétnieciskais,
projektivais, konstruktivais un radoSais komponenti ar plasu meérku apgabalu, kas sekmé€
pétniecisko un radoSo prasmju un kompetences pilnveidi, toposa dizainera ka pétnieka
profesionalu pilnveidi.

Sada macibu pétnieciska darbiba sekmé jaunos dizainerus meklét interesantas idejas un
inovativus risinajumua sava profesionalaja darbiba nakotneé. Tapéc jaseko, lai studiju procesa
sasaistas profesionalas prasmes, sp€jas, tehniskie un radosie meklgjumi, izt€le, izdoma un jaunas
idejas.

Summary

The conception of sustainable development is not only the opinion how the humankind in general and also a
community and society can develop, but mainly it is a set of views what model of society can ensure its existence.
These issues are essential for each person. (Environment and sustainability development, 2010)
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Design is a tool for improving the quality of life; by various forms of expression and activity trends. Design
education and professional designer’s work in the future will require a high degree of creativity-based innovation.
Nowadays education and research is promoting development of design industry. New possibilities and requirements
for design education and research are raised by social and ecological issues. In order to promote sustainable design
education research strategy is needed, therefore it is essential to pay attention to research strategy in education
process.

Promotion of environmental sustainability awareness in design education requires inclusion of appropriate courses

or theme development, since design educational content and the designer's professional activity development is

closely linked to environmental problem exploration, awareness of the state of natural endangerment, the
significance of the resources (resource consumption, environmental pollution), use of materials, technologies.

The aim of the study: sustainability awareness and development of the research competence of prospective

designers, exploring the usage of non-traditional material within professional fashion design and design studies in

the context of sustainability. The methods of research: theoretical — analysis of the literature, empirical — qualitative
research methods such as the analysis of the study tasks implemented by the Rezeknes Augstskola and Utenos

Collegia study programs “Clothes design and technology”, observation and analysis of students’ creative activity.

It is necessary for prospective designers in their study environment to learn about the design and manufacturing

technology, new materials, original techniques and learn to creatively apply knowledge and professional practice.

Fashion creation using 3R: refuse, reduce, recycle concept. For example Latvian fashion designer Ingrida Zabere

creates chic dresses of men shirts, drapeing and stiching them different ways, thus minimizing the waste. Brand

«Frau Wagner» processes vintage and trash clothing creating haute couture. Old clothing materials gain

individuality — male ties turns into skirt, police uniform becomes a dress and tracksuit transforms into an evening

gown.

Research experience develops in the study process, because study tasks include research in the stocks and databases.

The continuation of the researches is ensured within the professional specialization study courses of the branch

where prospective designers research major tasks and regularities of designing, explore and analyse the regularities

of object perception, specifies the topicalities and problems of the branch within the independent work assignments.

- Important topic in study process is the research of the materials used in fashion design.

- Fabrics and other materials are visual and sensual element of the fashion design, it can highlight or distroy the
original idea and style of the apparel.

- The designer must choose fabrics and other materials that are impressive enough, and also reduces
enviromental impact.

- Designers nowadays use natural materials, artificial materials to create their ideas. But fashion design is also
filled with non-traditional materials and approaches of their processing and innovative technologies creating
“smart” textiles. Such unique ideas exemplifies the domain of fashion world and makes it both interesting and
fascinating.

The research has practical meaning, because it recommends suggestions for perfection of study process in

connection to investigation and analysis of educational research promoting / delaying activities, and necessity to

promote students’ research competence for professional project work in the future.
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LIEPAJAS PILSETAS CENTRA APBUVES ATJAUNOSANAS
KONCEPCIJA PEC OTRA PASAULES KARA

Renovation Concept of Liepaja City Centre Construction
after World War 11

Silvija Ozola
Rigas Tehniskas universitates Liepajas filiale
e-pasts: ozola.silvija@inbox.Iv

Abstract. The port city Liepaja had gained recognition in Europe and the world by World War I. On the coast of
the Baltic Sea a resort developed, to which around 1880 a wide promenade — Kurhaus Avenue provided a functional
link between the finance and trade centre in Old Liepaja. On November 8, 1890 the building conditions for Liepaja,
developed according to the sample of Riga building regulations, were partly confirmed: the construction territory
was divided into districts of wooden and stone buildings. In 1888 after the reconstruction of the trade canal Liepaja
became the third most significant port in the Russian Empire. The railway (engineer Gavriil Semikolenov; 1879)
and metal bridges (engineers Huten and Ruktesel; 1881) across the trade canal provided the link between Old
Liepaja and the industrial territory in New Liepaja, where industrial companies and building of houses developed in
the neighbourhood of the railway hub, but in spring 1899 the construction of a ten-kilometre long street electric
railway line and power station was commenced. Since September 25 the tram movement provided a regular traffic
between Naval Port (Latvian: Karosta), the residential and industrial districts in New Liepaja and the city centre in
Old Liepaja. In 1907 the construction of the ambitious “Emperor Alexander’s III Military Port” and maritime
fortress was completed, but already in the following year the fortress was closed. In the new military port there were
based not only the navy squadrons of the Baltic Sea, but also the Pacific Ocean before sending them off in the war
against Japan. The development of Liepaja continued: promenades, surrounded by Dutch linden trees, joined
squares and parks in one united plantation system. On September 20, 1910 Liepaja City Council made a decision to
close the New Market and start modernization of the city centre. In 1911 Liepaja obtained its symbol — the Rose
Square.

In the independent Republic of Latvia the implementation of the agrarian reform was started and the task to provide
inhabitants with flats was set. Around 1927 in the Technical Department of Liepaja City the development of the
master-plan was started: the territory of the city was divided into the industrial, commercial, residential and resort
zone, which was greened. It was planned to lengthen Lord’s (Latvian: Kungu) Street with a dam, partly filling up
Lake Liepaja in order to build the water-main and provide traffic with the eastern bank. The passed “Law of City
Lands” and “Regulations for City Construction and Development of Construction Plans and Development
Procedure” in Latvia Republic in 1928 promoted a gradual development of cities. In 1932 Liepaja received the
radio transmitter. On the northern outskirts a sugar factory was built (architect Karlis Bikse; 1933). The
construction of the city centre was supplemented with the Latvian Society House (architect Karlis Blauss and Valdis
Zebauers; 1934-1935) and Army Economical Shop (architect Aleksandrs Racenis), as well as the building of a
pawnshop and saving bank (architect Valdis Zebauers; 1936-1937). The hotel “Peterpils”, which became the
property of the municipality in 1936, was renamed as the “City Hotel” and it was rebuilt in 1938. In New Liepaja
the Friendly Appeal Elementary school was built (architect Karlis BikSe), but in the Naval Officers Meeting House
was restored and it was adapted for the needs of the Red Cross Bone Tuberculosis Sanatorium (architect Aleksandrs
Klinklavs, 1930-1939).

The Soviet military power was restored in Latvia and it was included in the Union of Soviet Socialist Republics.
During the World War I buildings in the city centre around the Rose Square and Great (Latvian: Liela) Street were
razed. When the war finished, the “Building Complex Scheme for 1946-1950 " was developed for Liepaja. In August
1950 the city was announced as closed: the trade port was adapted to military needs. Neglecting the historical
planning of the city, in 1952 the restoration of the city centre building was started, applying standard projects. The
restoration of Liepaja City centre building carried out during the post-war period has not been studied.

Research goal: analyse restoration proposals for Liepaja City centre building, destroyed during World War Il, and
the conception appropriate to the socialism ideology and further development of construction.

Keywords: building, planning restoration, development conception, standard project, socialism.
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levads

atjaunota padomju vara. Latviju 5. augusta ieklava Padomju Socialistisko Republiku Savieniba
(turpmak teksta PSRS) un tika uzsakta Ipasumu un namu nacionalizacija.

Pirmajos p&ckara gados Latvijas pilsétas likvidéja kara sekas: atjaunoja un rekonstrugja
rupnicas, komunalo saimniecibu un transportu. Nopostito pils€tu apbiives atjaunoSanai izstradaja
socialisma ideologijai atbilstosus generalos planus vai shémas, parveidojot centru planojumus un
apbtivi: radija plaSas ielas un regularus, simetriska planojuma laukumus Lenina pieminekla
novietosanai. Latvijas Padomju Socialistiskaja Republika (turpmak teksta LPSR)
pils€tbiivniecibu regulgja visai Padomju Savienibai unificétie pilsétu planoSanas un apbiives
normativi, kas paredzgja izmantot biivnieciba Vissavienibas tipveida projektus. Kvartalu
perimetra apbiivé céla daudzstavu dzivojamas €kas (1945-1955).

Piecdesmito gadu pirmaja pus€ c€la greznus namus ar dabiska akmens apSuvumu un
skulpturaliem rotajumiem. Reprezentativo un parliecinoSo celtnu stilistiku noteica ideja radit
arhitektiiru ,,socialistisku p&c satura un nacionalu p&c formas”, tacu $adi nami nesp&ja nodrosinat
pieprasijumu p&c majokliem: vairums cilvéku joprojam mitinajas komunalajos dzivoklos un
kopmitn&s. Dzivoklu probléma kluva loti aktuala, un celtniecibu industrializ&ja (10). Turpmak
saka buveét dzivojamo €ku mikrorajonus un sabiedriskas nozimes objektus. Liepaja veidoja
socialisma ideologijai atbilstosu pilsétvidi.

Misu bagatiba ir tautas vesture un pieredze. Notikumiem atkartojoties un problémam
nemainoties, notiek adaptacija jauniem apstakliem. Misdienas ,,citd uzvalka” ieteérpto problému
risinaSanai izmantojam ar1 padomju laika pieredzi, kuru ir nepiecieSams analizet.

Raksta mérkis: analizét padomju laika Liepaja radito pils€tas centra apbiives planojumu un
ta ietekmi uz pilsétas telpiskas vides turpmako attistibu.

Petjjuma metodika: arhivu materialu un Liepajas planojumu projektu izpéte, faktu
apkoposana, pasvaldibas pienemto Iémumu un publicéta materiala analize.

Liepajas atjaunoSanas koncepcija 20. gadsimta ¢etrdesmitajos gados

aviacijas uzbrukums partrauca iedzivotaju mierigo dzivi. Vacu uzlidojumos no 25. lidz
27. junijam un tieSaja karadarbiba Liepaja sagrava €kas Birzas (no 1955. gada — 17. junija, tagad
Karla Zales) laukuma. 1942. gada iznicinaja apbiivi pilsétas centra ap Rozu (no 1945. gada
25. septembra lidz 1988. gadam Uzvaras) laukumu un Lielo (no 1955. gada Lenina) ielu. Péc
kaujas operacijas 1944. gada 9. — 10. oktobri vacu armiju grupas ,.Ziemeli” karaspéks nonaca
ielenkuma jeb ,,Kurzemes katla”. Trisdesmit kilometrus uz dienvidiem no Liepajas izveidojas
frontes Iinija. Liepajas osta nogremd&ja daudzus transporta un karakugus. Padomju aviacijas
uzlidojuma 14. un 21. — 22. decembr1 Liepaja sagrava ,,Pilsétas viesnicu”, muzeja eku Alejas (no
1948. gada Komijaunatnes, tagad Jana Cakstes) laukuma, namus Peldu (no 1948. gada
Komjaunatnes) iela un Kiirmajas (no 1945. gada Padomju) prospekta.

1945. gada 10. maija Liepaja ieradas pirma padomju darbinieku operativa grupa un
Sarkanas armijas (lidz 1946. gada februarim) dalas. Darbu saka Liepajas pilsétas Padomes
izpildkomiteja (turpmak teksta PI) priekSsédeétaja Matisa (Matveja) Edzina vadiba. Atjaunoja
rapnicas ,,Sarkanais Metalurgs” (kop$ 11. maija) darbibu. Izpildkomitejas pirmajas sédés izléma
Tirdzniecibas osta saka pienemt kugus un kravas. Atsaucoties Latvijas Komunistiskas
(bolSeviku) Partijas (turpmak teksta LK(b)P) Liepajas pilsétas Komitejas un Liepajas pilsétas PI
aicinajumam, uzpémumu un iestaZzu darbinieki un skolu jaunatne 27. maija piedalijas pirmo reizi
organiz€taja svetdienas talkda. Liepajas pilsétas PI 12.jinija sédé apsprieda jautdjumu par
kartibas uzturéSanu un apstadijumu aizsardzibu ielas un parkos: pils€tas teritoriju iedalija 26
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iecirknos un izveidoja tehnisko $tabu (11). Izmantojot uznémumu transportu, tehniska uzrauga
Ludviga un priek$nieka Bilevica vadiba uzsaka atjaunosanas darbus, kurus kop$ 31. jilija
izveidi juras piekraste. Raina (agrak Paviljona) un Piejiras (tagad Jirmalas) parkos noteica
celinus, pa kuriem atlava braukt automasinam un pajtgiem.

Liepaja kluva par republikas nozimes pilsétu un rajona centru. Pamatojoties uz PSRS
Civilas-gaisa flotes prieksSnieka, aviacijas marSala Astahova 10. marta rikojumu Nr. 42 un LPSR
19. marta nolikumu Nr. 224, Liepajas pilsétas PI atvélgja 60 ha zemesgabalu Liepajas civilas
aviacijas lidostas izveidei (12). LPSR Kiirorta parvalde (3) parnéma Liepajas peldu iestadi (13)
un noteica maksu par arstniecisko vannu un romieSu pirts izmantoSanu (16). Atbilstosi
socialisma prasibam Liepaja rekonstru€ja piena kombinatu (1945) un metalizstradajumu riipnicu
“Liepaja” (1946). Dzelzcela tilts ieguva 250 m aizsargzonu (14).

Namu parvald€s lidz 25. augustam izveidoja remontu un atjaunosanas darbu brigades.
Liepajas labiekartoSanai sastadija darbu planu: priekSsédétaja vietnieka Kanajeva uzraudziba
sakartoja ielas, skvérus un laukumus. Liepajas pilsétas PI priekSseédetajs EdzinS apstiprinaja
grafiku, saskana ar kuru Iidz 25. oktobrim bija jaieriko elektrisko apgaismojumu Vecliepaja —
Lielaja, Tirgonu, KurSu, Peldu, Uliha (no 1945. gada Uzvaras), Graudu un Klaipédas ielas un
Livas laukuma, ka arT Jaunliepaja — Rigas, Brivibas un Sarkanarmijas (no 1945, tagad Oskara
Kalpaka) ielas (15).

Padomes priekssédétaja pienakumus 9. oktobrt saka pildit Radiogs Ansons (17). Sekojot
PSRS Zivju riipniecibas Tautas komisara vietnieka Zaiceva telegramma un LPSR Zivju
ripniecibas komitejas 1945. gada 9. augusta véstuleé Nr. 1493 izteiktiem noradijumiem par
Liepajas Zivju riipnicas izveidi, 28. septembr1 apstiprindja Liepajas galvena arhitekta Roberta
Vitolnieka (1907-7?) izstradato situacijas planu. Zivju riipnicas novietne Tirdzniecibas ostas
akvatorijas apkaimé bija saskanota ar institiitu ,,[.enmorprojekt” (18). Uzn@muma attistibai
pieskira papildus zemesgabalu Iidz sarkanajai linijai. Liepajas sanitari epidemiologiska stavokla
uzlaboSanai izveidoja sanitaras caurlaides Siena iela 9, Ramavas iela 8 un Emigrantu iela (19).
Péc Vitolnieka izstradata projekta lidz 25. oktobrim Centralkapu dienvidu nogazeé izveidoja
Bralu kapus (20): kalnina uzstadija pieminekli 1941. gada kaujas krituSajiem Liepajas pilsétas
aizstavjiem (2). Karadarbibas laika autotransports un komunala saimnieciba Liepaja tikpat ka
nepastavéja; tramvaju saimniecibas inventaru aizveda uz Vaciju. Liepaja bija nepiecieSams
paplasinat depo un uzbiivet transformatora apaks$staciju, lai tramvajs varétu apkalpot stradajosos
(21). Tramvaju parvaldes vaditajs Bidzins sanéma uzdevumu: ar Cukurfabrikas un riipnicas
»losmare” atbalstu Iidz 1946. gada 10. februarim pabeigt tramvaja linijas otras kartas izbtvi
(23). Liepaja lidz 1941. gadam bija registrétas 7500 vietas radio parraizu uztverSanai. Vacu
okupacijas laika 80% no aparatiiras radioparraizu klausiSanai izveda un Liepaja radiofikaciju
likvid€ja. Radiofikaciju noléma atjaunot novembrt (22). Liepaja lidz 15. decembrim atvéra bérnu
namus Ramavas iela 10, Vitolu iela 30 un Liepu iela23 un 29 (24), izveidoja Liepajas
pedagogisko skolu Baseina icla 9. Liepaja 1941. gada bija 5 viesnicas ar 270 vietam, tau péc
kara palika tikai viena viesnica ar 98 vietam. Te iecer&ja uzbuvet viesnicu ar 150 vietam. Pilséta
ieradas zemnieki no laukiem, tacu viniem nebija sava nama: telpas naksnoSanai pie stadulam
neparedzgja, tade] atbraucgji izmantoja s€tas pussabrukuSas majas. leceréja zemniekiem celt
divus namus — Vecliepaja un Jaunliepaja. Pilsétas iedzivotajiem nebija pieejamas dezinfekcijas
kameras, kas bija loti pieprasitas. Vajadzibas nesp&ja nodro$inat ar1 pirtis, kuru ekspluatacijas
laiks bija 4-5 gadi: Liepdja bija nepiecieSams kombinats ar vannam un velas mazgatava.

Parku, bulvaru un skvéru labiekartojums Liepaja nebija apmierinoSs. Namu parvalzu
teritorijas un ielas veica koku, kriimu un zalienu inventarizaciju (25): sastadija planus un aktus,
kurus iesniedza namu parvaldém. Noteica atbildibu par koku, krimu un zalienu uztur€Sanu,
laistiSanu un aizsardzibu, bet milicijas konstat€to sistematisko parkapumu gadijumos — ari
kriminalatbildibu (27). Noléma uzstadit pieminekli boja gajusajiem Liepajas aizstavjiem (26).
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1946. gada Tosmar€, Jaunaja pasaulé, Ziemelu un Dienvidu priekspils€tas, Vecliepaja
iedalifja zemesgabalus individualai biivniecibai (30). Kops 1946. gada 19. janvara satiksmi no
Uzvaras (Iidz 1945. gadam Rozu) laukuma Iidz Karostai un dzelzcela pasazieru stacijai
nodros$inaja autobuss (28) un tramvajs (29). Dibinaja zvejnieku arteli “BolSeviks”.

Padomju valdiba pazinoja par jauna administrativi-politiska dalijuma izveidi LPSR un ari
Liepaja, kur dzivoja ap 84 000 iedzivotaju, bet Tirdzniecibas osta, ripnieciba un dzelzcela
mezgls veicindja iedzivotaju skaita pieaugumu. LPSR Ministru Padome (turpmak teksta MP)
rosinaja izveidot Liepaja tris rajonu darbalauzu deputatu Padomes un izpildkomitejas. Liepajas
pilsétas darbalauzu deputatu Padomes izpildkomiteja (turpmak teksta DDPI) 1946. gada
24. aprili pienéma lémumu Nr. 451 (31) par izmaindm Liepajas administrativi-teritorialaja
iedalijuma, radot tris rajonus ar DDPI katra: pils€tas ziemelu dala — Stalina varda nosauktu pirmo
rajonu, pils€tas centralaja dala — Kirova varda nosauktu otro rajonu, bet pilsétas dienvidu dala —
Lenina varda nosauktu treso rajonu. LPSR MP priekSseédétajam sagatavoja liigumu: iepazistinat
PSRS MP prieksseédetaju Stalinu (Mocug¢) Buccapuonosuy Cmanuwn, istais vards Hocugh
LDicyeawsunu; 1878-1953) ar priekslikumu, lai sanemtu ,,vadona un skolotaja” atlauju nosaukt
Stalina varda Liepajas pirmo rajonu, kura bitu ieklauta Jaunliepaja, Kara pilsétina, birzs un
riipnica ,,Tosmare”. Uzskatija, ka partijas organizaciju tuvinasana stradnieku rajoniem sekmés
darbu ripnicas un Liepajas izaugsmi. Ripnica ,,Tosmare” Medvedkova un Virzina vadiba
organizgja lémumam Nr. 451 veltitu sapulci, kura piedalijas 920 cilveki. No Liepajas uznémumu
vaditajiem pieprasija izzinas par stradajoSo skaitu, lai aprékinatu pils€tas iedzivotaju skaitu.
Liepaja 1946. gada 1. marta pastavéja Jaunliepajas un Vecliepajas rajoni.

Riga pie LPSR MP nodibinaja Arhitektiiras lietu parvaldes Republikaniskas arhitektiiras-
planoSanas darbnicas (1945), un arhitekts Vitalijs Ivanovs (1909—1964) izstradaja priekSlikumu
skices Liepajas planojuma attistibai. Uzklausot projekta autora zinojumu un izskatot skices (32),
Liepajas pilsétas DDPI 1946. gada 16. augusta noléma: uzskatit par pareizu, ka pienemtais
iedzivotaju skaits Liepaja turpmakajos 15-20 gados biis 150 000, bet pirmaja karta Iidz
1950. gadam — 100 000; atbalstit piedavato sociali-ekonomisko specializaciju, kas nosaka
pilsétveidojoSo faktoru — riipniecibas, transporta u. c. perspektivo attistibu; akceptét dzivojamas,
razoSanas un noliktavu apbiives teritoriju izvietojumu un jaunas SkiroSanas stacijas izbiivi
Alandes stacijas apkaimé aiz pilsétas robezam. Sakara ar to, ka pilsétas izaugsmei piemeérotas
teritorijas bija loti ierobeZotas, teritorialai attistibai paredz&ja Tosmari, piepilsétas zemes
ziemelaustrumos, platibas Tosmares ezera rietumu un ziemelu piekrast€ un pret§ja krasta
ziemelu dala. Dzelzcela atzarus paredzgja izveidot gar kanalu, bet dzelzcela saimniecibu — precu
stacijas rajona. lecer&ja Tirdzniecibas ostu parcelt no kanala uz Ziemas ostu. Galas kombinatu,
spirta riipnicu, veterinaro kltniku sanitaru apsvérumu dé| ieteica buivét zemesgabalos jauna vieta.
Uzskatija par meérktiecigu un pareizu Zivju kombinatu parcelt uz citu vietu, pieprasot Zivju
ripniecibas ministrijas slédzienu. Parades magistralu izveidei bija nepiecieSams lidz 30 —
35 metriem paplasSinat Rigas, Peldu, Graudu, Jiirmalas, Ezera un citas ielas, bet Brivibas, Ganibu
un citas ielas parvérst par transporta magistralém. leceréja ap Uzvaras laukumu izveidot
administrativo centru, bet pilsétas rajonos — zalo zonu. Akceptéja zongjuma sheému celtniecibai,
jauna tramvaja tilta biivniecibu par kanalu Rigas ielas ass virziena, ka ari dzivojamas apbiives
eku tipus, saglabajot procentualo attiecibu — tris Iidz Cetru stavu €kas 35%, divstavu ekas 30%,
vienstavu blok&tas un individualas €kas 35%. Aprékina laikam pienpemta dzivojamas platibas
norma bija 12 m?, bet pirmaja karta — 9 m?. Pilsétas komunalai saimniecibai (Markevics), planu
nodalai (Zanuzdanova) un pilsétas galvenajam arhitektam Vitolnickam uzdeva Ilidz
1. septembrim sastadit biivniecibas pirmaja karta (1946-1950) celamo dzivojamo, socialas-
kultiiras-sadzives un komunalo objektu sarakstu, ka art liigt LPSR MP apstiprinat skices Liepajas
planojuma attistibai un pieskirt lidzeklus generala un detala planojuma izstradei. Liepaja Iidz
1947. gada sakumam bija javeic geodéziska uzmérisana planu M 1:2000 izgatavosanai.

Arhitektiiras lietu Komitejas pie PSRS MP priekSsédeétaja vietnieks V. R. Rubanenko
1946.gada 1.novembri apstiprindgja ,Instrukciju celtniecibas  komplekso = shému
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1946.-1950. gadam sastadisanai” (77) un 7. novembri izdeva pavéli Nr. 891 (78) par celtniecibas
komplekso shému izstradi; pielikuma pievienoja pilsétu sarakstu. Arhitekttras lietu parvaldes pie
LPSR MP prieksnieks Kise 13. decembrT izdeva pavéli Nr. 155 (79) par celtniecibas kompleksas
shémas izstradi Liepajai.

Liepaja lidz 1946. gada 15. oktobrim iecer&ja labiekartot Stacijas laukumu, novakt drupas
pilséta un Birzas laukuma, ka arT institiita ,,Latzilkomunstroj” direktora Klavina vadiba uzstadit
pastavigas tribines (33). Lai iesp&jami atrak labiekartotu Lielo un Rigas ielu (34), galvenajam
arhitektam Vitolniekam pieprasija Iidz 5. septembrim izstradat projektu Parades laukuma
izveidei teritorija starp Rigas ielu, Jauno Ostmalu, galas un piena kombinatiem.

1947. gada 21. februari Rubanenko adres€ja Liepajas pils€tas galvena arhitekta parvaldei
dokumentu Nr.82-3 (80) un noradija, ka Iidz 1. maijam jaizstrada ,Liepajas celtniecibas
kompleksa shéma 1946.-1950. gadam”. Arhitektiras lietu Komitejas pie PSRS MP
priek$sédétajs G. Simonovs 14. junija pavéle Nr. 302 pagarinaja beigu terminu lidz 1947. gada
15. julijam. Arhitekturas lietu parvaldes pie Latvijas PSR Ministru Padomes Arhitektiras
Padomes prieksSnieka pienakumu izpilditajs Dmitrijevs 27.junija véstulé Nr. 747 (81) par
izmainam informgja Liepajas pils€tas galveno arhitektu Vitolnieku.

Arhitektiiras lietu parvaldes pie LPSR MP Projektu un tamju ekspertizes birojs Riga,
Doma laukuma 6 sanéma Liepajas pamatplanu M 1:10 000 ar eso$o apbivi lidz 1946. gada
1. janvarim, ,Liepajas celtniecibas kompleksas shémas 1946.-1950. gadam” ras¢jumu uz
gaismas kopijas, paskaidrojuma rakstu un Liepajas pilsétas DDPI 1947. gada 23. maija lémumu
par ,Liepajas celtniecibas kompleksas shémas 1946.-1950. gadam” (36) priekslikuma
apstiprinasanu. Arhitekts-eksperts S. Razzivins (Pasorcusun) 19. septembri deva slédzienu
,Liepdjas celtniecibas kompleksai shémai 1946.-1950. gadam” (82) un noradija, ka triikst zinu
par komunalo organizaciju ieinteres€tibu un priekslikuma saskanoSanu ar pils€tas planoSanas
organizacijam. Paskaidrojuma raksta nebija sistémiski pamatoti principi celtniecibas
izvietojumam pils€ta, projektetie celtniecibas apjomi netika sasaistiti ar Valsts Plana un
ministriju piecgades planiem, trika saskanojumu ar ieinteres€tajam organizacijam, nebija
teritoriju sadalijums atsevisSkiem biivniekiem un nebija noraditi konkréti kanalizacijas,
tidensvadu un tramvaja sliezu celu ierikoSanas termini 1945.-1950. gada. Statistika
neatspoguloja kara laika zaud@to apbiivi un pils€tas attiriSanu no drupam. Pamatplana radita
esosa apbiive, tau bez tidensvada pils€tas ziemelu dala. Shéma celtniecibas apjoma lielako dalu
veidoja atjaunojamie ripniecibas uzp€mumi, kuriem nebija izSkiroSa nozime pilsétas
noform&uma. Uzskatija, ka Piena kombinata novietojums Jaunaja Ostmala var traucét pie
tramvaja tilta pareizi izveidot Parades laukumu — nozimigu komunikacijas vietu Liepaja.
Daudzam kapitali remontgjamam &€kam nebija noradits iemesls to mérktiecigai atjaunoSanai —
iesp&jams tadel, ka namus uzskatija par vertigiem. Pilsétas centra jaunu €ku biivnieciba pie ielam
un laukumiem bija javeic saskana ar shemu. Lai giitu vislielako efektu vienotas apbiives izveidg,
bija nepiecieSams atjaunot Lielas ielas apbiivi, uzbiivgjot viesnicu, apgabala parvaldes €ku un
piecstavu dzivojamo namu, bet Uzvaras laukuma pretéja pusé — dzivojamo namu. Iebildumus
radija viesnicas €kas gala fasades orientacija pret Lielo ielu, ka ar Cetrstavu dzivojama nama
novietojums Pasta un Graudu ielu stiir1, kur bija vesturiski izveidojies ielu saslegums, kuru bttu
jarekonstrug, tade|] So namu ieteica izvietot galvenaja iela. Individualo €ku celtniecibu paredzgja
Cetros pils€tas rajonos, bet apbiivi no pils€tas centra un ripniecibas uznémumiem 3 km attalaja
dienvidu rajona noraidija. Tramvaja linijas izbiivi pils€tas ziemelu dala atbalstija, tau uzskatija,
ka tas izbiive Iidz Pérkones upei nebija pamatota: pirmaja karta ieteica izbiivet sliezu celu lidz
kapsetas ziemelu robezai. Kanalizacijas un tidensvada ierikoSanai nebija noradits laiks — tas
varéja apgritinat ieceres istenosanu. Udenstorna novietojums pie galvenas ielas preti
izpildkomitejai nebija pienemams. Pils€tas apzalumoSana iebildumus neradija, tacu stadijumus
neieteica iekopt Tirdzniecibas kanala austrumos uz salas, kuras konfiguraciju iecergja mainit.
Lidz projekta pilnigai pabeigSanai bija jasagatavo dokumenti celtniecibas Isteno iesp&ju
apliecinasanai, japrecizé piecstavu dzivojama nama un individualas apbiives izvietojums,
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janorada shéma divstavu dzivojamo &ku, veikalu un bérnudarzu, idensvada un kanalizacijas
izbiive 1946.-1950. gada, jaorient€ jaunas viesnicas &kas galvena fasade pret Lielo ielu un
jaizverte stadijumu nepiecieSamiba sala.

Arhitektiiras lietu parvaldes pie LPSR MP Arhitekttras Padomes 1947. gada 29. novembra
sedeé Arhitektiiras lietu parvaldes pie LPSR MP priekSnieks Kise, Arhitektiiras Padomes loceklis,
arhitekts-eksperts, docents Osvalds Tilmanis (1900-1980), Projektu un aprékinu ekspertizes
biroja prieksnieks Minuhins, Pils€tu planoSanas nodalas vaditajs Kramarevs, Galvenas
Arhitektiiras Celtniecibas komitejas galvenas inspekcijas prieksSnieks Aizsilnieks, Pils€tu
planosanas nodalas vecakais arhitekts Udris, Liepajas pilsétas galvenais arhitekts Roberts
Vitolnieks, Jelgavas pils€tas galvenais arhitekts V. Laks, Liepajas attistibas projekta autors
Vitalijs Ivanovs, Republikaniskas Arhitektiras-planosanas darbnicas arhitekts-eksperts
S. Razzivins un sekretars Plavinskis izskatfja Liepajas un Jelgavas pils€tu turpmakas attistibas
iespejas. Protokola Nr. 54 (83) bija teikts, ka arhitekta Vitolnieka izstradata ,,Liepajas
kompleksas celtniecibas shéma 1946.-1950. gadam” tiek apstiprinata ar nosacijumu: tris ménesu
laika saskana ar noradijumiem preciz€ams un papildinams paskaidrojuma raksta teksts,
japaskaidro shémas rezultati un plana japarada pilsétas ziemelu dala esoSais fidensvads.
Udensvada, kanalizacijas un tramvaja Iiniju papla§inasana japrecizé lidz 15. julijam.

Liepaja 1947. gada otraja kvartala saka attirit bavlaukumu, bet lidz 1. novembrim bija
jasagatavo projekta dokumentacija, lai péc tas apstiprinasanas varétu sakt blokekas celtniecibu
Pasta un Graudu ielu start (35). Liepaja dibinaja Ekspedicijas zvejas parvaldes Liepajas bazi
(1947), veica sagatavoSanas darbus jaunas tramvaja linijas un viesnicas izblivei, sariipgja
lidzeklus pirts remontam, friz€tavu un velas mazgatavas darbibai, iebraucamo s€tu un kapsetu
labiekartoSanai. Sarkanarmijas iela 36/38 btivéja autoremonta riipnicu — peckara piecgades
lielako uzp@mumu Liepaja (Gintners, 2004: 52), paplasindja Liepajas gazes elektrostaciju.

Liepaja divos pirmajos péckara gados iedzivotaju skaits pieauga lidz 110 000. Darbu
uzsaka riipniecibas, arstniecibas, sadzives, kultiiras un izglitibas uznémumi. Liepajas pilsetas
DDPI un LK(b)P Liepajas pilsetas komitejas operativu vadibu un kontroli ikdiena apgriitinaja
iedzivotaju apkalpoSana kultiiras, komunalaja un sadzives jomas. Masveida palielingjas politiska
aktivitate, partijas pirmorganizaciju un komunistu skaits. Nemot véra 14 km garas pilsetas
izvietojumu un geografiskas ipatnibas, ka ari nepiecieSamibu pietuvinat iedzivotajus vietgjiem
partijas un padomju varas organiem (37), Latvijas Komunistiskas Partijas Centralajai Komitejai
un LPSR MP pieprasija sagatavot peticiju iesniegSanai Vissavienibas Komunistiskas (bolSeviku)
Partijas Centralajai Komitejai un PSRS MP, lai LPSR Augstakas Padomes prezidijs sanemtu
atlauju veikt rajonéSanu Liepaja. Péc iedzivotaju skaita, ripniecibas uzpémumu, kultlras,
izglitibas, komunalo, sadzives un citu raditaju izvert€Sanas pilsétd bija jaizveido tris
administrativie rajoni un tiem jaapstiprina nosaukumi: Irajonam — Vecliepaja, II rajonam —
Jaunliepaja, III rajonam — Ziemelu (38). Pamatojoties uz LPSR MP rezoliiciju, Liepajas pilsétas
DDPI piepéma I€mumu, ar kuru pasludinaja Liepajas pilsétas teritoriju par slégtu. Sakot ar
1948. gada 1. janvari (40) civilpersonam atlava ierasties Liepaja, uzradot Juras-Kara komandanta
izdotu caurlaidi.

1948. gada Liepaja rupé&jas par stadijjumiem (42): apstiprindja rekonstrukciju projektus
Uzvaras laukuma dalai starp Stendera, Baznicas, Lielo un Pumpura ielu, skvériem Padomju
prospekta, Jiras, Marijas (no 1955. gada Jekaba DubelSteina) un Graudu ielu krustojuma un
Rigas un Raina ielu krustojuma (41). Komunalas dalas vaditaja Bilevic¢a vadiba lidz 1. jalijam
sliezu parkartoSanas izveidoto apvedcelu ap bijuSo Rozu laukumu (44). Satiksmi Liepaja
nodro§indja Cetras tramvaja linijas (Gintners, 2004: 52). Tilts, kuru izmantoja tramvaja un smaga
autotransporta kustibai starp Jaunliepaju un Vecliepaju, bija avarijas stavokli (43), tadel]
1948. gada 3. ceturksni to noléma atjaunot. Remonta darbu laika satiksmi novirzija pa dzelzcela
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tiltu. Liepajas aizstavéSanas cinas krituso padomju karaviru kapos vasara uzstadija pieminekli,
darinatu p&c telnieka Ridolfa Aldera (1907—-1987) meta un arhitekta Vitolnieka aprékiniem.

1949. gada Labiekartosanas kantora direktora ZiliSa vadiba Uzvaras laukuma
paplasinagjuma un pie Lielas un Radio ielam Iidz 1. maijam ierikoja atpiitas vietu ar koku,
dekorativo krimu un ziedu stadijumiem noformé&tu bérnu laukumu, bet Pasta, Radio, Marijas
iela — labiekartotu skveru (lidz 1. jinijam). Pasta automasinu stavvietam paplasinaja Pasta un
Radio ielas. Labiekartoja Komjaunatnes ielu un Komjaunatnes laukumu (Iidz 1. maijam), skvéru
Republikas un Krisjana Valdemara ielu paplasinajuma (Iidz 21. jilijam) un Uzvaras (kops 1945,
tagad Uliha) ielas un Padomju prospekta stiiri. Nojaucot €kas Marijas iela 20 un 18, Ausekla
iela 3 un 5 un Diku ielu 2 un 4, paplasingja laukumu, kuru Iidz 1. jilijam labiekartoja. Vecaja
Ostmala turpinaja novakt drupas, lai péc projekta izstrades izveidotu bulvari. Izprojekt&ja
laukumu Padomju prospekta nosléguma, kur lidz 15. maijam iestadija kokus; stadijumus
papildinaja kiirorta ,,Liepaja” (direktors Popovs) teritorija. Arhitekts Vitolnieks izstradaja
projektu Raina parka parveidei un zaliena laukumam starp Je€kaba un Lielo ielu. LabiekartoSanas
kantora Parku un zalo stadijjumu prieksSnieka Treilona vadiba paredz&ja lidz 1. maijam ierikot
apstadijumus teritorija starp Brivibas, Tirgus un Kolhoznieku (tagad Zemnieku) ielam lidz piena
kombinatam. Jaunliepajas pusé kanalmala pie tilta Iidz 1. maijam uzstadija noZzogojumus, bet
lidz 1. oktobrim labiekartoja Parades laukumu. Skolas ielas posmu starp Jana un Komunalo
(kops 1948, tagad Baznicas) ielu lidz 1. oktobrim paplasinaja. Ventspils ielas parku lidz
1. novembrim labiekartoja. Pils€tas nomalajas ielas Iidz 1.julijam ierikoja elektrisko
apgaismojumu (45).

Saskana ar LPSR MP 1948. gada 29. oktobra nolikumu Nr. 1229 par kultiiras pieminek]u
aizsardzibas darba uzlaboSanu un instrukciju arheologisko un véstures piemineklu uzskaitei,
registracijai, saglabasanai, Liepajas pilsétas DDPI 1949. gada 23. septembri pienéma lémumu
Nr. 677 ,,Par vésturisko piemineklu uzskaiti un saglabasanu Liepaja”.

Dzivojama fonda atjaunosana un celtnieciba atpalika no riipniecibas un transporta
attistibas: uznémumu direktoriem izvirzija pienakumu sariipét lidzeklus patstavigu dzivoklu
celtniecibai. Finans€jumu dzivojamo €ku, komunalo un izglitibas objektu biivniecibai pieprasija
arT no ministrijam. Apstiprindja projektu dzivojamai &kai, kuru paredzgja 1950. gada bivet
Karla Marksa (no 1949, tagad Graudu) un Pasta ielu stiiri. 1950. gada darbu plana ieklava
dzivojamo €ku atjaunoSanu Autoru iela 4, Pasta iela 28, Imanta Sudmala (no 1946, tagad Kungu)
iela 49 — tehniskas dokumentacijas izgatavosanas termins bija 1949. gada 1. oktobris (47), pirts
rekonstrukciju Jelgavas iela 17, vidusskolas €kas celtniecibu Kriimu iela 39, kinoteatra atvérSanu
dievnama telpas Jaunliepaja, Brivibas un Tirgus ielu stir1. Lai neaizkavetu pilsétas atjaunoSanu,
tdensvada un kanalizacijas pirmas kartas izbiivi un pils€tas transporta rekonstrukciju, tika
veicinata Liepajas generala plana shémas izskatiSana un apstiprinasana. lecer&ja uzbuvét lasitavu
Piejuras parka, labiekartot Stacijas laukumu un ierikot laivu nomas staciju. Pils€tas galvenajam
arhitektam Afanasjevam vajadzgja izstradat padomju varas desmitgadei veltita pieminekla-
monumenta projektu un Iidz 1949.gada 1.novembrim iesniegt Liepajas pilsétas DDPI
apstiprinasanai (46).

Liepajas saimniecibas atjaunoSanas un attistibas 1950. gada plana projekta ietvera tramvaja
sliezu celu rekonstrukcijas tehniskas dokumentacijas izstradi. Paredz&ja: pilsétas centralaja dala
tramvaja satiksmi aizstat ar trolejbusiem, ierikot tramvaja liniju uz Cukurfabriku un fabriku
»losmare” un izveidot jaunu tramvaju parku pilsétas nomalg, jo esoSaja depo nebija remonta
bazes un vajadzigais vagonu skaits. Trolejbusu Iinijas pirmas kartas izbiivi ieceréja veikt
1951. gada. Centralizétas tidensvada un kanalizacijas izbtvei bija nepiecieSams paplaSinat
elektrotiklus, jo esoSie inzeniertikli vairs neatbilda tehniskajam prasibam. EsoSais tilts
neapmierindja pilsétas transporta prasibas un apgriitindja normalu satiksmes kustibu, tade]
1950. gada iecergja sakt izpetes darbus un projektét jaunu tiltu pilsétas centra pari kanalam.
Liepaja kara laika pilniba vai dalgji biga zaudgja 212 600 m? dzivojamas platibas, tacu tris gadu
laika tika atjaunoti tikai 12500 m® vai 6%. Liepaja 1949. gada dzivoja 72 500 cilveki,
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parsniedzot par 32% pirmskara iedzivotaju skaitu. 1950. gada paredz&ja pabeigt lietuves ceha
buvniecibu, palielinat razosanu metalizstrades, tekstila galanterijas un kokapstrades kombinatos.
Liepajas skolas macijas 6831 audzekni, un macibas organiz&ja divas mainas. Liepaja iecergja
1950. gada uzsakt izpétes darbus, lai péc tipveida projekta 1951. gada uzbiivétu jaunu skolu, ka
ar1 paredzg&ja atvert bérnu tuberkulozes sanatoriju (46).

Liepajas centra apbiives atjaunoSana 20. gadsimta piecdesmitajos gados

1950. gada pirmaja kvartala Pilsétas arhitekta Afanasjeva vadiba izstradaja projektu
Stacijas laukuma un striiklakas rekonstrukcijai. Biivdarbu izpildi uzraudzija Valsts arhitektiiras
un celtniecibas kontroles inspektors Vitolnieks (47). Liepajas pilsétas DDPI 1950. gada 21. aprili
apstiprindja planosanas uzdevumu tilta biivniecibai par Tirdzniecibas ostas kanalu (48): lidz
1. oktobrim bija jasagatavo divi varianti — izpildijumam no dzelzsbetona un metala, ka ari
arhitektoniska noform&juma priekslikumi. Projektéjama tilta ass novietojumu noteica pilsétas
arhitekts, bet tilta platumu — asfaltéta brauktuve ar viena limeni izvietotam divam tramvaja liniju
un automasinu kustibas joslam un gajéju ietvém brauktuves katra pus€. LPSR Komunalas
saimniecibas ministrijas Republikaniskais projekteSanas trests uzsaka izpetes darbus un projekta
dokumentacijas izstradi, kuru veica tr1s stadijas: projekta uzdevums, tehniskais projekts un darba
Zim&jumi.

Liepaju ar 64 200 iedzivotajiem 1950. gada augustd pasludinija par slégtu pils€tu.
Padomju armijas demobilizéto karaviru ierasanas mehaniski palielinaja iedzivotaju skaitu pilséta,
un nacionalais sastavs strauji izmainijas. Bijuso ,,Olimpijas” stadionu fortos sakartoja, un to
atklaja ka ,,Dinamo” stadionu. Pedagogiskas skolas vieta 1. septembri darbibu saka divgadiga
augstaka macibu iestade — Liepajas Skolotaju instithts (Gintners, 2004: 53).

1951. gada pirmaja pusgada no drupam bija attirita Liela, Skolas un Jiras iela un Veca
Ostmala, bet gruvesus vél vaca Vitolu iela (Gintners, 2004: 53). Labiekartoja parkus, skverus un
pludmali, laukumus Birzas un Skolas ielas un Padomju prospekta gala, tomér darbu kvalitate
nebija apmierinosa (49). Liepajas pilsétas DDPI pienéma I€mumu Nr. 546 par parku kanalu,
gravju un diku tiriSanu. Jaunliepaja atvéra biblioteku, bet ripnica ,,Sarkanais Metalurgs” —
Baltija pirmo skarda velmé&tavu. 1912. gada dibinato eksportkautuvi parveidoja Liepajas galas
kombinatu. 30.junija atklaja vidusskolu Krimu iela 39 (vélak 11. vidusskola). PSRS MP
18. augusta pienéma I€mumu par Liepajas Tirdzniecibas ostas akvatorijas un tai pieguloSo
teritoriju ar piestatném, krasta biivém un iekartam atdosanu lidz 1952. gada 1. janvarim 4. juras
karaflotei (Gintners, 2004: 53). Tirdzniecibas osta izbeidza saimniecisko darbibu un pielagoja
militarajam vajadzibam.

1952. gada Liepajas apzalumoSanas plana paredzgja iestadit ziedus, 19 100 kokus un
kriimus ielas un skveéros, Piejuras un Raina parkos, pludmalg. Piejiiras parka kapitali remont&ja
celinus un uzstadija stacionarus solinus. Aleja, kas veda uz jiru, izvietoja Cetras dekorativas
ziedu vazes. Komjaunatnes ielas gala Iidz 21.julijam ieceréja uzbuvet pilsétas arhitekta
projektétu ieejas arku, bet bérnu laukuma — uzstadit sénites un skulptiiru ,,Zéns ar bumbu” (50),
izveidot kalnigpu (Iidz 1. maijam) un volejbola laukumu (Iidz 15. maijam). Restorana ,,Jura”
direktoram Liskovam vajadzgja Piejliras parka bérnu laukuma uzstadit paviljonu saldéjuma un
atspirdzinoSo dze€rienu tirdzniecibai, bet pludmalé atklat vasaras paviljonu. Padomju prospekta
gala labiekartoja parku, novietoja Cetras dekorativas ziedu vazes un skulptiiru ,,Laivinieks ar
airi”, solinus un telefona aparatus. Pludmal€ izvietoja seSas sénites, divus telefona aparatus un
stacionarus solinus. Dekorativas vazes uzstadija ar1 Lielas ielas abas pus€s un skvéra zaliena pie
teatra. Saskana ar skici Lielas, Jiras un Radio ielas apkaimé Iidz 1. maijam ierikoja skveéru.
Lielas un Juras ielas skvéra uzstadija solinus un Iidz 21. julijam novietoja skulptiiru ,,Meitene
tautastérpa”, bet Komjaunatnes laukuma — skulptiiru ,,Pionieris ar baloziem” (50).

Uzvaras laukuma uzstadija Goda plaksni un solinus, novietoja divas dekorativas ziedu
vazes. BijuS§a Armijas ekonomiska veikala vieta [idz 1. maijam labiekartoja laukumu — ta sturt
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izveidoja puku dobi, uzstadija solinus, metala tvertnes atkritumiem un piena kombinata direktora
sariip€to sald€juma un atspirdzinoso dz€rienu paviljonu. LPSR MP (4) un Liepajas pilsétas DDPI
maija pienéma Iémumu (51) uzcelt Padomju (apgabala) Namu Liepajas administrativa centra
izveidei Uzvaras laukuma. Piesaistes un labiekartojuma projektd paredz€ja pirms celtnes
laukumu V. I. Lenina bronzas skulptiirai. Augusta saka rakt nama buvbedri. Vecaja Ostmala
posma starp tiltiem iecer&ja Iidz 21. julijam izveidot bulvari.

Parades laukumam 1idz 1. novembrim izstradaja planojumu, un &ku gala fasades
apzalumoja ar vitenaugiem. Raina parka lidz 15. maijam iecergja izveidot divus volejbola
laukumus un kriimu dzivzogu gar Brivibas ielu, bet celinu malas lidz 1. maijam bija jaizvieto
stacionari solini un kalnina jalabiekarto skatu laukums, ka ar1 prett Dzelzcelnieku ielai jauzstada
divas dekorativas vazes. Liepajas galvenais arhitekts Zeltens izgatavoja planojumu parkam
Ventspils iela, kur I1idz 1. aprilim iekopa stadijumus.

Saskana ar Liepajas pilsétas galvena arhitekta 1952. gada 27. februari izsniegto un LPSR
MP Arhitektiiras lietu parvalde 1952. gada 18. marta apstiprinato arhitektiiras planoSanas
uzdevumu Nr. 031, LPSR Republikaniska projektu institita arhitekts Vladimirs Kruglovs
(1902-7?), izmantojot 1947. gada uzme&rjjumu ,,sarkano Iiniju planam”, izstradaja detalplanojumu
(1953) Liepajas pilsétas centralai dalai (84). ProjektéSanai izmantoja bijuSajas Arhitektiiras-
planoSanas darbnicas izgatavoto generala planojuma shému, kas 1950. gada ar rezoliciju
Nr. 1389 bija apstiprinata LPSR MP.

1954. gada 1.janvari darbu saka uz Lokomotivju un vagonu remonta riipnicas bazes
izveidota Liepajas Lauksaimniecibas masinu ripnica (,,LiepajselmasS”). Liepajas Skolotaju
instititu parorganiz&ja par Cetrgadigu Valsts pedagogisko institiitu (Gintners, 2004: 54).

1955. gada 18. marta PSRS MP apstiprinaja macibu iestadi zivju ieguves specialistu
sagatavosanai — Liepajas Jurniecibas skolu. Lielo un Tirgonu ielu 21. aprili pardévéja par Lenina
ielu (Gintners, 2004: 55). Liepajas labiekartosanas darbu plans (52) paredz&ja lidz 15. maijam
iestadit 200 kokus Piejiiras parka un 300 kokus Raina parka, bet Ventspils ielas parka — 200
kokus un 400 krimus, ka ar1 iekopt puku dobes un ierikot bérnu laukumu (52). Labiekartosanas
kantora dekorativo koku audzetava iestadija 1000 koku stadus.

Liepajas pilsetas aizstavjiem 1941. — 1945, gada Tevijas kara iecer€ja uzstadit pieminekli.
Komisijai, kura ieklava Liepajas pilsétas DDPI priekssédétaju Leini, LKP pilsétas komitejas
pirmo sekretaru (1953) Indriki Pinksi, politdalas vaditaju Smirnovu, laikraksta ,,Komunists”
redaktoru Blimu, pils€tas galveno arhitektu Robertu Vitolnieku, Liepajas muzeja direktoru Jani
Sudmali (1887-1984) un Liepajas lietiskas makslas skolas direktoru Mozeiku (53), vajadzgja
lidz 1955. gada 25. aprilim izraudzities vietu monumenta novietosanai.

1956. gada 1.janvari Piejuras parka muzikala gliemeznica (137 m?), stacionarie koka
solini, koka noZogojums un kases kiosks nonaca Liepajas pilsétas DDPI Kultiiras nama (vaditajs
Nikolajevs) parvaldiba (54). Piejiiras parku noléma paplasinat, lai pils€tu pasargatu no jiiras
vgjiem un uzlabotu iesp&jas atpiitai (55). Aprili iedzivotajus, uzn@mumu parstavjus un kareivjus
lesaistlja parka ziemelu dalas uzkopSanas darbos. Saraksta katrai organizacijai noradija
izpildamo darbu apjomu. Septembri pienéma l€émumu par sabiedriskas tualetes biivniecibu
Piejiiras parka. Liepajas pilseétas DDPI priek$sédétaja Dundura vadiba no 5. oktobra lidz
1. novembrim organiz&ja Meza un darza dienas (56). Apstiprinaja koku un kriimu stadiSanas
planu, noradot pilsétas uznémumu parstavju lidzdalibu un atbildibu $aja pasakuma. Istenoja
pilsétas arhitekta Vitolnieka ieceri: teritorija no Padomju prospekta lidz zvejnieku artelim
,,BolSeviks” iekopa Jaunlaulato parku, kuru miisdienas izmanto sunu pastaigam. Juras piekrasté
tris kilometru gara josla tika raditi Latvija lielakie déstitie stadjjumi. Liepajas meZnieciba radija
kokaudzétavu labiekartosanas vajadzibam. Decembri apstiprinaja Liepajas galvena arhitekta
Vitolnieka sastadito Arhitektiiras projekteSanas uzdevumu piecstavu dzivojamas &kas
buvniecibai Lenina 4/6 un Radio iela 11/13 (57): nama pirmaja stava paredzgja veikalus, bet divu
un tris istabu dzivokliem — pieslégumu centralajai apkurei, tidensvadam, kanalizacijai un
gazesvadam. Celtnieku iela 6/8 iedalija zemesgabalu Latvijas Republikaniska Radio centra
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televizijas retranslacijas stacijas izveidei. Tirdzniecibas osta atsaka darbibu. Grizupes iela uzcéla
dzelzsbetona konstrukciju rupnicu, un ta veicindja celtniecibas industrializaciju, riipniecibas
uznémumu un dzivoklu btivniecibu, tacu strauji pazeminajas €ku vizuala un tehniska kvalitate.
Pari Tirdzniecibas kanalam izveidoja koka tiltu uz paliem (60), bet metala tiltu demontgja.

1957.gada PSRS Transporta ministrijas celtniecibas organizacija ,,Moststroj”
(Mocmcemporr) (61) uzsaka tramvaja dzelzsbetona tilta biivniecibu. Pilsétas labiekartosanas darbu
plana (58) paredz&ja Raina un Ventspils ielas parkos iestadit kokus un izvietot solinus, izstradat
planojumu parkam pie Zvejnieku alejas (kops 1955), izvietot solinus skvéros Republikas un
Kr. Valdemara ielu sturi, pie Uzvaras un Raina ielam, ka ar1 Tirdzniecibas kanala krastmala
iestadit 25 kokus, izvietot solinus un ierikot zalienu. Pieminekla biivniecibas tehnisko uzraudzibu
veica Celtniecibas un arhitektiiras nodalas vaditajs Vitolnieks (58). Piejiiras parka lidz
15. aprilim uzbuvéja sabiedrisko tualeti, bet Iidz 1. junijam uzstadija t€lnieka Raimonda
Muzikanta (1924-2014) 1956. gada izgatavoto struklaku ,,Zivis”. Liepajas aizstavju pieminek]a
uzstadi$anai apstipringja tames (63). ProjektéSanas institita ,Latgiprogorstroj” arhitekti,
izmantojot trisstavu 27 dzivoklu €kas tipa projektu 1-430-2, izstradaja nama KurSu iela 11/13
(59) piesaisti. Primitivas buvformas sabiedrisko celtnu fona apbiivei izraisija iedzivotajos
negativas emocijas (9).

Liepajas Vispargjais Teritorialais Celtniecibas trests (turpmak teksta LVTCT) Uzvaras
laukuma mala uzbiivéja arhitekta Andreja Aivara (1909-1975) projektéto sabiedrisko &ku
(Lenina iela 14), kura vélak izvietoja Liepajas pedagogisko institiitu (64). Liepajas galvena
arhitekta Vitolnieka vadita komisija 1957. gada 16. decembri pienéma namu ekspluatacija.

1958. gada 16. maija Liepaja ka patstaviga saimnieciska apvieniba saka darboties Kultiiras
sanatorija ,,Liepaja” — otra ievérojamaka juras kiirvieta Latvija. Raina parku labiekartoja, bet
Piejiiras parku turpinaja paplaSinat (65) un parveidot, to apbtivéjot — Celtniecibas un arhitektiiras
nodalas vaditaja Vitolnieka uzraudziba (62) rudeni uzcéla kinoteatri “Dzintars” (5). Liepaja
lielakos uznémumus. lerikoja kanalizaciju, c€la individualas dzivojamas majas (8). Liepajas ellas
fabrika saka buvet ellas ekstrakcijas cehu.

1959. gada dzivojamo &ku un katlu majas celtniecibai Vitolu iela (67) apstiprinaja
projektésanas uzdevumu, bet institita ,Latgiprogorstroj” sagatavoja finanSu aprékinus (8).
Piejiiras parku turpindja paplasSinat un labiekartot: Kultiiras nodalai (vaditaja Balode) lidz
1. aprilim bija jasagatavo projekts atrakciju ierikoSanai, bet lidz 1. jiilijam janodroS$ina lasitavas
izbiive (68). LietiSkas makslas skola (direktors MozZeiks) 1idz 1. aprilim izstradaja Komjaunatnes
laukuma skvéra labiekartojuma projektu. Raina parka uzstadija izpletnu le€c&u torni, bet
Kolhoznieku iela turpinaja izbuivét otro kanalizacijas kolektoru. Paredzgja uzbtivet ar1 glabSanas
staciju, zivju veikalu un velas mazgatavas.

Laukumu starp pedagogisko instititu un Lauksaimniecibas masinu riipnica dzivojamo
namu ieceréja lidz 1. maijam labiekartot, bet Uzvaras laukumu — Iidz 1960. gada 1. jilijam, jo
lidz 1960. gadam vajadz&ja sakartot veikalu un sabiedrisko uzpémumu skatlogus un uzstadit
gaismas reklamas. Cimdeniekos maija atklaja Liepajas lidostu. Grobinas Sosejas abas pusé€s
iestadija kokus un uzsveéra iebraukSanu Liepaja. Elektriskajam apgaismojumam uzstadija
dzelzsbetona balstus. Kokapstrades kombinata ,,Baltija” uzbuvéja Liepaja pirmo tdens
attirianas staciju (jauda 73 m*/st.) (Gintners, 2004: 56). 21. jalija iela 17/23 un Plavu iela 7
iedalija zemesgabalu Liepajas celtniecibas skolas Nr. 3 buvniecibai (69). Komunalaja icla 10/16
un Sofijas iela 2/6 paredzgja celt viesnicu (70). LVTCT Liepaja uzbuveja bérnu slimnicu un
kirurgijas korpusu (71). Siena tirgus laukuma nosaukumu likvid€ja, €ku numeracija veidoja
Kursu ielai turpingjumu (72). Dzivojamas €kas Lenina iela 12 divas sekcijas lidz 8. jilijam
pienéma ekspluatacija. Jaunizveidota kafejnica Lenina iela 16/22 oktobri ieguva nosaukumu
,Kaija”. Liepajas garnizons bez liguma noslégsanas bija sacis Flotes oficieru namam izmantot
agrako LatvieSu biedribas namu Uzvaras laukuma 5/7 (74). No 1959. gada 1. oktobra uz pieciem
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gadiem tika noslégts ilgtermina res ligums, tacu Tres maksu neiekas€ja, nemot véra rnieka
iegulditos Iidzeklus. NovembrT apstiprinaja tami (6) Cetrstavu universalveikala €kas Lenina iela
1/5 darba zZim&umu izstradei (75).

Liepaja darbu uzsaka silikatkiegelu riipnica (Gintners, 2004: 56). No padomju republikam
iebrauku$o stradnieku izmitinasanai saka buvét vienveidigas kiegelu daudzstavu dzivojamas
€kas, kuras cilveka utilitaro vajadzibu apmierinasanai paredz&ja mazgabarita dzives telpu — divu
vai tris istabu dzivoklus, ignorgjot estétiskas un socialas vajadzibas. Decembri kvartala starp
Eduarda Veidenbauma, Plavu, 21. jilija (kops 1940, tagad Klava Ukstina) un Siena ielu iedalija
zemesgabalus dzivojamo €ku celtniecibai Siena iela 7, 9, 11 un 21. jalija iela 1 un 3 (76). Siena
ielu papla$inaja, nojaucot &kas, tadel septinam gimeném ieradija citas dzivojamas telpas. Vitolu
ielas sagrautas apbiives vieta sakotn&ji iecer&ja iekopt stadijumus, lai centra apbuvi saistitu ar
parku. Novembr1 apstiprindja tami, un Vitolu iela uzc@la trispadsmit piecstavu dzivojamos
namus (1958-1959, arh. Arvids Blaubergs (dz. 1906)). Ja pirmie nelielie dzivojamie rajoni
nedaudz ieklavas pilsétu apbuve, tad ap 1960. gadu uzsaka masveida dzivojamo namu
biivniecibu. Liepaja ieviesa pierobezas reZimu: iebraukSanai pilséta bija nepiecieSama atlauja,
pludmales apmeklI&juma laiku ierobezoja (73).

Liepajai izstradaja projektu pirmas Kkartas celtniecibai 1959.-1965. gadam (1959,
arh. Pavels Seleckis (1913-1971) un Iréna Rubauska (dz. 1930)). Pari Tirdzniecibas ostas
kanalam uzbiivgja tramvaja tiltu (1960) un koka palu tiltu 1963. gada nojauca. Jaunaja Ostmala
izveidoja Parades laukumu, tacu 1958. gada aizkavgjas Liepajas aizstavju pieminekla (1960,
arh. Janis Licitis, t€ln. Egons Zvirbulis (1907-1986)) mala etalona izveide kombinata ,,Maksla”
(direktors Rindulis). Bronzas figliru iecer&ja izgatavot lidz 1959. gada 1. aprilim un pieminekli
atklat 1. maija (66), tacu atklaSanas svinibas notika 1960. gada.

Secinajumi

Cetrdesmitajos gados Liepaja padomju darbinieku un partijas parstavju vadiba ar vietgjo
iedzivotaju un karagiisteknu lidzdalibu uzsaka kara seku likvidaciju — vaca drupas un
labiekartoja pilsétu, iekopjot stadijumus. Velak atjaunoSanas darbus organiz€ja planveidigi,
masveida iesaistot armijas kareivjus un uznémumu stradniekus. Vides labiekartojuma kvalitate
bija zema. Kop§ 1945. gada oktobra padomju valdibas noradijumus Liepaja saka pildit ievelets
Padomes priekSsedetajs: pasvaldiba pien€ma un istenoja lémumus valdibas un armijas intereses.

Péckara pirmajos gados tautsaimniecibai nozimigi kultiiras, arstniecibas, raZzoSanas un
transporta objekti — dzelzcels, ostas, sabiedriskais transports — nonaca padomju iestazu un
armijas parvaldiba. Liepaja uzsaka nacionaliz€to un varas iestaZu parpemto TpasSumu
inventarizaciju un ar razoSanu un transportu saistitu objektu atjaunoSanu. Vietgjos iedzivotajus
lesaistlja razoSanas veicinasanai.

Liepaja kluva par republikas nozimes pilsétu, kura mehaniski palielinaja iedzivotaju skaitu.
Pilseéta dibindja partijas pirmorganizacijas, izraisija maksligu iniciativu administrativi-politiska
dalfjuma izmaipam, lai ietekmé&tu pilsétbiivnieciskus risingjumus. Sociali-ekonomisko
specializaciju izpostitas Liepajas atjaunoSanai un perspektivai attistibai noteica viesarhitekts,
kur§ izstradaja padomju valdibas interesém atbilstoSu planojuma shému. Vietgjie arhitekti,
sekojot diktatam, izstradaja planojumu ,,Celtniecibas kompleksajai shémai 1946.—1950. gadam”,
kura noradija atjaunojamas &kas un jauncelamos sabiedriskos objektus. Karadarbibas laika
cietuSo apbiivi pils€tas centra nevis atjaunoja, bet galvenokart nojauca. Saskanpa ar padomju
valdibas intereses lob&josu shému, izstradaja pirmos pilsétvides rekonstrukcijas projektus
transporta atjaunosanai, lai nodroSinatu stradajoSiem satiksmi starp raZzotn€m un dzivesvietu.
LabiekartoSanas darbos iesaistito viet€jo lauzu un kareivju veikumu kontrol&ja ienac€ji. Saka
apzinat ar revolucionaro pagatni un Teévijas kara notikumiem saistitos vestures piemineklus.
Dzivojama fonda atjaunoSanas l€nais temps neatbilda riipniecibas straujajai attistibai. Pilsétas
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centra biivéjamiem objektiem saka izstradat tehnisko dokumentaciju, izveidoja vadlinijas
piecdesmitajos gados veicamajiem pasakumiem.

Piecdesmitajos gados uzsaka buvniecibu atbilstosi izstradatajai shémai: socialisma
ideologijas ietekmé& rekonstrugja laukumus, paplasinaja ielas un tas parvérta par magistralém.
Uzsaka sabiedrisko €kas un dzivojamo namu biivniecibu. Viesarhitekti noteica pilsétvides
estetiku un labiekartojumu. Liepaja ieguva socialisma ideologijai atbilstosu vizualo telu.

Summary

On June 17, 1940 the Soviet Army came into the Republic of Latvia and on July 21 the Soviet military power was
restored. On August 5 Latvia was included in the Union of Soviet Socialist Republics. Nationalization of properties
and houses was started. During World War II the inhabitants’ peaceful life was interrupted by German aviation
onslaught directed towards Liepaja on June 22, 1941. The German air raid from June 25 to 27 destroyed the
buildings in the Exchange Square. In 1942 the centre building around the Rose Square and the Great Street was
razed. After the battlefield operation on October 9-10, 1944 the troops of the German Army group “North” got into
the encirclement or in the “Courland Couldron.” The front line was made thirty kilometres southwards from Liepaja.
On December 14 and 21-22 during the Soviet air raid the “City Hotel,” museum building in the Alleé Square,
buildings in Peldu Street and Kurhaus Avenue were destroyed.

During the first post-war years war consequences were eliminated in the cities of Latvia: factories, public utilities
and transport were restored and reconstructed. Master-plans or schemes, appropriate to socialism ideology, were
developed for the reconstruction of the destroyed city buildings. The centre planning and construction was changed:
wide streets and squares of a regular, symmetric planning were created for the placement of Lenin’s monument. The
urban development in Latvia Soviet Socialist Republic was regulated by the regulations of urban development and
building unified for the whole Soviet Union. The all-union standard projects were planned to be used in building.

On May 10, 1945 the first Soviet employees’ operative group arrived in Liepaja. The Executive Committee of
Liepaja City Board started its work. Liepaja became the city and regional centre of republican significance. Liepaja
was divided into 26 departments and the technical headquarters were established. The renovation work was started,
which starting from July 31 was organized step by step. Work groups of repairs and renovations were established,
the work plan of development was made, the inventory was carried out for the plantings of trees and bushes, plans
were made. In 1946 the traffic from the Victory (how Rose) Square to Naval Port and railway station was provided
by a bus and tram. 84,000 people lived in Liepaja. The trade port, industry and railway hub promoted the increase of
population. The Council of Ministers of LSSR encouraged to change the administrative-territorial division of
Liepaja and to create three districts in Liepaja: in the northern part — the first district named after Stalin, in the
central part — the second district named after Kirov, but in the south — the third district named after Lenin. It was
considered that bringing party organizations closer to the workers’ districts will promote the work in factories and
development of Liepaja. Vitaly lvanov (1909-1964), the architect of the Republican architecture-planning
workshop, worked out proposals for the development of Liepaja planning. It was planned to increase the population
of Liepaja to 150,000 in 15-20 years. The social-economic specialization was supported — development of industry
and transport. The main streets were widened up to 30—-35 metres and transport highways were made. The formation
of the administrative centre around the Victory Square was started. Blocks of flats (1945-1955) were built in blocks
of a perimeter building. For residential building the percentage ration was preserved — three to four-storey buildings
35%, two-storey buildings 30%, and one-storey blocked and individual buildings 35%. The norm of the accepted
residential area was 12 m?, but in the first round — 9 m?. The Parade Ground was made and permanent rostrums were
erected.

In the first half of the fifties the style of the built gorgeous buildings was determined by the idea to create
architecture that would be “socialistic in the content and national in the form.” However, most of the people lived in
communal flats and dormitories. The problem of flats became very topical and construction was industrialized.
Building of residential neighbourhoods and public objects was started. An urban environment appropriate to
socialism ideology was created.

Literatura un avoti
1. Gintners J. (2004). Liepdjas gadsimti. Liepaja: Liepajas muzejs.
Padomju valdibas dokumenti
2. Latvijas PSR Tautas Komisaru Padomes 1944. gada 20. novembra rezolicija Nr. 1077 ,Par pieminekla

uzstadisanu boja gajusajiem Liepajas aizstaviiem” (O 6o036edenuu namsamuuxa no2ubUUM 3AUIUMHUKAM
2opooda Jluenas).
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10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21,

22,

23.

24,

25.

Latvijas PSR Tautas Komisaru Padomes 1945. gada rikojums ,,Par peldu iestazu parpemsanu Latvijas PSR
Kirorta parvaldes paklautiba” (O nepedaue sodoneuebnuywt kypopmuomy ynpasienuio Jlamemiickoti CCP).
Latvijas PSR Ministru Padomes 1952. gada 14. maija 1émums Nr. 689 ,Par Padomju Nama btvniecibu
Liepaja” (O cmpoumenscmee JJoma Cosemos 6 2opode Jluenas).

Latvijas PSR Ministru Padomes 1957. gada 5. julija rikojums Nr. 1120-p ,,Par vasaras kinoteatra celtniecibu
Liepaja”.

Latvijas PSR Ministru Padomes 1957. gada 4. decembra lémums Nr. 573 ,,Par celtniecibas projektu un tamju
izskatiSanas un apstiprinasanas kartibu” (O nopsoke paccmompenus u ymeepicoenust RPOeKmos u cmem no
CMPOUMENbCMEY).

Latvijas PSR Ministru Padomes 1958. gada 18. februara Iémums Nr. 79-13.

Latvijas PSR Ministru Padomes 1958. gada 24. marta l@mums Nr. 152 ,Par individualo dzivojamo maju
celtniecibas attistibu Latvijas PSR 1959.-1960. gada” (O pazsumuu unousudyamwno2o HiCurUUHO2O0
cmpoumenvcmea 6 Jlamsuiickoti CCP na 1959-1960 22.).

Iocranoenenue Ilentpansaoro Komwurera KIICC u Coera MunuctpoB CCCP ot 4 Hos0ps 1955 rona
Ne 1871 «O06 ycTpaHeHHUN H3TUIIECTB B IPOSKTHPOBAHUH U CTPOUTEIIECTBEY.

Iocranoenenne llenrpamsHoro Komurera KIICC um Cosera Munnctpor CCCP ot 31 wmrons 1957 ronma
Ne 931 «O paszButnn xununiHOT0 crpontenscTBa B CCCPy.

Liepdjas zonala Valsts arhiva (LZVA) materiali
Liepajas pilsétas Padomes izpildkomitejas 1945. gada 24.jdlija 1@émumu Nr. 33 ,Par Liepajas pilsétas
attiriSanu no gruveSiem” (06 ouucmxe 2opoda Jluenas om pazeanun). LZVA. 290. 1. 4. 38.
Liepajas pilsétas Padomes izpildkomitejas 1945. gada 7. augustd 1@émums Nr. 63 ,,Par Civilas-gaisa flotes
lidostas izveidi Liepaja” (06 opeanuzayuu Jluenaiickozo asponopma I padicoancko-Bozoyunozo ®@roma).
LZVA. 290. 1. 5. 22.
Liepajas pilsétas Padomes izpildkomitejas 1945. gada 21.augusta lémums Nr. 97 ,Par peldu iestades
parnemsanu Latvijas PSR Kirorta parvaldes paklautiba” (O nepedaue 6odoneuwebnuyvt Kypopmuomy
ynpasnenuio Jlamemiickoiu CCP). LZVA. 290. 1. 5. 75.
Liepajas pilsétas Padomes izpildkomitejas 1945. gada 7. septembra 1€mums Nr. 140 ,Par aizsargzonas
izveidi pie dzelzcela tilta par kanalu un tGdenssiikna” (06 ycmanognenuu sanpemmnoil 30ubl 8 pailoHe
HCENEIHO-O0POIACHO20 MOCMA Yepe3 20poockotll kKanan u sodokauku). LZVA. 290. 1. 6. 25.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 2. oktobra 1€mums Nr. 178 ,Par
pilsétas ielu elektrisko apgaismojumu” (06 asaexmpoocsewenuu yauy copooa). LZVA. 290. 1. 7. 21.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 2. oktobra 1émums Nr. 191 ,Par
izcenojumu apstiprinaSanu peldu iestades pakalpojumiem” (06 ymsepowcoenuu pacyenok noab306aHUL
soooneuedonuyei). LZVA. 290. 1. 7. 45.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 9. oktobra 1émums Nr. 193 ,Par
izmainam Liepdjas pilsétas padomes sastava” (06 usmenenusx 6 cocmage ucnoixoma Jluenaiickozo
2opodcrozo Cosema). LZVA. 290. 1. 7. 51.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 9. oktobra 1émums Nr. 194  Par
Liepajas Zivju riipnicas nostiprinaSanu Tirdzniecibas ostas akvatorijas teritorija un papildus zemesgabala
iedaliSanu /Zivju kombinata celtniecibas attistibai/” (O s3axpennenuu 3a Jluenatickum Pei63a6000m
meppumopuu akeamopuu mopeogoll 2aeanu U OONOTHUMETbHOM BbLOETICHUU eMY 3eMENbHO20 YYacmKa /0ns
pazeumus cmpoumenscmea Poiboxombunama/). LZVA. 290. 1. 7. 52.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 9. oktobra 1émums Nr. 198 ,Par
pilsétas  sanitaras caurlaides atjaunoSanu” (O eoccmanoenenuu — CAHRPORYCKHUKOS — 20p00Q).
LZVA. 290. 1. 7.59.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 9. oktobra 1émums Nr. 200 ,,Par
1941. gada cipas ar vacu faSistu okupantiem bojagajuso Liepajas pilsétas aizstavju parapbedisanu Bralu
kapos” (O nepenoce nasuiux 3awumnuxos 2. Jluenas 6 6opvbe ¢ HeMeyko-PauUcCmcKuMy OKynaemamu 6
1941 2. na 6pamcrkoe xraobuwe). LZVA. 290. 1. 7. 61.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 3. novembra obligatais 1émums

=iz

Nr. 246 ,,Par tramvaja izmantoSanas kartibu Liepaja” (O nopsoke nonvzosanus mpameaem ¢ 2opode Jluenas).
LZVA. 290. 1. 7. 148.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 5. novembra l€émums Nr. 250 ,,Par
pilsétas radiofikacju” (O paduogurayuu 2opooa). LZVA. 290. 1. 8. 11.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 12. novembra lémums Nr. 282
,Tramvaja linijas izbuves otra karta” (Cmpoumenbcmeo mpameaiinozo nymu 6mopoi ouepeour).
LZVA. 290. 1. 8. 44.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada novembra lémums Nr. 294 | Par
bérnu namu atvérSanu” (06 omkpweimuu demckux domos). LZVA. 290. 1. 8. 80.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 20. novembra 1&mums Nr. 329
»Par atbildibu zalo stadijumu aizsardzibai namu parvalzu teritorijas un tam piegulosajas ietves, ielas un
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26.

217.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42,

Skersielas” (06 omeemcemeennocmu 3a OXPAHY 3€JEHHbIX HACANCOCHUN HA MEPPUMOPUL OOMOBLAOCHUTL U HA
npuie2arowux K Hum mpomyapax, yauyax u nepeyaxax). LZVA. 290. 1. 8. 120.

Liepajas pilsetas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 20. novembra 1@mums Nr. 334
,Par pieminekla uzstadisanu bojagajusajiem Liepajas pilsétas aizstaviiem” (O eoszeedenuu namamuura
noaubwium sawumuuxam 2opoda Jluenas). LZVA. 290. 1. 8. 126.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1945. gada 21. decembra l&émums Nr. 399
,Par neatlickamiem Liepajas pilsétas labiekartoSanas pasakumiem” (O neomnoschvix meponpusmusax no
orazoycmpoiicmay 2opooa Jluenau). LZVA. 290. 1. 9. 141,

Liepajas pilsétas Padomes izpildkomitejas 1946. gada 18. janvara lémums Nr. 62 ,,Par autobusu satiksmes
atklasanu pilséta” (06 omxpvimuu asmobycrozo coobwenus ¢ 2opode). LZVA. 290. 1. 11. 100.

Liepajas pilsétas Padomes izpildkomitejas 1946. gada 8. februara 1émums Nr. 123 ,,Par 5 km garas tramvaja
linijas no Uzvaras laukuma Iidz Karostai atjauno$anas otras kartas pabeigsanu” (06 oxonuanuu
60CCMAHOBNIEHUY BMOPOLl  Ouepeou MpameauHoll Junuu om niowadu Yseapac oo Kapa ocma,
npomsiicennocmuio 5 kuromempog). LZVA. 290. 1. 12. 67.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1946. gada 15. februara lémums Nr. 203 ,,Par
zemesgabalu iedaliSanu individualai buivniecibai Liepajas pilsétas teritorija” (O6 omeode 3emenvhuix
YUACmKO8 018 UHOUBUOYATLHBIX 3ACMPOTUK08 Ha meppumopuu 2op. Jluenas). LZVA. 290. 1. 12. 112.
Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1946. gada 24. aprila 1émums Nr. 451 , Par
LPSR Ministru Padomes un Komunistiskas (bolSeviku) partijas pilsétas komitejas 1946. gada 1. marta
lémuma ,,Par izmainam pilsétas izpildu komitejas padomes 1946. gada 9.janvara 1@émuma Nr.21 ,Par
Liepajas pilsétas rajonéSanu”,, atcelSanu” (06 ommene pewenus ucnoaxoma Jluenaiickozo 20poocKo2o
Cosema u I'K KII /6/ Jlameuu om I mapma 1946 2. 3a Ne 270 «O6 usmeneHuu pewieHuss UCnOJIKOMA
2opoockozo Coseema om 9 smeaps 19462. 3a Ne2l «O paiionuposanuu 2opooa Jluenas»y).
LZVA. 290. 1. 15. 149.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1946. gada 16. augusta [émums Nr. 850 ,,Par
Liepajas pilsetas generala plana skices risinajuma izskatiSanu” (O paccmompenuu 5ckusno2o pewenust cxemol
2enepanvho2o naana copooa Jluenas). LZVA. 290. 1. 19. 42.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1946. gada 23. augusta [émums Nr. 880 ,,Par
pasakumiem laukuma Rigas un Brivibas ielu stiri iekarto$anu paradém” (O wmeponpusmusx no
brazoycmpoiicmsy niowadu 0s napados na yery ymuy Pueac u bpusubac). LZVA. 290. 1. 19. 112.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1946. gada 23. augusta [émums Nr. 881 ,Par
Rigas—Lielas ielas labiekartoSanas pasakumiem” (O meponpusmuu no 6aazoycmpoiicmey yauy: Pueac—
Juena). LZVA. 290. 1. 19. 114.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1947. gada 19. aprila lémums Nr. 331
,Liepdjas komunalas saimniecibas pasakumu apstiprina$ana 1947. gada Il kvartalam” (Vmeepoicoenue
MEPONPpUAMULL N0 KOMMYHAIbHOMY — Xo3siicmey e2opooa Jluenas na Il-ii xeapman 1947 200aq).
LZVA. 290. 1. 31. 64.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1947. gada 23. maija lémums Nr. 484 ,Par
celtniecibas izvietojuma Liepaja 1946.—1950. gada sh€mas apstiprinasanu” (06 ymeepoicoenuu cxemvl
pazmewenus cmpoumencmea 6 2. Jluenas na 1946—-1950 22.). LZVA. 290. 1. 32. 104.

Latvijas Komunistiskas (bolSeviku) partijas Liepajas pilsétas komitejas un Liepajas pilsétas darbalauzu
deputatu Padomes izpildkomitejas 1947. gada 27. maija nolikums Nr. 4 , Par Liepajas pils€tas rajonésanu” (O
pationuposanuu 2opooa Jluenas). LZVA. 290. 1. 32. 126.

Latvijas Komunistiskas (bolSeviku) partijas Liepajas pilsétas komitejas un Liepajas pilsétas darbalauzu
deputatu Padomes izpildkomitejas 1947. gada 27.maija véstule Nr.9/605 Latvijas Komunistiskas
(bolseviku) partijas Centralas Komitejas sekretaram Janim Kalnbérzipam un LPSR Ministru Padomes
priekssédétajam Vilim Lacim. LZVA. 290. 1. 32. 141.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1947. gada 25. julija lemums Nr. 675 ,Par
Sarkanarmijas ielas posma pie Liepdjas pilsétas elektrostacijas rietumu robezas slégsanu” (O 3axpvimuu
Kpacnoapmeiickoii  ynuyvl ¢ npedenax npumvlkanus e€ K 3anaoHoii epanuye Jluenaiickou ['DC).
LZVA. 290. 1. 34. 152.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1947. gada 19. decembra 1émums Nr. 1084
,Par Kara pilsétinas teritorijas pasludinasanu par slégtu” (06 ob6wvsasnenuu meppumopuu 80eHH020 20pOOKA
sanpemnoil 3onoi). LZVA. 290. 1. 39. 88.

Liepajas pilsétas darba lauzu deputatu Padomes izpildkomitejas 1948. gada 26. marta lémums Nr. 145 ,Par
pilsétas galveno magistralu un laukumu rekonstrukciju”. LZVA. 290. 1. 48. 110.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1948. gada 2. aprila obligatais lémums
Nr. 158 ,,Par parku, darzu, bulvaru, skvéru, kapu un citu Liepajas atpiitas vietu stadijumu aizsardzibu un
uzturé$anu kartiba” (O6 oxpamne 3enemvix nacascoenuil u noddepicanus 6 Napkax, caodax, 0yIbeapax,
cKgepax, Ha OIOHAX U RPOYUX Mecmax omowvixa ¢ 2opooe Jluenas). LZVA. 290. 1. 49. 4,
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Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1948. gada 4. jinija 1émums Nr. 291 , Par
pilsétas tilta par tirdzniecibas ostu stavokli” (O cocmosmuu 2opodckozo mocma uepes mopaosyio 2a6amv).
LZVA. 290. 1. 51. 44.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1948. gada 31. julija lémums Nr. 394 ,Par
tramvaja apvedcela Uzvaras laukuma piepemsanu ekspluatacija” (O npunsmuu 6 sxcnioamayuio 06600H020
mpameaiino2o nymu na niowaou Yzeapac). LZVA. 290. 1. 52. 141.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1949. gada 4. marta 1émums Nr. 102 ,Par
labiekartoSanas pasakumu veikSanu Liepdjas pilséta 1949. gada” (O nposedenuu meponpusmuii no
brazoycmpoiicmgy 2opoda Jluenas ¢ 1949 200y). LZVA. 290. 1. 70. 4.

Latvijas Komunistiskas (bolSeviku) partijas Liepajas komitejas birojs un Liepajas pilsétas Padomes
izpildkomitejas 1949. gada 28.julija apvienotas sédes lémums Nr.495 ,Par Liepajas saimniecibas
atjauno$anas un attistibas plana projektu 1950. gadam” (O npoexme niana 8occmanosienus u pazeumust
xossiicmea eopooa Jluenas na 1950 200). LZVA. 290. 1. 82. 3.

Liepajas pilsetas darbalauzu deputatu Padomes izpildkomitejas 1949. gada 30. decembra l&@mums Nr. 955
,Par pilsétas ielu un laukumu labiekarto$anas ¢etru ménesu planu — no 1950. gada 1. janvara lidz 1. maijam”
(O uemwvipexmecsiunom naane — ¢ I-oeo aneaps no I-02o mas 1950 200a 6razoycmpoiicmea HeKOMoOPbIX yauy
u naowaoeii 2opoda). LZVA. 290. 1. 96. 52.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1950. gada 21. aprila 1émums Nr. 295 , Par
planoSanas uzdevuma apstiprinaSanu tilta projektéSanai par tirdzniecibas ostas kanalu Liepaja” (06
YmeepocOeHuu NIAH08020 3A0AHUS HA NPOEKMUPOBAHUE MOCMA Yepe3 KAHAT MOpP208oll 2a8aHu 8 20poode
Juenas). LZVA. 290. 1. 104. 213.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1951. gada 3. augusta lémums Nr. 436 ,,Par
labiekartosanas darbu gaitu Liepajas pilséta” (O xode pabom no 6Orazoycmpoticmey 2opoda Jluenas).
LZVA. 290. 1. 124. 12.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1952. gada 18. janvara 1émums Nr. 47 ,,Par
pilsétas parku, skvéru un bulvaru labiekartoSanas pasakumu planu” (O niane meponpusmuii no
brazoycmpoiicmsy 2opoda /napku, ckéepul, byaveapwsi u op./). LZVA. 290. 1. 133. 177.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1952. gada 16. maija l[émums Nr. 313 | Par
zemesgabala iedaliSanu Padomju Nama bavniecibai” (06 omeode 3emenvHozo yuwacmka noo
cmpoumenscmgo doma Cosemog). LZVA. 290. 1. 137. 108.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1955. gada 11. marta [émums Nr. 120 ,,Par
Liepajas labiekartoSanas darbu plana apstiprinasanu 1955. gadam” (06 ymeepowcoenuu naana pabom no
bnazoycmpoiicmey 2opoda Jluenas na 1955 200). LZVA. 290. 1. 182. 16.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1955. gada 8. aprila lémums Nr. 212 , Par
piemineklu celtniecibu 1905. gada revoliicijas cinitajiem un Liepajas pilsétas aizstavjiem 1941.-1945. gada
Tévija kara laika” (O cmpoumenvcmee namsamuuxos bopyam pegomoyuu 1905 200a u 3auumnuxam 20pooa
Jluenas ¢ nepuod Omeuecmeennoil gotinwl 19411945 22.). LZVA. 290. 1. 183. 131.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1955. gada 9. decembra 1émums Nr. 659 ,,Par
Piejiiras parka koncertestrades no LabiekartoSanas un darzkopibas kantora bilances parnemsanu pilsétas
izpildkomitejas Kultiiras nama bilance” (O nepedaue xonyepmmoii scmpader ¢ Ilpumopckom napke c
bananca xoumopwvl 6Orazoycmpoticmea u cadogoocmea Ha banauc [Joma xyaemyper opucnonixoma).
LZVA. 290. 1. 191. 59.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1956. gada 13. aprila 1émums Nr. 203 ,,Par
Piejiras parka paplasinasanu Liepaja” (O pacwupenuu Ilpumopckozo napxa 6 2opoode Jluenas).
LZVA. 290. 1. 199. 13.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1956. gada 5. oktobra 1émums Nr. 438 ,,Par
Meza un darza dienu organizé$anu Liepajas pilséta 1956. gada rudent” (O nposedenuu [ns neca u cada 6 2.
Jluenas ¢ ocennuti nepuoo 1956 200a). LZVA. 290. 1. 205. 16.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1956. gada 14. decembra lémums Nr. 568
»Par zemes gabala [enina iela 4/6 un Radio iela 11/13 iedaliSanu Liepajas Juras tirdzniecibas ostas parvaldes
dzivojamas €kas buvniecibai” (O ewldenenuu semenvroco yuacmka no yia. Jlewuna Ne 4/6 u ya. Paouo
MNe 11/13 noo cmpoumenvcmeo sncudoeo doma Ynpaenenuio Jluenatickoeo Mopckoeo Topeogoco nopma).
LZVA. 290. 1. 204. 149.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 8. februara 1émums Nr. 58 ,,Par
Liepajas labiekartoSanas darbu plana apstiprinasanu 1957. gadam” (06 ymeepowcoenuu naana pabom no
bnazoycmpoticmey 2opoda Jluenas na 1957 2.). LZVA. 290. 1. 215. 11.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 8. februara 1émums Nr. 63 ,,Par
zemesgabala iedaliSanu Komunalas saimniecibas nodalai dzivojamas €kas celtniecibai” (O ewidenenuu
semenvHo2o yyacmrka Omoeny KomMyHanbHo2o Xxo033iicmed NOO CMPOUMENbCHIBO JICUL020  OOMQ).
LZVA. 290. 1. 215. 35.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 20. marta rikojums Nr. 40-p (par
koka tilta sagatavoSanu ledlauza darbibai ledus iesanas laika). LZVA. 290. 1. 213. 109.
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Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 17. julija rikojums Nr. 117/p (par
jauna tilta biivniecibu pari Tirdzniecibas kanalam). LZVA. 290. 1. 213. 296.

Liepajas pilsétas darbalauzu Padomes izpildkomitejas 1957. gada 24. jilija rikojums Nr. 126/p (par vasaras
kinoteatra biivniecibu Liepaja). LZVA. 290. 1. 213. 309.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 31. jlija rikojums Nr. 131/p (par
tames apstiprinaSanu pieminekla uzstadiSanai). LZVA. 290. 1. 213. 318.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1957. gada 16. decembra rikojums Nr. 246/p
(par Valsts komisijas norikoSanu Liepajas pedagogiska institita &kas pienemsanai ekspluatacija).
LZVA. 290. 1. 213. 568.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1958. gada 11. aprila 1émums Nr. 161 ,,Par
Piejuras parka paplasinasanu lidz zvejnieku artela ,,BolSeviks” robezam” (O pacwupenuu Ipumopckozo
napxa 00 epanuy yuacmia pwloonoseyxoi apmenu «bomvuesuxy). LZVA. 290. 1. 237. 16.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 2. janvara lémums Nr. 9 ,Par
Liepajas aizstavju no vacu fasistiem 1941. gada pieminekla buivniecibas gaitu” (O xode cmpoumenscmea
RAMAMHUKA ~ 3auumuukam  2opoda Jluenas om  Qawucmekux — 3axeamuukog 6 1941  200y).
LZVA. 290. 1. 252. 43.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 2. janvara lémums Nr. 10 ,,Par
projekteésanas uzdevuma un finansu aprékinu koptames apstiprinasanu Pilsétas izpildkomitejas dzivojamo
€ku buvniecibai Liepaja, Vitolu iela” (O6 ymeepoicoenuu npoexmnozco 3a0amus u CE0OHO20 CMEMHO-
@uHarcoso20 pacuéma Ha CMPOUMEnbCmeo HCUmbIX 0oMos 015 I opucnoakoma eopooa Jluenas no yi.
Bumony). LZVA. 290. 1. 252. 45.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 27. februara 1émums Nr. 66 ,,Par
stavokli un Padomju Latvijas 20. gadskartas pasakumiem Liepajas labiekartosanai” (O cocmosnuu u mepax
no OanvHeilwemy 6Orazoycmpoiicmgy 2opoda Jluenas xk XX 2odoswune Cosemckou Jlameuu).
LZVA. 290. 1. 253. 101.

Liepajas pils€tas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 27. februara 1émums Nr. 86 ,,Par
zemesgabala iedaliSanu Latvijas republikaniskas darba rezervju parvaldes macibu korpusa un kopmitpu eku
celtniecibai” (O @videnenuu 3emenvrozo yuacmxa Jlameutickomy pecnybIuKaHCKoOMy YRPAGLeHuI0 mpyoosbix
Pe3ep8o8 o0 CMpoumenbemeo 30anutl yuebnozo kopnyca u ooweacumust). LZVA. 290. 1. 253. 183.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 27. marta [émums Nr. 150 ,Par
zemesgabala iedaliSanu viesnicas celtniecibai” (O ewidenenuu 3emenvbHo2o yuacmka noo CmMpoumenbCmeo
30anusn cocmunuyst). LZVA. 290. 1. 254. 197.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 15. maija lémums Nr. 204 ,,Par
bérnu slimnicas kompleksa celtniecibas gaitu” (O xode cmpoumenvcmea komniekca 0emckoi 6OnbHUYDL).
LZVA. 290. 1. 256. 19.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 15. maija lémums Nr. 221 ,Par
Siena Tirgus laukuma nosaukuma mainu” (O nepeumenosanuu niowaou Cuena Tupeyc).
LZVA. 290. 1. 256. 60.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 24. julija lémums Nr. 319 , Par
pierobezas reZzimu Liepajas pilsétas teritorija” (O noepanuunom pesxcume na meppumopuu 2opooa Jluenas).
LZVA. 290. 1. 258. 80.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 9. oktobra lémums Nr. 443 | Par
Flotes oficieru nama Uzvaras laukuma 5/7 parpemSanu parvaldisana” (O oJomosnadenuu 3anumaemom
Jomom ouyepos ¢pnoma na nnowaou Yzeapac Ne 5/7). LZVA. 290. 1. 44,

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 27. novembra 1émums Nr. 521
,Par izmaksu tames apstiprinasanu jauna universalveikala &kas Liepaja, Lenina iela 1/5 celtniecibas darbu
zimgjumiem” (06 ymeepoicoenuu c600HOU CcMembl COCMABGICHHOU RNO  PAbOYUM  HepmedCcaM No
cmpoumenbcmay Ho8020 30anus ynugepmaza é 20p. no yi. Jlenuna 1/5). LZVA. 290. 1. 262. 100.

Liepajas pilsétas darbalauzu deputatu Padomes izpildkomitejas 1959. gada 11. decembra 1@mums Nr. 543
,,Par zemesgabala iedaliSanu Zvejas flotes ekspedicijas parvaldes Liepajas bazes dzivojamo €ku celtniecibai”
(O evioenenuu semenvroco yuacmxa Jluenaiickoii 6aszvl gproma Ynpaenenus IKCneOUYUOHHO2O 108A NOO
cmpoumenvcmeo scunvlx domog). LZVA.290. 1. 263. 67.

Liepajas pilsétas Biivvaldes arhiva materiali
Komurer mo Jlemam Apxutextypsl npu CoBere MunuctpoB CCCP. «MHCTpYKIHS IO COCTaBICHUIO
KOMILUTEKCHBIX CXeM pa3Merienus crpoutenbctBa 1946-50 rr.» 1 HosOps 1946 rona.
Kommurer no [lenam Apxutextypsl npu CoBete MunanctpoB CCCP. Ilpukas Ne 891 ot 7 HOs16ps 1946 roxa.
VYnpasnenne no Jlemam Apxutektypbl npu Cosere Munuctpos Jlaremiickoit CCP. Ilpmka3z Ne 155 or
12 nexadpst 1946 roxa.
Komurer mo /[lenam Apxutektypsl npu Coere MunuctpoB CCCP. Ilucemo Ne 82-3 or 21 depans
1947 rona «Ynpasnenue no lenam Apxurextypsl ipu CoBere Mununctpos Jlarsuiickoit CCP».
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81.

82.

83.

84.

Arhitektiras lietu parvaldes pie Latvijas PSR Ministru Padomes Arhitektiras Padomes prieks$nieka
pienakumu izpilditaja Dmitrijeva 1947. gada 27.junija véstule Nr. 747 Liepajas galvenajam arhitektam
Vitolniekam.

Arhitektaras lietu parvaldes pie Latvijas PSR Ministru Padomes Projektu un tamju ekspertizes biroja eksperta
S. Razzivina 1947.gada 19. septembra slédziens par ,Liepajas kompleksas celtniecibas shemu 1946.—
1950. gadam”.

Arhitektiras lietu parvaldes pie Latvijas PSR Ministru Padomes Arhitektiras Padomes 1947. gada
29. novembra protokols Nr. 54.

Kpyrnos B. I'. TosichutenbHasi 3amicka K HPOEKTY JETalbHOM IUIAHUPOBKHM IIEHTPAJIBHOM 4YacTH ropoja
Jluenau. Pura: Pecniybnukanckuii npoekTHblid nHCTUTYT JlaTBuiickoit CCP, 1953 (ar atzimi ,,Slepens™).
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TEKSTILA DOCETAJU RADOSA DARBIBA KA PROFESIONALAS
KOMPETENCES PILNVEIDES ASPEKTS UN TAS IETEKME UZ
STUDIJU PROCESU

The Creative Activity of Textile Lecturers as an Aspect of Professional
Competence Development and its Impact on Study Process

Mara Urdzina-Deruma
Latvijas Universitate
e-pasts: mud@Ilu.lv

Marite Kokina-Lilo
Latvijas Universitate
e-pasts: mklilo@Iu.lv

Lolita Selvaha

Latvijas Universitate
e-pasts: lolita.selvaha@Iu.lv

Abstract. The creative activity of lecturers teaching textile course of studies is an essential aspect of professional
competence development, which acquires a special meaning in context of lifelong learning. The purpose of this
study is to analyse, how the creative activity of lecturers improves their own professional competences as well as
influences and motivates the creative activity of students during the process of acquisition of textile course of
studies. The following research methods have been applied: case study, survey (N=36).

The study analyses the impact of creative activity of lecturers on study process in nine textile courses of studies, the
choice of graduation paper subject and its development as well as students’ opinion about application of visual aids
in the process of textile acquisition.

Results of the study suggest that the prospective students of home economics and technologies in most cases are
aware of the fact that it is very important for the textile pedagogue to create his/her own textiles in order to
motivate pupils. Students appreciate the creative activity of lecturers and draw inspiration from their creative
works.

Keywords: creative activity in textile, home economics and technologies, professional competences, textile
lecturers.

levads

Majturibas un tehnologiju skolotaju studijas, apgtistot tekstila tehnologiju studiju kursus,
viens no centralajiem komponentiem ir radosa darbiba tekstila. Savukart tekstila pedagoga
kompetenci viens no raksturojoSiem komponentiem ir radoSi darboties tekstila, radit radoSus
izstradajumus (Urdzina-Deruma, 2013).

Kreativitate ir kompleksa un dinamiska vieniba, kuru nosaka personas intelektualas un
psihiskas sp€jas, augstakaja izglitiba ir nepiecieSams radit apstaklus tas talakai attistibai ka
profesionalas kompetences sastavdalai (Sekret, 2010). Ka vienu no celiem, lai veicinatu
kreativitati ka profesionalo kompetenci, I. Sekreta izvirza studentu informacijas kultiiras
paaugstinaSanu. Studentiem jaapgiist zinasanas, prasmes un pieredze, lai varétu paaugstinat savu
informacijas kulttru.

Misdienas pasaules interneta vide ir ievietoti visdazadakas kvalitates tekstildarbi, sakot no
augstas kvalitates makslas veérttbam un beidzot ar krasas un laukumos nesaskanotiem, vaja
tehniska izpildijuma kvalitates darbiem. Tade] ir svarigi tekstila studiju kursos radit kvalitativu
uzskati: izstradajumus un paraugus, lai studenti — topoSie majturibas un tehnologiju skolotaji
tiektos péc kvalitativiem darbiem, gan radot savus tekstildarbus, gan vadot skolénu radoso darbu
izveidi. Tekstila joma nepartraukti attistas, rodas jauni materiali un tehnikas, kurus nepiecieSams
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apzinat, izm&ginat un radosi izmantot, lai studentus motivétu radoSai darbibai. Tikpat svarigi ir
radosi darboties arT tradicionalajas tehnikas un materialos, rast jaunus, laikmetigus risinajumus.
Tikai radoSaja darbiba var giit pilnigu izpratni un prasmes attiecigo materialu un tehniku
izmantoSana un lietoSana.

Helena Britta (Britt, 2013) Anglija izpétijusi, ka tekstila dizaina programmu docétaju
radosa praktiska darbiba pozitivi ietekm@ maciSanu un attiecigi studentu maciSanos. Lai
atvieglotu studentu izpratni par radoSo praktisko darbibu, pedagogiem ir pienakums biit
atbilstosai radosai praktiskai pieredzei. Vina izpétijusi, ka docétaji, balstoties uz savu pieredzi,
sniedz vadlinijas studentiem, ja vini sastopas ar l11dzigdm problémam. Vina ar1 norada problémas.
Pieméram, daudzos gadijumos vairak tiek novertéta docetaju zinatniska darbiba neka praktiska
un radosa darbiba, docétajam ir sarezgiti atrast laiku radoSai praktiskai darbibai, tas visbiezak ir
brivdienas un ned€las nogales. Cita probléma, ka augstskolas darbnicas doc@taji biezi tiek atrauti
no praktiskas darbibas.

Pétijjuma metodologija

Petijuma izmantotas metodes: gadijuma pétjums un anketéSana. Gadijuma petijums
izmantots, analiz&jot raksta autoru: M. Urdzinas-Derumas, M. Kokinas-Lilo un L. Selvahas
macibu uzskates Iidzeklu radiSanas un izmantoSanas pieredzi devinu tekstila kursu un
diplomdarbu vadi$ana Latvijas Universitaté topoSajiem majturibas un tehnologiju skolotajiem.

Lai noskaidrotu Latvijas Universitates studentu — topo$o majturibas un tehnologiju
skolotaju viedokli par vizualas uzskates (tekstila izstradajumu un paraugu) izmantoSanu tekstila
apguve, tika izveidota anketa, kura tika ietverti viens atvertais, divi slégtie un divi pusslegtie
jautajumi (Albrehta, 1998). Anketu aizpildija 36 respondentes — topos$ads majturibas un
tehnologiju, majsaimniecibas skolotajas.

Macibu uzskates lidzeklu izveide un izmanto$ana studiju kursos

Tekstila studiju procesa, lai rosinatu studentus radosai darbibai, nemitigi tiek papildinati
uzskates materiali. Docetaji visbiezak darbus izstrada vienatn€, bet ir izmantotas ari iesp&jas
pilnveidot sevi arzemju meistaru un doc€taju vaditajas nodarbibas. Studiju kursa, kura tiek
apgita batikas tehnika M. Kokinas-Lilo vadiba, uzskatei tika izstradati materiali vaska batikas
apvienojumam ar auSanas tehniku, tad€jadi izmantojami ar1 ka uzskates materiali tekstila
kombinétajos darbos. Ideju stradat pakapeniskaja vaska batikd noteica §is tehnikas retais
izmantojums. Ta ka tas izveides procesa, atkartoti krasojot atseviskus audumu laukumus, krasas
vaska luzumos dal€ji ieplust arT iepriek§ krasotajos laukumos, tad pie lidzsvaroti izstradatas
kompozicijas var panakt bagatigu, viengabalainu iespaidu. Noverots, ka pieméri no gramatam ir
mazak iespaidigi ka reali aptaustami paraugi. Pat paraugus ievietojot un radot ieliktus polietilena
“kabatinas”, interese par tiem zud. Liela nozime ir taustei, kura dod informaciju par materialu un
ta iesp&am, ka ari dod emocionalo baudijumu. No pakapeniskaja vaska batika krasotajiem
audumiem tika saSuti tradicionali maisini, kuru lences tika austas no blakus batikotajiem
audumiem krasotiem linu diegiem, Iidz ar to nodroSinot krasu saskanu (skat. 1., 2. att.).

Sadi rokturi, kas ir austi ka audenes vai celaines, ir izturigi un ilgi kalpo. Stradajot vaska
batika, svarigi izvéleties arl kompozicijas t€ému, kuru daudzums ir neierobezoti plass, bet
meérktiecigi izveleta ta studentu darbos atklaj $is tehnikas daudzveidigas iesp€jas. lespg&jams, ka
Sie radosSie darbi studiju procesa, rosinajusi ar1 izvéleties diplomdarba t€mu par So tehniku vienai
no $a gada diplomandém Sabinei Loginai (2015). Diplomdarba autore vaska batikas apguvei
9. klasg izveidoja paraugu komplektu (dalu no tiem skat. 3., 4., 5., 6. att.), kura batikotie audumi
tika papildinati ar dazadiem izSuvumdiirieniem, pérlu izSuvumiem. Dala paraugu tika izmantoti
ka aplikacijas, dala iestradati praktiski lietojamos izstradajumos un tada pati daudzveidiba bija
veérojama diplomdarba aprobacija tapusajos skolénu tekstildarbos.
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1., 2. attels. M. Kokinas-Lilo batikotie auduma maisini.
Foto: M. Kokina-Lilo.

3., 4., 5., 6. attéls. Studentes Sabines Loginas izstradatie batikas paraugi.
Foto: M. Urdzina-Deruma.

Steidzigaja dzives ritma, zibenigaja informacijas ieguves laika, vairums jaunieSu labpratak
izv€las tehnikas un tehniku variantus, kas ir atri izpildami un kuros rezultats atri ieraugams. Tads
tehnisks pap@miens sietaja, locitaja un Sitaja batika ir krasoSana mikrovilpu krasni. Autore
literatiiras avotos iepazinas ar $adu iesp&ju, bet tur konkréti nebija noradits krasoSanas reZims un
laiks, kads nepiecieSsams konkrétam materialam — vilnai un zidam vai kokvilnai un linam. Nacas
eksperimentét. Nevar vadit kadu darbibu, ja pats praktiski to neesi izméginajis un parbaudijis
iespéjamos rezultatus, Tpasi krasas noturibu. Sadi krasojot iespgjams iegiit pilnigi atskirigu
rezultatu no krasoSanas tradicionali iem@rcot audumu viena vai vairakas krasvielu vannas.
Studenti parasti aizraujas ar So krasoSanas metodi, jo iesp€jams panakt bagatigu kontrastkrasu
salikumu un krasosSanas process ilgst tikai 4-6 min. lerobezojoss ir tikai tilpums un masa, ko var
ievietot mikrovilnu krasni.

Ka uzskate kompleksajos tekstildarbos tiek izmantoti arT no 3 pavedienu auklinam autores
veidotie paliktni parvietojami uz dazadu krasu A4 formata filciem (skat. 7., 8. att.). lerosme Siem
darbiem radas sakara ar iesp&ju piedalities izstade ,, Konfektes” Saulu Universitaté Lietuva.

Tekstila studijas ieklauta arT ausanas tehnikas apguve. Tiek austas gan audenes un celaines,
gan gobeléntehniku paraugi. Uzskatei tiek izmantots ar1 9. attéla redzamais gobeléns ,,Kreses”,
kurs tapis, vérojot burvigos kresu ziedus.

176



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

7., 8. attels. M. Kokinas-Lilo darinatie paliktni.
9. attels. M. Kokinas-Lilo austais gobeléns “Kreses”.
Foto: M. Kokina-Lilo.

Studiju kursa ,,Materialmaciba” (Tekstils) M. Urdzina-Deruma demonstré pasas filcétus
izstradajumus: apgérba sastavdalas un aksesuarus, ka arl interjera priekSmetus, kuri rosina
studentus filcet visdazadakos izstradajumus. Ta ka filc€Sana Latvija ienakusi salidzinoS$i nesen,
tad tas ir viens no piemériem, kad doc&tajam $1 tehnika bija jaapgiist no jauna un jacksperimentg,
izmantojot dazadas filc€Sanas metodes un pan@mienus, darinot dazada veida izstradajumus, ka
ar1 izmantojot dazada veida vilnas un citus materialus, lai butu iesp&ams So pieredzi nodot talak.
Tika izmantoti gan jauni materiali: vilnas Skiedra, dzijas, audumi, gan jau vienreiz lietoti
materiali: audumi no Sitiem izstradajumiem, lietota dabiska zida Salle, ka ar1 diegi, kuri iegiiti,
ardot jau lietotus audumus. Tika eksperiment€ts ar1 filc€jot velas masina. Daudzos gadijumos
diplomdarba tému ietekm&usi raditie darbi un paraugi. Piem@ram, studenti izv€lgjusies
visdazadakas filc€Sanas témas: somu filc€Sana (Kunce, 2008); filc€Sana, izmantojot dazadus
materialus (Krauja, 2011); ,,Nuno” filcé€Sana (Antule, 2012); trisdimensiju rotajumi (Titova,
2010) un citas.

Studiju kursos ,,Adisana un tamboréSana 1” un ,,AdiSana un tambor&$ana 2" M. Urdzina-
Deruma demonstré gan savus aditos un tambor€tos dzemperus, jakas, vestes, ka arT citus
izstradajumus, gan paraugus. Ja ir iesakti izstradajumi, tad tiek raditi ari tie. Katra izstradajuma
tieck izmantots kads cits tehniskais risinajums (piem&ram, adiSana joslas, saisinatas kartas,
nocelto valdzinu kombinacijas, krasainais patentadijums, izstieptie valdzipi, adijjuma un
tamborgjuma sint€ze, eksperimenti ar piegrieztném u.c.), krasu salikums (piem&ram, krasu
parejas un kontrasti (skat. 13. att.)) vai materialu salikums (pieméram, lentiSu dzija kombinéta ar
kokvilnas gludo dziju, dazada veida efektdzijas kombingtas savstarp&ji un ar gludo dziju, kazléna
vilna kombinacija ar aitu vilnu). Tiek izmantotas gan vienkrasainas, gan batikotas, gan
melanZ&tas dzijas. Ari adot tradicionalas zekes, tika izméginati dazadi papézu adiSanas veidi un
virzieni. Arl docé€tdji nereti giist ierosmi darbam studentu mekl&umu iespaida, pieméram,
M. Kokina-Lilo un M. Urdzina-Deruma ietekméjoties no studentes Livijas Levinskas, guvusas
ierosmi pulsa silditaju adiSanai. M. Kokinai-Lilo ideja izmantot sietas batikas paveidu —
virpulveida séjumu radusies no studentu atrastajiem piem&riem interneta vietné.

Tulkojot no anglu valodas B. Barndenas (2003) gramatu ,IzSuvumi. Rokasgramata”,
tekstila studiju kursa ,,Iz8Gsana” docétaja L. Selvaha ieguva jaunu informaciju un ierosmes.
Atklajas jaunas izSuiSanas tehnikas — melnie darbi, florencieSu izSuvumi, zeltSuvumi. Lai labak
izprastu §is tehnikas un to izStsanas logiku un iesp€jas, tika iz§uti paraugi, kuri tiek izmantoti ka
uzskate. Paraugi tika izSuti ar atSkirigiem, Latvija tradicionaliem un pieejamiem materialiem —
muling diegiem, kemmdziju un jaunajiem — metala, efekta un viskozes Skiedras mulin€ diegiem,
pérlu diegiem u.c. Iz§GiSanai tika izmantoti ar1 atSkirigi pamataudumi — kanva, Aidas audums,
vinila Aidas pamatne. Katrs materials, diegi vai dzija klajas atSkirigi, veidoja dazadu kvalitati un
makslinieciskos efektus. Tas deva iesp&u apgit jaunas tehnikas, izmantot jaunos materialus,
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ieglt pieredzi, lai varétu organizét studiju procesu ar studentiem un majturibas un tehnologiju
skolotajiem kursos un seminaros. Tas palidz arT saskatit palieko$as un mainigas tekstila darba
estétiskas vertibas. Turklat radosas darbibas meklgéjumos tika izveidoti arT geometriskie objekti —
kubs un tetra pakas objekts. Tos var izmantot ka adatu spilventinus, dekorativus objektus,
piekarinus vai b&rnu grabuliSus un rotallietas. Melno darbu izsiiSana doc€taju ieinteres€ja péc
studentes Agijas Karlinas (2014) izstradata studiju darba ,,Melno darbu izSuvumi”. Docétaja
izpétija So izSiiSanas tehniku, izSuva paraugus un radoSos darbus, ka ar1 izveidoja un novadija
kursus ,,Lasitprasmes attistiSana izStSanas apguveé” Rigas Izglitibas un informacijas metodiskaja
centra.

Docetajas izSutie paraugi bija arl ka iedvesmas avots studenteém izvéleties savas
diplomdarba t€mas. Liga Bite (2015) izv€lgjas florencieSu izSuvumus un diplomdarba t€mu
,2Macibu té€mas ,FlorencieSu izSuvumi” apguve majturiba un tehnologijas 7. klase” (skat.
12. att.), savukart Ginta Mallone (2015) zeltSuvumus un diplomdarba t€ému ,,Macibu t€mas
,»Zeltsuvumi” apguve majturiba un tehnologijas 9. klase” (skat. 10. att.). Dartas Vinkalnes (2015)
diplomdarba t€mas ,,Vienvirziena izvilkumu iz§tSana ar lentiti apguve majturiba un tehnologijas
8. klase” izvéle radas jau studiju kursa 2 gadus iepriek$ (skat. 11.att.). Tas viss kopuma
pilnveido studentu un vélak ari skolénu informacijas kultiiru, kura balstita ne tikai uz digitalo
informaciju, bet uz realiem tekstiltehniku un materialu risindjumiem, vispirms jau doc@taju
veidotaja uzskaté un radoSajos darbos. Studiju kursos ,Stsana I” un ,,Stsana II” ka uzskates
lidzek]i bija docétdjas L. Selvahas radosie darbi, kuros bija gan vizualie, gan tehniskie
risindjumi, pieméram, Sitie un Zurnala ,,Miismajas” publicétie priekSauti. Otrs veiksmigs
risindjums: ikviena parauga izmantoSana un iestrade kada izmantojama tekstila izstradajuma —
galdauta, galda sedzina, iepirkumu maisina, karstu priekSmetu satvergja, spilvena u.c. Parasti
studiju procesa studenti labprat izmanto Sos paraugus ka ierosmes avotus saviem darbiem.

10. attéls. Gintas Mallones Siitda un izsita somina.
11. attels. Skolnieces Sita un izsutd somina studentes Dartas Vinkalnes vadiba.
12. attéls. Skolniecu florenciesu izsuvumi studentes Ligas Bites vadiba.
Foto: M. Urdzina-Deruma.

AnketéSanas rezultati

Uz jautajumu ,,Kas Jisu radoSo darbibu tekstila rosina visvairak?” visbiezak atziméta
atbilde (28 reizes) ir interneta vide, kas norada, ka studenti miisdienu tehnologiju laikmeta ari
ierosmi radoSajai darbibai gilist, izmantojot interneta resursus. Nakama biezak atziméta atbilde
(20 reizes) ir apkartgja vide. Talak seko daba (16 reizes), izstazu apmekl&jumi (15 reizes),
studijam piedavatie uzskates lidzekli (13 reizes) un studiju uzdevumi (11 reizes). Tris
respondentes atzim&jusSas visus piedavatos atbilzu variantus. Piecas studentes ir ierakstijusas
savus atbilZzu variantus, no tam divas studentes idejas giist no bérniem, viena studente ming&jusi
zurnalus, cita — esoSos materialus: dzijas, kuras izt€lojas ka produktus. Studente, kura strada
rokdarbu precu veikala, savu darbavietu mingjusi ka svarigu motivétaju radosajai darbibai.
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Lielaka dala studentu — 29 studentes atzim&jusas, ka tekstila nodarbibas vienlidz svarigi ir
docétaju demonstrétie tehniku paraugi un izstradajumi, Cetras no studenteém uzskata, ka
nozimigaki ir paraugi, savukart tris studentes, ka nozimigaki ir gatavie izstradajumi.

Atbildot uz jautajumu ,,Vai darboties Jiis motivé arT pasniedz&ju radosa darbiba?” lielaka
dala studentu — 32 studentes atzimé, ka darboties motivé pasniedz€ju radosa darbiba. Studentém,
kuras atbildéjusas apstiprinosi, tika lugts uzrakstit spilgtako pieméru. Astopas studentes
uzrakstfjusas visparigi, ka vinas iedvesmo doc&taju raditie paraugi un darbi. Cetras studentes
mingjusas docétaju pasizgatavoto apgérbu. Cetras reizes mingti ari pasizgatavotie adfjumi vispar,
nenosaucot konkrétu izstradajumu. Tris studentes ka svarigu pieméru mingjusas docétaja aditos
cimdus. Pa divam reiz€m nosaukts etnografiskais krekls, adita jaka, aditi dzemperi. Ka viens no
pavisam konkrétiem piemériem minéts, ka radoSa darba izstradi ietekmé&jusi docétajas
M. Urdzinas-Derumas adita jaka meitai, kura bija izstade, ka rezultata studente uzadija cimdus
savai meitai, ietekmg&joties no cerinu ziediem (skat.13., 14. att.).

13. attéls. M. Urdzinas-Derumas adita jaka. Foto: L. Sipola.
14. attéls. Studentes Jelenas Gurejevas aditie cimdi meitai. Foto: M. Urdzina-Deruma.

Vienreiz minéts Sitais priekSauts, izSuvumi, apgleznots zids, aditie pulsa silditaji,
tamboretie dZemperi. Viena no studentém raksta: ,,...pasniedz&ja Marite Kokina Lilo
izstradaja batikotus auduma maisinus ar celotiem rokturiSiem. To atceros visspilgtak ka
pasniedz&ju darbibu, kura iedvesmoja darboties un domat jaunas idejas tekstildarbiem.” Cita
studente atzimé€, ka motive tie docétaji, kuri uzdevumus saista ar realo pasauli un realajam
iespgjam. Kaut gan jautajumi bija par tekstila studiju kursiem, studenti ming€jusi ar1 piemérus no
citiem studiju kursiem: metala, keramikas, papira plastikas, gleznoSanas. Studentu atbildes
apstiprina viedokli, ka pasniedzgjiem nepiecieSams pasiem radosi darboties un studenti noverte
docetaju gatavotos izstradajumus. Viena no student€m uzsverusi doc€taju radoSo darbibu ka
profesionalas kompetences komponentu: ,Ja pasniedzgjas demonstré savus darbus, tas liek
studentam apzinaties, ka pedagogs ir kompetents un zinoss, ka tas ir reali izdarams.” Savukart
viena no studenteém noradijusi, ka motivé tikai tie darbi, kuri atbilst modes tendencém. Tris
studentu atbild€s var saskatit, ka ipasi rosina radoSi darboties, ja doc€tajs demonstré kadu
tehniku, kura iepriek§ nav redzeta. Cita studente Ipasi noveérte docé€taju attieksmi pret savu
profesiju, vina raksta: ,,Pasniedz&jam jabiit radoSam Iiderim, kuram ir vélme Iidzinaties. Nekada
gadijuma pasniedzgjs nedrikst ,,iestinot” rutina un tikai kritizet citus. Studentiem ir jajut radoSo
dzirksti un milestibu pret izv€l&to profesiju vispirms no pasniedzgja puses. Tikai tad tas ,,pielip”
ar1 studentiem.”

Lielaka dala aptaujato studentu (31 studente) uzskata, ka majturibas un tehnologiju
skolotajam ir svarigi nepartraukti radit jaunus materialus uzskatei, sekojot modes tendencém.
Viena no student€m raksta: ,,Svarigi ir atjaunot materialus uzskatei, ne tikai sekot modes
tendencém. Ar to domaju, ka 10 un vairak gadus veci materiali uzskatei ir jaatjauno. Nav
pielaujams, ka skolotajs uzskatei piedava nolietotus, vecus utt. (protams, ir izp€mumu situacijas)
materialus. Tomer skolotaja uzdevums ir rosinat, veicinat cilvéku uz radoso darbibu, ar sliktiem
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uzskates materialiem, tas nenotiek produktivi.” Tacu tikai 1/6 dala no aptaujatajam student€m
(seSas studentes) atziméjusas, ka paSas plano nepartraukti radit jaunus materialus uzskatei. Tris
studentes noradijuSas, ka vinam tas neskiet biitiski svarigi, viena uzskata, ka ik 10 gados
vajadz€tu, savukart cita, ka butu labi vismaz dazus uzskates lidzeklus atsvaidzinat, jo musdienigs
dizains motiv€. Viena studente raksta, ka ,,galvenais but patiesam un entuziastiskam, to skoléni
sajutis”.

Secinajumi

Misdienu tehnologiju laikmeta, kad ierosmes avoti radoSajai darbibai tiek giti arT interneta
vidé, 1pasu nozimi saglaba tekstila doc&taju veidotie uzskates Iidzekli un raditic darbi:
tekstilizstradajumi un paraugi, kuri rosina studentus darboties gan studiju kursu ietvaros, gan
diplomdarba izstrades procesa. Raksta autoru novérojumi liecina, ka liela nozime ir taustei, kura
dod informaciju par materialu un ta iesp&am, ka ari dod emocionalo baudijjumu. Ar1 citos
makslas studiju kursos nozimigi ir doc&taju raditie darbi, kuri kalpo ka uzskates lidzekli.
Docetaju radosa darbiba ir svarigs profesionalas kompetences raditajs. Idejas darbiem rodas
dazadi: gan nonakot saskaré ar kadu jaunu tehniku vai tehnikas paveidu, materialu, ideju vai
praktisku nepiecieSsamibu. Biezi idejas rodas, apliikojot dabu, tautas tradicionalo mantojumu un
makslu. RadoSo darbibu rosina ar1 iesp€ja piedalities konkréta izstade, ka arf citi faktori (piem.,
gramatas tulkosana). Radot darbus tiek eksperiment&ts ar materialiem un tehnikam, kombingjot
un vari€jot tos. Docétaji pilnveido sevi arT arzemju meistaru un docetaju vaditajas nodarbibas.

ArT topoSie majturibas un tehnologiju studenti lielakoties apzinas, ka tekstila pedagogam ir
bitiski pasam radit tekstila izstradajumus, lai varétu rosinat skolénus. Studentiem ir nozimigi giit
$adu pieredzi divu iemeslu dél: lai pasi gitu ierosmi jaunradei un, lai biitu pieredze, ka to darit
talak ar skoléniem. Prakse apliecina, ka rado$i darbojoties, ne tikai studenti gist ierosmi no
docétaju raditajiem tekstila paraugiem, bet arT doc@taji nereti gist ierosmi darbam studentu
meklgjumu iespaida. Tekstila studiju kursu doc@taju radosa darbiba biezi ir ka briva laika
pavadi$anas veids. Daudzi kolégi uzsver radoSo darbibu ari ka relaksacijas iesp€jas. Turklat
veiksmigs radosas darbibas rezultats rada emocionalu gandarijumu.

Summary

The creative activity of lecturers teaching textile course of studies is an essential aspect of professional expertise
development, which acquires a special meaning in the context of lifelong learning. Textile field is under continuous
development, new materials and techniques come into being, which have to be studied, tested and applied in a
creative way in order to motivate students to perform creative activity. It is equally important to perform creative
activity in traditional techniques and traditional materials and to find new contemporary solutions. Complete
awareness and skills regarding application and usage of the relevant materials and techniques can be gained only
through creative activity. Britt (2013) from England has investigated that the practical creative activity of lecturers
of textile design programs has positive effect on teaching and accordingly learning of students. Therefore it is very
important to show high-quality visual aids (textiles and samples) in textile course of studies, so that the students —
the prospect teachers of home economics and technologies — strive for high-quality works both in making their own
textiles and conducting development of pupils’ creative works. According to Sekret (2010), one of the ways how to
develop students’ creativity in terms of professional competence is to develop information culture.

The aim is to analyse, how the creative activity of lecturers develops their own professional competences, influences
and motivates the creative activity of students during the process of acquisition of textile course of studies. The
following research methods have been applied: case study, survey (N=36). The case study has been used for
analysing the experience of the authors of this article in terms of creating and using visual teaching aids in
conducting nine textile courses and graduation papers in the University of Latvia for the prospective teachers of
home economics and technologies. The survey has been held in order to gather opinion of students of the University
of Latvia, the prospective teachers of home economics and technologies, regarding application of visual aids —
textiles and samples — during textile acquisition process.

Lecturers continuously improve their visual aids by preparing samples and articles for new and rarely occurring
textile techniques as well as for the traditional techniques that become topical from time to time. Most often
lecturers develop their works alone, but some lecturers have used the opportunity to develop themselves in trainings
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conducted by foreign experts and lecturers. Ideas for works are gained in different ways, either by coming in contact
with some new technique or a form of technique, material, idea or practical necessity. Very often ideas arise by
looking at nature, traditional national heritage and art. Creative activity is stimulated also by opportunity to
participate in a particular exhibition as well as other factors. During creation process of works, people experiment
with materials and techniques by combining and varying them.

Results of the study suggest that the creative activity of students is mostly roused by ideas in the Internet, still most
of the prospective teachers of home economics and technologies are motivated for creative work by the creative
activity of lecturers, too. Observations made by the authors of this article show that touch is of great importance, as
it gives not only information about material and its opportunities, but also brings emotional pleasure. Students assess
both samples made by lecturers and creative works as equally important, when gaining inspiration for their creative
activity in courses of studies and for developing their graduation papers. The most vivid examples, which have
motivated students for creative activity, are various works made by lecturers — knittings, embroideries, crochets,
batik fabrics etc. Students appreciate, when the lecturer wears clothing made by him / herself, as well as enthusiasm
of the lecturer. Several students specifically point out that it is important for the shown visual aids to comply with
fashion trends. Most students are aware that it is important for textile pedagogue to create textiles by him / herself in
order to motivate pupils. It is important for students to gain such experience for two reasons: to get one’s own
inspiration for creative work and to get experience, how to proceed work with pupils. Unfortunately, only one in six
questioned students (6 of 36) point out that they are planning to make new materials for visual aid continuously.
Practical experience shows that during creative activity not only students draw inspiration from textile samples
made by lecturers, but also lecturers frequently draw inspiration for work as a consequence of students’ searches.
The creative activity of lecturers teaching textile course of studies is more a kind of leisure activity that brings
relaxation. Besides, a successful result of creative activity creates emotional satisfaction.
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Abstract. The aim of the article is to examine the problematics of the visual communication at the building complex
of Rezekne Higher Education Institution on a basis of the theoretical research into the essence and the sense of the
visual communication in contact with a user. Methods of the research — theoretical study of the literature and
internet sources.

In the article the author summarised information about means, forms and methods of visual communication for
creation of information design. Understanding of the information design as a sphere. Historical facts of the visual
communication. Research analysis of the Wyzowl service on the way how human brains process verbal, textual and
visual information. How efficient environment graphical design impacts people. Navigation in man’s everyday life.
Facts of the research into orientation skills in environment in TZbingen City. Problems of building cartography and
ways of their solutions. Wayfinding system architecture.

Keywords: visual communication, information design, navigation system, building cartography, wayfinding.

levads

Informacijas dizains ir joma, kas ir saistita ar lasitaja un lietotaja reakcijas uz rakstisko un
vizualo informaciju izpratni. Vizuala komunikacija pievérSas informacijas nodoSanai ar redzi
uztveramos veidos un §is informacijas uztverSanai, ka ari vizuala komunikacija pieveérSas
lidzekliem un papemieniem, kurus izmanto vizualas informacijas radiSanai.

Informacijas dizains sev1 ieklauj: skaidru pazinoSanu, pardomatu prioritasu sakartoSanu,
ripigu konteksta defin€Sanu, savstarpgjo attiecibu identifikaciju, neverbalo jédzienu vizualo
atspoguloSanu, valodas barjeru un kultiiras atSkiribu apzinaSanu (Beardslee, 2014). Min&tais
norada vairaku zinatnes jomu integraciju — nepiecieSamibu pétit vides psihologiju, kartografiju,
arhitektiiru, ergonomiku, starpkultiiru izpratni u.c.

Pastav dazadas vizualas komunikacijas formas. Ja atskatas pagatn€, tad tie bija alu
zim&jumi, kas darbojas ka lieliska komunikacijas forma, vélak paradijas dazadi gravéjumi uz
priekSmetiem, gleznas, fotografijas, video tehnika, audio utt. V&l mazliet veélak paradijas
audiovizuala forma, lIidz nonaca pie ta, ka, apvienojot video, audio un verbalo, tika iegtita loti
parliecinoSa vizualas komunikacijas forma (Poulin, 2012). Ir zinams, ka katra individa redzes un
citu sajutu uztvere atSkiras, Iidz ar to, ir jarada, tada vizuala komunikacija, kas ir sp&jiga but
efektiva attiecigajai mérkauditorijai. Deivids Sless (Sless, 1992) norada, ka jaunaja informacijas
laikmeta biis nepiecieSami informacijas dizaineri.

Teorétiska pétijuma nepiecieSamibu nosaka iecere izstradat Re&zeknes Augstskolas
teritorijas un iekStelpu navigacijas sistemas grafisko dizainu. Augstskolai attistoties, ir
mainijusies tas infrastruktiira. Sobrid Rézeknes Augstskolas teritorija, kura ietilpst tris eku
kompleksi, kuros majo tris fakultates, ir bez jebkadam norazu sisttmam. Galvena centrala
augstskolas €ka ir nesen renovéta, €kas arhitektoniskais telpu izkartojums un stavu dalijums ir
diezgan sarezgits, pat regularie €kas lietotaji médz maldities. Orientacija augstskolas &ku
kompleksa un pasa €ka biezi vien ir ka izaicinajums, it seviski, ja tas ir pirmo reizi. Augstskolai
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ir nepiecieSams efektivs grafiskais dizains ar sakartotu informacijas sniedz€u un orientieru
strukttru, kas palidzes vides lietotajiem biit kompetentiem, parliecinatiem un drosiem.

Zinatniskajas datu bazes ir atrodami raksti par informacijas norazu sist€ému izpéti izglitibas
iestades. Jitas ielejas universitates (The Utah Valley University) pils€tinas navigacijas sist€émas
veidus gan ara vide, gan universitates Web lapa analizé M. Vanderkups (Vanderkupp, 2013). Ari
bibliotekas ka universitates pilsétinu sastavdala, kas lielo universitasu konteksta, ir sarezgitas
daudzstavu arhitektiras bives, ir guvuSas pétnieku uzmanibu. R.Li un A. Klippels
(Li & Klippel, 2013) kombiné telpisko un uzvedibas pétijjumu rezultatus, lai noteiktu cela
mekléSanas problémas lielas bibliotékas. Savukart J. Hahns un L. Zitrons (Hahn & Zitron, 2011),
lai noteiktu iesp&jamos uzlabojumus, ka pétijuma bazi izmanto pirma kursa studentus, p&tot vinu
orientaciju biblioteka. E. Dvights (Dwight, 2008) p&ta un analizé skolu navigacijas dizainu, to
atbilstibu lietotaju vajadzibam.

Nozimigi ir izzinat arT petijumus, kas saistiti arT ar cita veida sabiedriskajam iestadém. Ta,
pieméram, informacijas dizains ir arstniecibas iestaZzu neatpemama sastavdala. A. S. Devlina
(Devlin, 2014) norada uz problematiku, ko rada &kas arhitektira — simetrija, kabinetu
izvietojums rindas, vairaki stavi, gan lietotaji, kas ietver visu vecumu cilvékus un personas ar
pasam vajadzibam. Sada gadijuma uzmaniba japiever$ daudzveidigiem informesanas veidiem,
to dizainam un tehnologijam, kas palidz&tu ikvienam orientéties vidg.

Raksta meérkis — balstoties uz vizualas komunikacijas biitibas un nozimes, saskarsmé ar
lietotaju, teorctisko izp&ti, noteikt iesp&jamos risinagjumus R&zeknes Augstskolas ¢&kas
navigacijas dizaina izveidei.

Petfjuma turpinajuma paredz&ts apzinat Rezeknes Augstskolas €ku kompleksa vizualas
komunikacijas problematiku.

P&tfjuma metodes — literatiiras un interneta resursu analize.

Vizuala komunikacija vides uztveres nodroSinasana

Vizuala komunikacija nodod cilvékam informaciju formata, kuru var vai nu izlasit, vai nu
apskatit. Tadi formati ir: fiziski objekti un moduli, grafiki, kartes, tabulas, fotografijas un video,
zim&umi un diagrammas. Psihologs Alberts Megrabjans (Albert Mehrabian) pieradija, ka
komunikacija 93 % ir neverbala (Cuia BusyanbHoi KoMMmyHuKammu, 2014).

Viens no iemesliem, kapéc meés att€lu uztveram daudz atrak neka tekstu, ir tas, ka
smadzenes apstrada informaciju. Smadzenes informaciju att€la veida uztver uzreiz, bet tekstu
pakapeniski (skat. 1. att.).

-

. Vienlaiciga
apstrade

Pakapenisk : A e
akapeniska Divdesmit piecas minutes

apstrade

‘ pari trijiem

1. attéls. Vizualas un tekstualas informacijas uztveres atskiriba
(attéls veidots, izmantojot piktogrammu kolekciju no thenounproject.com).
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Izmantojot att€lus informacijas vizualizacijai, liela meéra tiek atvieglota cilvéka un
sabiedribas kopuma informacijas uztvere un sapratne. Veidojot vizualo komunikaciju, ir svarigi
ne tikai rupigi izvéleties komunikacijas objekta dizainu, bet arT izmantot kvalitativus materialus
un krasu gammu. Cilveks dabiski uzmekle vietas, kur jutisies parliecinati un komfortabli. Cilveki
izve€las saskanotu (lietas ir savstarp&ji saistitas) un skaidru (var iepazit neapmaldoties) vidi.

Eka ir vajadziga labi pardomata navigacijas sistéma, kas papildina ¢kas interjeru, tada
veida klastot par ¢kas interfeisu, faktiski — valodu, ar kuru vide nodod saviem lietotajiem
informaciju, kas ir nepiecieSama orientacijai telpa. Vizuala komunikacija, navigacijas sist€mas
veida, vajadziga, lai lietotajos izsauktu sajutu, ka vini atrodas misdieniga, saprotama un
viesmiligd videé. Grafika, Srifts un krasu risinajums, kas ir izmantoti navigacijas sist€tmas un
piktogrammas parasti balstas uz iestades vizualas identitates pamata, tadejadi radot veselu un
atmina paliekosu telu.

Lai izstradatu vides navigacijas koncepciju, ir nepiecieSama rupiga un kompleksa vides
izp@te, prognozes un lietotaju uzvedibas un virzienu plismas analize. Orientacija sabiedriskajas
ekas biezi vien ir ka izaicinajums €kas lietotajam, it seviski, ja €ka tiek apmekléta pirmo reizi.
Efektivs vides grafiskais dizains piesaista cilvéku vietai, radot sp&cigu sensoro pieredzi.
Pilsétvides dizainers Deivids Gibsons (Gibson, 2009) par informacijas dizainu sabiedriskajas
vietas ir teicis, ka tas ir izteiksmes lidzeklu kopums, lai cilvéka ikdienu padaritu daudz
komfortablaku. Formg&jot un sakartojot informaciju, att€lus, tekstus, dizainers palidz cilvékam
orienteties vides realitaté. Labs dizains palidz neapmaldities nezinamas vietas, palidz izprast un
aizpildit sarezgitas formas, atrast informaciju interneta vidé. Pilnigai komunikacijas sistémas
izveidei dizaineram nakas citigi pétit, analizét konkréto vidi, lai izprastu slépto logiku tas
sarezgitaja un sajauktaja satura. ST darba rezultati paradas loti dazadas, at3kirigas formas, sakot
no 3D zimé&m lidz digitalas ciparu drukas produktiem. Lai sasniegtu visaugstakos rezultatus $aja
joma, arvien biezak tiek izmantoti un iesaistiti dazadi mediji, to mijiedarbiba.

Iepriek§ mingtais norada arT attalinatas informacijas ieguves nozimi potencialajiem
lietotajiem, lai laicigi iepazitu augstskolas vidi, piem&ram, izmantojot macibu iestades majas
lapa ievietoto informaciju.

Navigacija cilveku ikdienas dzive

Katru dienu cilveki izpilda ierastus navigacijas uzdevumus: brauc uz darbu, no darba, ved
bérnus uz bérnudarzu, brauc uz veikalu utt. Bet kada veida prats orient&jas telpa? Vai péc
orientieriem, kas ir arhitektiras veida? Vai péc saules? Vai, nostrada vajadzibas instinkts. Cela
mekléSana ir misu dinamiskas attiecibas ar telpu un vidi. Veiksmigs dizains cela mekléSanas
sisteémai (wayfinding) dod cilvékiem iespé&ju:

1)  noteikt savu atrasanas vietu telpa;

2)  noteikt savu galamérki,

3)  izstradat planu, kas palidzes nokliit gala punkta no savas atraSanas vietas.

Cela mekleésanas sisteému dizainam ir jaieklauj:

1)  telpu identificéSsanu un apzimésanu;

2)  telpu sagrupésanu;

3) telpu savienoSanu un sistematizéSanu, izmantojot arhitektiras un grafiskos lidzeklus

(Wayfinding, 2013).

Pec petjumu (Meilinger, Knauff, Biilthoff, 2008) rezultatiem, cilveka atmina sastav no
Ipatngjas vides kartes, kura més dzivojam. Karte ir [idziga mums pierastam papira karteém un ir
orientéta uz ziemeliem. Ir Joti daudz teoriju, par to, ka katrs no mums sevi pozicioné€ vidé un
veido individualas koordinaSu sisteémas. Teoriju bitiba ir par to, ka smadzenes veido koordinasu
tiklus, balstoties uz pazistamiem orientieriem. Cits variants, ka orientacija notiek atkariba no
virziena, kuru més iegaum&jam. Balstoties uz teorétisko pamatu, izriet — jo talak atrodas punkts,
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kura mums vajag noklut, jo vairak laika ir japatér€, lai noteiktu virzienu un izskaitlotu
navigaciju.

Petijums, kas tika veikts Vacijas pilséta Tibingené (Meinlinger, 2008), noraida izplatitakas
teorijas par cilvéka orientaciju vidé. P&tijuma tika iesaistiti 22 Tibingenes iedzivotaji (kuri tur
dzivo vismaz 2 gadus). Cilvéki ar specialo brillu palidzibu nokluva virtualaja, fotorealistiska 3D
Tibingenes pilsétas modela vide, bet pilséta apzinati tika izveidota migla, kas mask&a visus
pazistamos orientierus. Pétijuma dalibniekiem vajadz€ja noradit, kur atrodas viniem zinamas, bet
neredzamas vietas. P&c 60 méginajumiem dalibniekiem piedavaja uzzimét pilsétas karti ar
atzimeétam vietam, ko vajadzgja nosaukt. Rezultata katrs dalibnieks karti uzzimé&ja atskirigi, bet
ar vienu kop&ju likumsakaribu, jo skaidrak karte orient€ta uz Ziemeliem, jo precizak tika
noteikta objekta atraSanas vieta. Vienigais izskaidrojums, ko sniedza zinatnieki §im faktam ir tas,
ka dalibnieki redz€ja topografisko pilsétas karti, un smadzenes to noléma izmantot, ka vienu no
atrakajiem veidiem orientacijai vidé. Smadzenes to dara ,,kognitiva slinkuma” dél, jo navigacija
vide prasa lielu piepili, bet karte sniedz visu nepieciesamo informaciju ar vienu kadru. ArT tas,
ka kartei, kas ir atmipa nav vajadziga atjauninaSana, balstoties uz turpmako pieredzi, jo
atspogulo vidi viena atskaites sistéma. Protams, karte prata nav vienigais veids, kas mums palidz
orientéties vidé. Vienkar$i miisu smadzenes izvélas pasu vieglako un vienkar$ako veidu, lai
risinatu telpiskas orientacijas problémas. Ja rodas nepiecieSamiba orient€ties nepazistama vide,
vertigi ir izpetit vietas karti — smadzenes tiks gala ar navigaciju daudz veiksmigak.

Norvégu zinatnieks A. S. Nosums (Nossum, 2013) ir veicis detalizétus kartografijas
petijumus, klasificgjot karSu veidus. Vin$ atklaj, ka pastav daudz karSu veidu kartografijas
standartu, lielaka dala no tiem attiecas uz artelpu vidi. KarSu pieméri, kur ir izmantoti jaunako
tehnologiju sasniegumi kartografija, ir sakot ar aero kartém (Google Maps; Yahoo! Maps; Bing
Maps) lidz panoramas karteém. Iekstelpu kart€m ir pievérsts maz uzmanibas, salidzinot ar artelpu
vidi. Eku sarezgitiba, kopa ar iekStelpu att€losanas tehnologijas attistibu, motive iekStelpu planu
kartografijas uzlabosanu. Lidz §im lielaka dala p&tijumu par karSu izmantoSanas iespgjam telpas
parsvara koncentrgjas uz iekstelpu pozicionéSanas sisttmam, nevis uz iekstelpu kartografiju ka
tadu.

Telpu karSu izstrade iekStelpu videi rada kartografam vairakus unikalus izaicinajumus.
Informacijas blivums telpas biezi ir daudz augstaks, neka arpus telpam. Tomér lielakais
izaicinajums paliek pievienota dimensija, kas rodas daudzstavu ekas.

Nesen paradijas timekla karSu risinajumi, ieskaitot ar1 iekStelpu kartes, kas dod iespgju
lietotajam mainit att€la izméru lidziga veida, ka més to daram, mainot kartes mérogu. Ka
redzams, tas prasa lietotdja mijiedarbibu sistema. Eku un to iekStelpu 3D modelus var biezi
redzet arhitektiiras dizainos. 3D risindjumus parasti nodroSina ar komplic&tiem interfeisiem, kas
dod iespg€ju lietotdjam rinkot vai lidot apkart modelim, it ka vin$ atrastos kartes telpa.
DetalizéSanas limenis var biit loti augsts un vienlaicigi var biit paraditi dazadi stavi. Tas padara
3D modelu abstrakcijas limeni zemaku, neka stavu planu kartés vai kadas citas abstraktas
vizualizacijas (Nossum, 2013).

Iepazitie pétijumi dod ierosmi izmantot €kas stavu planu kartes ka efektivu vizualas
informacijas lidzekli gan plansetu, gan bukletu formata, gan att€los augstskolas majas lapa. Ari
virtualas 3D pastaigas eku iekstelpas nodroSina sekmigu orient€Sanos.

Cela meklesanas (Wayfinding) sistémas arhitektura

ParvietoSanas no vienas vietas cita vieta ir biitiska cilvéka darbiba un neatpemama ikdienas
dzives sastavdala. Kur tu esi? Kurp tu dodies? Cilvéki izmanto savas zinaSanas un ieprieks€jo
pieredzi cela mekléSanai vide. Cilvéka izpratne par apbiivétu vidi un informaciju telpa ir pamats
lidzsvaram un koncentracijai. Ko tu redzi? Kapéc tu to redzgji? Ko tu dariji ar iegiito
informaciju? Ka cilveki orientgjas, parvietojas un iegaumée apbuvetu vidi? Kapec cilveki atpazist
vai uztver vienu vietu labak neka citu? (Gibson, 2009). 2. att€la kreisaja pusé var redzét
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geografisko karti salidzinajuma ar kognitivo (psihisku) karti — realitati salidzinajuma ar cilvéka
garigo (psihisko) atminu.
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2. attéls. Geogrdfiskas kartes salidzinajums ar cilveka kognitivo karti
(http://designworkplan.com/wayfinding/introduction.htm).

Izstradajot cela mekleSanas shému, ir aspekti, kas ietekmé cilvéka vides interpretéSanas
veidu. Tie ir: orientieri, orient€Sanas un parvietoSanas.

Orientieri. Saprotamas vides radiSanai ir nepiecieSams atzimét noteiktas telpas un / vai
vietas. Tas pastiprina vietu atpazistamibu un spélé svarigu lomu liclas platibas parskatiSana.
Pateicoties orientieru izmantoSanai un elementu atziméSanai, telpa klust parskatamaka un ta
labak paliek cilvéka atmina. Orientieri var bt makslas priekSmeti, €kas, ielu maksla, norades vai
acls kritosi elementi ainava. So elementu kombinacija veidos (nezinamas) telpas identitati.

OrienteSanas. Lai parvietoties, ir jazina, kur cilvéks atrodas apbuivéta vidé un kur atrodas
citi galamérki. Labi zinat ari laiku, cik ir nepiecieSams, lai no vienas vietas noklitu cita. Ja
cilvéks prot orient€ties apbiivéta vide, vinpam bis vieglak saprast galamérkus un parvietoties,
izmantojot orientierus. Cela mekléSana (wayfinding) kartes ir plasi izmantotas, lai noteiktu savu
atraSanas vietu. Kartes ir efektigs veids, ka parraudzit un paradit apbtivétu vidi. Kartes objektu
nosaukumus jaizvieto virziena, kura lietotajs skatas — tada veida ir vieglak saprast savu atraSanas
vietu attieciba pret apbiiveto vidi.

ParvietoSanas ir fiziska atraSanas attieciba pret noteikto telpu, vietu vai gala mérki.
Izmantojot virzienu norades (Signage), ir iesp&jams paradit cilvékiem celu lidz galapunktam.
Izstradajot zimju sistému kadai videi, €kai vai arhitektoniskajai struktiirai, ir svarigi izstradat
stratégisku cela mekléSanas shému. Pateicoties §im solim, ir iesp&ja izveidot modulsistému cela
mekl&Sanai, kura biis piemerota videi un tam, ko cilvéki sagaida, lai orient€tos telpa. Izpéte ir
nopietns solis vides apkartnes izpratnei, ar1 vietu noteikSanai, kur informacija ir nepiecieSama
visvairak, lai palielinatu cela mekléSanas sistémas salasamibu (Wayfinding, 2013).

INFO GRAFIKA

7S )

Informacijas zimes Norades Identifikacijas zimes Bridinajuma zimes

3. attéls. Informacijas grafikas veidi.

3. attela noraditi Cetri zZimju veidi, kurus izmanto celu mekl€Sanas sisttma. Informacijas
zimes, pieméram, cela raditaji, lai paraditu gala punktu un/ vai orientétos apbuvéta apkartné.
Norades, uz kuram ir atspogulota informacija gala mérka mekl€Sanai, kas ir uzstaditas vairakos
strat€giskos punktos konkrétaja vide. Identifikacijas zZim&s ir noradita informacija par atseviskam
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vietam, piem&ram, par €kam, vietam un objektiem. Bridinadjuma zimes nodroSinaSana drosu
parvietosanos — tas norada evakuacijas celus ugunsgréka gadijuma, nesmékeSanas zonas vai citus
reguléjumus konkrétaja telpa.

Secinajumi

Vizuala komunikacija, navigacijas sistémas veida, vajadziga, lai lietotajos izsauktu sajiitu,
ka vini atrodas miisdieniga, saprotama un viesmiliga videg.

Rézeknes Augstskola ietilpstoSo €kas dalu nosaukSana, numuréSana un vispargja
sakartoSana ir svarigs organizacijas aspekts cela mekléSanas plana. Izstradatajai norazu un
navigacijas sist€mai jabut skaidrai ar logisku hierarhiju, kas palidz&tu lietotajiem atceréties un
izmantot terminologiju. Simboli, identitate un sve$valoda arT sp€lé nozimigu lomu veiksmigaja
cela meklesanas dizaina.

Veiktais teorétiskais pétijums ka nozimigus sabiedriskas, tai skaita, macibu, iestades
informacijas dizaina izstrad€ akcente Sadus aspektus:

- cela meklesana sabiedriskajas vietas ir svariga arhitektiiras elementu izvietoSanas un
dizaina logika. Labi saskatama logika &ku izvieto$ana ietekmeé lietotdja sp&jas noteikt
un atceréties savu atrasSanas vietu;

—  augstskolas vide nozimigi ir visi informacijas grafikas veidi — informacijas zimes,
norades, identifikacijas zZimes un bridinajuma zimes;

—  ka efektivu vizualas informacijas Iidzekli iesp&jams izmantot €kas stavu planu kartes
gan planSetu, gan bukletu formata, gan attelos augstskolas majas lapa.

— lidztekus klasiskajiem informacijas nes€jiem arvien plasak tiek pieprasiti jauni
informacijas formati — funkcionalie un interaktivie digitalie risinajumi — 3D telpu
vizualizacijas un virtualas pastaigas.

- ergonomiski un estetiski saplanots informacijas komplekss palidzeés nodrosinat
universalajam dizainam atbilstosu vidi macibu iestade.

Summary

The necessity of the theoretical research is determined by the intention to develop the graphic design of the

environment and indoor wayfinding system at Rezekne Higher Education Institution. In the development process of

the Institution, its infrastructure has been changed. At the moment, the territory of Rezekne Higher Education

Institution with its three building complexes, where three faculties work, absolutely has no signs system. The main

central building of the Institution has just been renovated, the architectonic layout of premises in the building and

division of the floors is rather complicated, and even regular visitors often lose their way there. Visual

communication as a navigation system is necessary to stimulate the feeling of the modern, understandable and

hospitable environment.

Naming, numbering and general arrangement of parts of the buildings at Rezekne Higher Education Institution is an

important organisational aspect in the wayfinding plan. The system of landmarks and navigation system should be

clear with logical hierarchy, which would help its users remember and use the terminology. Symbols, identity and

foreign language also play a significant role in successful wayfinding design.

The theoretical research, which was done by the author, emphasises the following important aspects in development

of the information design for public institutions, including education institutions:

— inwayfinding in public spaces, the logic of architecture element placement and design is important. Intelligible
logic in building placement influences the user’s ability to define and remember his / her location;

— in the environment of the higher education institution, all types of information graphics are important —
information signs, guides, identification signs and warning signs;

— it is possible to use the building floor plan in a tablet, a booklet or in illustrations on the homepage of the
higher education institution an efficient visual information ways.

— in parallel with classical information media new information formats — functional and interactive digital
solutions — are becoming more popular, for example, 3D indoor visualisation and virtual walks.

— an ergonomically and aesthetically planned information complex will help the universal design to ensure
proper environment at the educational institution.
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Arts & Crafts. Geneza i ldea, Neriton 2004) and the
European Garden City Movement (, W szkatutach
zieleni”. Europejski ruch miast ogrodow 1903-1930,
Warsaw University Press 2014). Lectured and
published on the 19" and 20™ century Polish and
British art, architecture and interior design.

Natalia Bolshakova

Candidate of Philological Sciences,

Pskov State University, Docent (Associate Professor),
Head of Scientific and Educational Laboratory of
Regional Philological Researches.

Sphere of scientific interests: Linguistics theory,
Dialectology, Ethno-linguistics, lexicography, informal
conversation. Is engaged in forwarding and laboratory
researches of the Pskov dialects. Is the originator ,,The
Pskov regional dictionary with historical data”. Author
more than 100 publications, editor of collections of
articles. Directs scientific work of graduate students.
The head of the research projects which have got grant
support of federal and regional funds.
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Inese Brants

Mg. art. vizuali plastiskaja maksla, Latvijas Makslas
akadémijas doktora zindtniska grada pretendente.
Porcelana apgleznosanas Meistardarbnicas vaditdja
Latvijas Makslinieku savienibas starptautiskaja
makslas centrd ZVARTAVA. BJC Laimite Porcelana
apgleznosanas un Keramikas studiju vaditaja.
Porcelana maksliniece, Latvijas Makslinieku
savienibas biedre.

Piecu  zinatnisko rakstu autore; piedalijusies
starptautiskajas zinatniskajas konferencés Latvijas
Universitaté, Daugavpils Universitaté, Re&zeknes
Augstskola un vadijusi Porcelana apgleznosanas
Meistardarbnicu starptautiskajos projektos: 2011 —
Together 2011 -  porcelana  apgleznoSanas
meistardarbnicas vaditaja  (Grundtvig-2010-1-LV1-
GRU13-00919); 2012 — Easy Way to Ceramics:
Methodology for Art Teachers — vaditaja un lektore
(Grundtvig TRAINING DATABASE — Reference No.
EN-2012-029-001). Zinatniskas intereses: porcelana
maksla, porcelana dekoré$anas tehnologija un vésture,
dekorg8anas tehnologiju attistiba un to praktiskais
pielietojums laikmetigaja maksla.

Rita Burceva

Mg.paed., Rézeknes Augstskola,
Izglitibas, valodu un dizaina fakultate,
lektore.

20 zinatnisku publikaciju autore. Piedalijusies
starptautiskas konferences Latvija, Slovakija, Kipra,
Spanija, Gruzija, Krievija. Zinatnisko intereSu jomas:
pieauguso pedagogija, muzizglitiba, muzejpedagogija,
izglitibas vide.

Valda Caksa
Mg. paed., Mg. hist, Rézeknes Augstskola, lektore;
J. Ivanova Reézeknes miizikas vidusskola, skolotaja.

Beigusi Jazepa Vitola Latvijas Miizikas akadémijas
doktorantiiras teorétisko kursu, péta miizikas izglitibas
vesturi, tostarp tautas konservatoriju darbibu Latvija un
Latgalg, vairak neka 50 publikaciju autore.

Sarma Delvere
Rézeknes Augstskolas Profesionalas magistra studiju
programmas ,, Dizains” studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla” un
specializaciju  ,Interjera  dizains”.  Profesionalas
intereses saista ar grafiska dizaina apaksSnozari.
Piedalijusies divas Rézeknes Augstskolas organizetajas
konferences.

Inese Brants

Mg. art, Ph.D. candidate Latvian Academy of Art.
Porcelain painting workshops driver of Latvia Artist
Union Art Center Zvartava. BJC Laimite Porcelain
painting and ceramics studios driver. Porcelain artist,
a member of the Latvia Artist Union.

An author of 5 scientific articles has participated in
international Scientific and Art conferences Latvia
University, Dugavpils, Rezekne Universities and
International projects: 2011 — Grundtvig-2010-1-LV1-
GRU13-00919 porcelain painting workshops driver,
Together 2011, and 2012 — Head and lecturer,
Methodology for art teachers, Easy way to porcelain,
Grundtvig TRAINING DATABASE — Reference No.

EN-2012-029-001. Scientific field of interest:
Porcelain art, history of porcelain decorating,
technique development and practice. Decorating

technique practice and uses in the contemporary arts.

Rita Burceva

Mg.paed., Rezekne Higher Education Institution,
Faculty of Education, Languages and Design,
Lecturer.

Author of 20 scientific publications. The participant of
international conferences in Latvia, Slovakia, Cyprus,
Spain, Georgia, Russia. Area of scientific interests:
adult education, life-long education, museum
education, education environment.

Valda Caksa

Mg paed, Mg. hist. Rezekne Higher Education
Institution, Lecturer;

Rezekne Highschool of Music of J. lvanovs, Teacher.

Has finished the theoretical course at Jazeps Vitols
Latvia State Academy, has been writing the doctoral
thesis *’Legislation of Music Education in the Republic
of Latvia. Folk conservatoires in Latgale (1923-
1940)*’, more than 50 publications author.

Sarma Delvere
Student of Master programme ,,Design” at Rezekne
Higher Educational Institution.

Acquired a professional bachelor's degree in ,,Art” and
specialization ,,Interior design”. Professional interests
associated with graphic design. The participant of two
conferences organized by Rezekne Higher Educational
Institution.
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Irena Ivanova
Reézeknes Augstskolas Profesionalas magistra studiju
programmas ,, Dizains” studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla” un
specializaciju ,,Interjera dizains”.

Piedalijusies  divas  zinatniskajas  konferences,
projektos, saistitos ar makslas un dizaina jomu.

Karlina Ivane
Mg. art., Jazepa Vitola Latvijas miizikas akademija.

Profesionala vijolniece, altiste un viola d’amore
speletaja. Spelgjusi dazados Eiropas kamer- un
simfoniskajos orkestros. Ka altiste regulari uzstajas
Liepajas stigu kvarteta sastava. Vijoles spéles
pedagoge Ikskiles Miizikas un makslas skola. Kop$
2013. gada doktorante Jazepa Vitola Latvijas miizikas
akadémija.

Marite Kokina-Lilo

Mg. art., Latvijas Universitate,

Pedagogijas, psihologijas un makslas fakultate,
Skolotaju izglitibas nodala, lektore.

Piedalijusies konferencés Latvija. 2 zinatnisku
publikaciju autore. Zinatnisko intereSu joma: makslas
pedagogija, tekstila apguve augstskola un skola.

Jelena KozZevnikova
Be. art., Daugavpils Universitate, Miizikas un makslu
fakultate, Makslas un dizaina katedra.

»Erasmus” un ,Erasmus+” programmas dalibniece -
studijas Vilnas Makslas Akad&mija; brivpratigo prakse
makslas galerija ,,Znad Willy” (Vilpa/Lietuva).
Piedalijusies vairakas studentu izstad€s un pasakumos
Latvija.

Sandija Kus$nere

Mg. art., Latvijas Miizikas akademija,
Latvijas Universitates Pedagogijas nodalas
doktorantiiras studente.

6 zinatnisku publikaciju autore. Raksti publicéti
Latvija un Polija. Piedaljjusies Starptautiskaja Baltijas
kongresa Igaunija, Starptautiskas konferencés Latvija
un Norvégija. Zinatnisko intereSu joma: pirmsskolas
vecuma bérnu agrina attistiba, mizikas un speciala
pedagogija un terapija, logopsihologija un lingvistika.

Irena lvanova
Student of Master programme ,, Design” at Rezekne
Higher Educational Institution.

Acquired a professional bachelor's degree in ,,Art” and
qualification ,.Interior design”. Professional interests
associated with graphic design.

Karlina Ivane
Mg. art., Jazeps Vitols Latvian Academy of Music.

Professional violin, viola and viola d’amore player.
Experience in several European chamber and
symphony orchestras. As a violist performs regularly
with Liepaja String quartet. Violin teacher at Ikskile
Music and art school. Since 2013 doctoral student at
Jazeps Vitols Latvian Academy of Music.

Marite Kokina-Lilo

Mg. art., University of Latvia,

Faculty of Education, Psychology and Art,
Department of Teacher Education, Lecturer.

Author 2 scientific publications. Conferences in Latvia.
Area of scientific interests: art education, textile
education in university and in schools.

Yelena Kozhevnikova
Bc. art., Daugavpils University, Faculty of Music and
Arts, Department of Art and Design.

Participant of ,Erasmus” and ,,Erasmus+” program -
studies at Vilnius Art Academy; volunteer practice at
“Znad Willy” gallery (Vilnius/Lithuania). Participated
in several student exhibitions across Latvia.

Sandija Kusnere

Mg. art., Latvian Academy of Music,

Latvian Pedagogical University doctoral department,
PhD Student.

6 scientific publications. Articles published in Latvian
and Poland. Participated in the International Congress
of the Baltic in Estonia and international conferences
in Latvia and Norway. Scientific field of interest:
Preschoolers early development, music and special
pedagogy and therapy, logopsychology and linguistics.
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Aleksandrs Lisovs

Dr. art, Vitebskas Valsts Universitate,

Pasaules véstures un kultiiras katedra, docents;
Austrumeiropas, Eirazijas un Krievu makslas un
arhitekriiras vesturnieku biedribas loceklis, Ela Lisicka
fonda biedrs.

Vairak neka 150 zinatnisku publikaciju autors.
ICCEES Pasaules Kongresu Tamperé (Somija),
Berling (Vacija), Stokholma (Zviedrija) dalibnieks,
piedalijies konferences Krievija, Ukraina, Lietuva,
Latvija, Vacija, Francija, Kanada. Zinatnisko interesu
joma: Baltkrievijas t€lotajmaksla 19.-20. gadsimtos,
Vitebskas makslas skolas vesture, krievu arzemju
makslinieki, Kazimirs Malevi¢s un vina loks, Marka
Sagila biografijas agrinais posms un maksla, Ela
Lisicka maksla.

Natalja Losane

Mg. art., Mg. paed., Rézeknes Augstskola (RA),
Izglitibas, valodu un dizaina fakultate, lektore,
maksliniece, dizainere.

2002. g. absolvéta RA Pedagogijas fakultate, iegita
specialitate Darbmacibas un ekonomikas pamatu
skolotaja; 2003.g. RA iegiits izglitibas zinatnu magistra
akadémiskas grads; 2005. g. Daugavpils Universitaté
(DU) absolvéta Mizkas un Makslu fakultate
(specialitate Vizualas makslas skolotaja); 2007.g. DU
iegiits profesionalais magistra grads maksla. Zinatnisko
pétijumu virzieni: maksla, dizains, arhitektiira. Daliba
starptautiskajas konferencés un makslinieciska darbiba
Latvija un arzemes.

Joannis Makris

Dr.psych. Aténu Pedagogiskas un tehnologiskas
izglitibas augstskola, asociétais profesors, komponists,
dirigents.

Absolvejis Parizes IV — Sorbonnas Universitati
Francija, specializgjoties klasiskas gitaras spélé un
Bizantijas muzika (Griekija). Promociju psihologija
ieguva Francija, EPHE (Ecole Pratique des Hautes
Etudes). Ar lekcijam miizika, psihologija un miizikas
terapija ir uzstajies Anglija, Portugale, Holandg,
Griekija, Tunisija, Lietuva un Latvija. Vairakus gadus
ir vadijis akadémiskas miuzikas ansamblus. Vina
darbiba ir vérsta uz simfonisko muziku, instrumentalo
miziku un skanas dizainu.

Alexander Lisov

Dr.art, Vitebsk State University,

Department of the World History and Culture, Docent;
Member of the Society of Historians of East European,
Eurasian and Russian Art and Architecture (SHERA),
Member of the Lissitzky Foundation’sBoard of
Directors.

Author more than 150 scientific publications. The
participant of World Congresses of ICCEES in
Tampere (Finland), Berlin (Germany), Stockholm
(Sweden), conferences in Russia, Ukraine, Lithuania,
Latvia, Germany, France, Canada, Area of scientific
interests: the fine Arts of Belarus in the 19" —
20" centuries; history of the Vitebsk art school;
Russian avant-guarde; Russian artists of the Abroad;
Kazimir Malevich and his circle; the early period of
the biography and art of Marc Chagall; art of El
Lissitzky.

Natalja Losane

Mg.art., Mg.paed., Rezekne Higher Education
Institution (RHEI), Faculty of Education, Language
and Design, Lecturer, Artist, Designer.

2002 graduated from RHEI Pedagogy Faculty,
specialty Pedagogics and economic basis for the
teacher; 2003 RHEI conferred a master’s degree in
pedagogy; 2005 graduated from Daugavpils University
(specialty Visual Arts teacher); 2013 graduated from
Daugavpils  University, conferred aprofessional
master’s degree in art. Fields of research: art, design,
architecture. Participation in international conferences
and artistic activitiesin Latvia and abroad.

loannis Makris

Post Doctoral & Doctoral Degree in Psychology,
High School of Pedagogical and Technological
Education — Athens, Associated Profesor, Composer,
Conductor.

Degree in Music from Paris IV — Sorbonne University
(France), in Classical Guitar and in Byzantine Music
(Greece). He received his Ph. D and his Post — Ph. D.
in Psychology from the Ecole Pratique des Hautes
Etudes (France). He has made speaches and lectures on
Music, Psychology and Music Therapy in England,
Portugal, Holland, Greece, Tunisia, Lithuania and
Latvia. For many years was in charge of academic
musical ensembles. His work is focus in Symphonic
Music, in Word Instrumental Music and in Sound
Design.

194



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

Mara Marnauza
Dr. paed., Rigas Pedagogijas un izglittbas vadibas
akadémija, profesore, dirigente.

XXV LatvieSsu Vispargjo Dziesmu svétku (2013),
Batijas valstu Studentu Dziesmu svétku Gaudeamus
(1999; 2004; 2006; 2011; 2014) Galvena dirigente.
Starptautiska koru konkursa uzvarétaju - sieviesu kora
BALTA un kamerkora Fortius Makslinieciska vaditaja.
Vipa ir sanémusi zurijas labaka dirigenta balvu XIX
Starpatutiska garigas muzikas konkursa Namestovo un
Emila Melngaila tautas mizikas konkursa Latvija.
INTERKULTUR zurijas tiesnesu locekle
Starptautiskaja Antona Bruknera Koru konkursa
Austrija (2013). Ir publicgjusi monografiju
Dirigésanas metodologija (2012). ka arT daudzus koru
miizikas CD un DVD diskus

Silvija MeZinska
Mag. sc. ing., Mg. paed., Rézeknes Augstskola,
Izglittbas un dizaina fakultate, lektore.

1990. g. absolvéta RTU, ieguts magistra grads
inZzenierzinatnés un §hto izstradajumu inZeniera
tehnologa kvalifikacija. 1999. g. absolvéta DU, iegiits
magistra grads pedagogija. Sobrid studijas RA
profesionala magistra programma ,Dizains”. 17
zinatnisko publikaciju autore. Daliba starptautiskajas
zinatniskajas  konferencés Latvija un arzemes.
Zinatnisko pétijumu virzieni: dizaina izglitiba,
stud€joso radosas un macibu pétnieciskas darbibas
pilnveide dizaina studijas.

Silvija Ozola
Mg. arch., Rigas Tehniskdas universitates (RTU),
Liepdjas filiale, lektore.

1980. gada absolvéta Rigas Politehniska institata
Celtniecibas fakultate, iegtita arhitekta specialitate;
2003. gada — Latvijas Sporta pedagogijas akadémija,
iegiits izglitibas un sporta darba specialistes diploms;
2008. gada — RTU Arhitektiras un Pils€tplanos$anas
fakultate, ieglits magistra grads arhitekttra; 2010. gada
pabeigtas studijas RTU Arhitektiiras un
Pilsétplanosanas fakultates doktora studiju programma
,Arhitektira”. Akadémiska darba pieredze: lektore
Rigas Celtniecibas koledza (2005-2010); kops
2006.gada — RTU lektore. Profesionala darba
pieredze: arhitekte projekteSanas institata ,,Lauku
projekts® (1980-1983); arhitekte Liepajas rajona
arhitekta projektéSanas grupa (1984-1990). Autore
publikacijam par ainavu arhitektiiru, pilsétbtivniecibu,
arhitektaru.

Mara Marnauza
Dr. paed., Riga Teacher Training and Management
Academy, Professor, Conductor.

Chief conductor of the XXV General Latvian Song
Festival (2013), the Baltic States’ Student Song
Festival Gaudeamus (1999; 2004; 2006; 2011; 2014).
Artistic director of the winners of international choir
competitions — female choir BALTA and chamber
choir Fortius. Received the jury’s Best Conductor’s
Prize at the XIX International Sacred Choral Music
Competition in Namestovo in Slovakia and at the
Emilis Melngailis Folk Music Competition in Latvia.
INTERKULTUR Jury member of the 4" International
Anton Bruckner Choir Competition, Austria (2013).
+Published a monograph Conducting methodology
(2012), many choir music CDs and DVDs.

Silvija Mezinska

Mg. sc. ing., Mg. paed., Rezekne Higher Education
Institution, Faculty of Education, Language and
Design, Lecturer.

1990 - Master degree in engineering and sewn products
engineer technologist qualification, Riga Technical
University. 1999 - Master degree in pedagogy,
Daugavpils University. Currently studying Master
level program Design in Rezeknes Augstskola. Author
of 17 scientific publications, participated in
international scientific conferences in Latvia and
abroad. Scientific research area — design education,
development of students’ creative and educational
research activities in design studies.

Silvija Ozola
Mg. arch., Riga Technical University, Liepaja branch,
Lecturer.

In 1980 she graduated Riga Polytechnic Institute,
Faculty of Construction and acquired the speciality of
an architect; in 2003 she graduated Latvia Pedagogical
Academy of Sports and acquired a diploma of a
specialist in education and sports work; in 2008 she
acquired Master’s degree at Riga Technical University,
Faculty of Architecture and City Planning at the study
programme “Architecture”. She has the following
experience of academic work: a lecturer at Riga
Construction College (2005-2010); since 2006 — a
lecturer at Riga Technical University Professional
work experience: an architect at the design institute
“Country Project” (1980-1983); an architect in Liepaja
region designing group (1984-1990). She is an author
of publications on the landscape architecture, city
construction and architecture.
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Aina Strode
Dr. paed., Mg. art., Rézeknes Augstskolas docente.

Vairak neka 50 zinatnisku publikaciju autore.
Piedalijusies konferencés Latvija, Lietuva, Krievija,
Portugal€, Spanija, Francija. Zinatnisko intereSu joma:
Makslas un dizaina pedagogija, dizaina pétnieciba.

Lolita Selvaha

Mg. paed., Latvijas Universitate,

Pedagogijas, psihologijas un makslas fakultate,
Skolotaju izglitibas nodala, lektore.

6 zinatnisku publikaciju autore. Piedalijusies
konferencés Latvija, Lietuva, Somija, Zinatnisko
intereSu joma: makslas pedagogija, tekstila apguve
augstskola un skola, uzturmaciba, veseligs dzivesveids.

Mara Urdzina- Deruma

Dr.paed.,  Latvijas  Universitate,  Pedagogijas,
psihologijas un makslas fakultate, Skolotaju izglitibas
nodala, asociéta profesore.

22 zinatnisku publikaciju autore. Piedalijusies
konferencés Latvija, Lietuva, Somija, Zviedrija.
Zinatnisko intereS$u joma: makslas pedagogija, tekstila
apguve augstskola un skola.

Andris Vecumnieks
Dr. art, Jazepa Vitola Latvijas Mizikas akademija,
Kompozicijas katedra, asociétais profesors.

Komponists, dirigents, Latvijas Komponistu savienibas
biedrs, orkestra Sinfonia Concertante makslinieciskais
vaditajs. Sadarbojies ar orkestriem Latvija (LNSO,
Liepajas SO wu.c.) un arvalstis (Vacija, Gruzija,
Azerbaidzana, Krievija, Uzbekistana u.c.). Vairaku
publikaciju  autors, piedaljjies  starptautiskajas
konferencés Latvija (Riga, Daugavpils, Rézekne) un

arvalstts (Austrija, Vacija). Vadijis meistarklases
Latvijas un arvalstu augstskolas (Luksemburga, Vacija,
Gruzija u.c.).

Zinatnisko intereSu joma: Mizikas teatralitate;

Interpretacija un recepcija; Jura Karlsona dailrade

Aina Strode
Dr. paed., Mg. art. Rezekne Higher Educational
Institution, Assistant Professor.

Author more than 50 scientific publications. The
participant of conferences in Latvia, Lithuania, Russia,
France, Portugal, Spain. Area of scientific interests:
Pedagogy of art and design, Design study.

Lolita Selvaha

Mg. paed., University of Latvia,

Faculty of Education, Psychology and Art,
Department of Teacher Education, Lecturer.

Author 6 scientific publications. Conferences in Latvia,
Lithuania, Finland. Area of scientific interests: textile
education in university and in schools, nutrition,
healthy lifestyle.

Mara Urdzina-Deruma

Dr. ed., University of Latvia, Faculty of Education,
Psychology and Art, Department of Teacher
Education, Associate Professor.

Author 22 scientific publications. Conferences in
Latvia, Lithuania, Finland, Sweden. Area of scientific
interests: art education, textile education in university
and in schools.

Andris Vecumnieks
Dr. art., Jazeps Vitols Latvian Academy of Music, the
Composition Department, Associated Professor.

Composer, conductor, member of the Latvian
Composers’ Union, artistic director of the orchestra
Sinfonia Concertante. Has collaborated with orchestras
in Latvia (LNSO, Liepaja SO, a.0.) and abroad
(Germany, Georgia, Azerbaijan, Russia, Uzbekistan,
a.0.). Author of several publications, has participated
in international conferences in Latvia (Riga,
Daugavpils, Rezekne) and abroad (Austria, Germany).
Has given masterclasses in Latvian and foreign higher
education  institutions  (Luxembourg, Germany,
Georgia, a.0.).

Fields of research: theatricality in music, interpretation
and perception, oeuvre of Juris Karlsons.
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Fiona Meérija Vilnite

Mg. paed, Rigas Pedagogijas un izglitibas vadibas
akadémija, doktora studiju programmas ,, Pedagogija”
doktorante.

Studijas Rigas Pedagogijas un izglitibas vadibas
akadémija, BMus (Lond) Londonas
Universitaté/Trinitijas miizikas koledza Londona. Ir
guvusi pieredzi, spélgjot ka solo izpilditaja kamera un
orkestra projektiem, organiz&ot stigu miziku,
rediggjot e-gramatas saistiba ar vijolu vesturi un stigu
instrumentu speli (www.musicforstrings.com). Sobrid
vina ir vijoles spéles skolotaja C&su 1. pamatskola.
Pétijumu jomas: gariga telainiba, gariga sagatavosana
un vijoles spéles pedagogiju.

Ineta Zvonnikova

J. Soikdana Ludzas makslas skola, pedagoge un
direktora vietniece macibu darba.

Rezeknes Augstskolas Profesiondlas magistra studiju
programmas ,, Dizains” studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla” un
kalifikaciju  ,,Datordizains”.  Piedalijusies  viena
zinatniskaja konferencg, projektos, saistitos ar makslas
un dizaina jomu.

Fiona Mary Vilnite

Mg. paed., Riga Teacher Training and Management
Academy, Doctoral Student on the Doctoral Studies
programme ,, Pedagogy ”.

Studies at Riga Teacher Training and Management
Academy, BMus (Lond) at London University/Trinity
College of Music, London. Having had experience
playing in solo, chamber and orchestral projects,
arranging music for strings and editing e-books about
violin history and string playing
(www.musicforstrings.com). She is a violin teacher at
Cesis' 1% Primary School. Her current research
interests include mental imagery, mental training and
violin pedagogy.

Ineta Zvonnikova

J. Soikans Ludza’s Art School, Teacher and Deputy
Director of Educational Work.

Student of Master Programme ,,Design” at Rezekne
Higher Educational Institution.

Acquired a professional bachelor's degree in ,,Art” and
qualification ,,Computer  Design”.  Professional
interests associated with graphic design.
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