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IEVADS

Latviesu klaviermiizikas veésturei rit jau otrais gadu simtenis. Viens
no tas aizsacgjiem, Jazeps Vitols (1863-1948), Saja zanru joma atstajis
skandarbus, kuru skaits parsniedz devinus desmitus. Lidz pat masu
dienam tie pastavigi tiek ietverti pianistu koncertprogrammas un sta-
bili ieklavusies pedagogiskaja repertuara; aizvien jauni klavierdarbu
ieskanojumi papildina fonotéku kolekcijas, ieraksti tiek regulari parrai-
diti plassazinas lidzeklos un ir érti pieejami interneta.

Lai ari komponista dailrade izsenis ir piesaistijusi muzikologu uz-
manibu un daudzpusigi atspogulota virkné teorétisku pétijumu, tomer
ir ari baltie plankumi, un viens no tiem ir Vitola klaviermuzikas atska-
nojuma specifika. Musdienas atskanotajmakslas variativa iedaba ir
guvusi izpausmi ne tikai koncertzalés vai noSizdevumu redakcijas, ar-
vien plasak ta vérojama ari globalaja timekli, kur sniegta pieeja muiziku
audioierakstiem un videoierakstiem. Pianistu ilgstoSa koncertprakse
un ieskanojumu klasts dod bagatigu materialu Vitola mizikas interpre-
tacijas ipatnibu noskaidrosanai.

Mazikas kritikis un literats Knuts Lesin$ (1909-1999) uzskata, ka
Krievija pavaditais Vitola dzives periods un garigas saites ar krievu
skanumakslas dizgariem pasargaja no provincialisma, kas valdija Riga [..].
vinam ir savs “vitolisks” stils, kas uzspiedis zimogu krievu skola iegiito iz-
teiksmes lidzeklu pielietosanai (Lesins, 1939: 18-19). Citata minétais vitolis-
kais stils un ta ietekme uz $1 komponista klavierdarbu atskanojumu art
turpmakajas lappusés biis uzmanibas centra. Tiks piedavats iepazities
ar Vitola klavierdarbos izmantotas apziméjumu sistémas cetriem virzie-
niem, gut prieksstatu par vina pianistisko pieredzi un specifiski vitoliska
atskanojuma izteiksmibu, ko iespaidojusi skanraza pastiprinata interese
par miniatirformam un lakoniskais izteiksmes veids. Pirmo reizi veikts
méginajums raksturot Vitola klaviermiizikas atskanojumu dazados ra-
kursos - tiks aplitkots gan klavieru skarums un no ta izrietosais tonis,
gan frazéjums, pedalizacija, dinamikas reljefs un temporitma izvéle.



Gramatas tap$ana izmantoti pétijumi par Jazepa Vitola dzivi un
dailradi, vina memuari un epistolarais mantojums, periodika atroda-
mie veértéjumi, citu muziku un pedagogu atzinas, Mitrofana Belajeva
izdevniecibas (Leipciga) nosizdevumi, rokraksti, fonotékas uzglabatie
un interneta pieejamie ieskanojumi, atskanotajmakslas teorijai veltita
literattira.

Izvértejot viena klavierdarba lasijumus vairaku paaudzu pianistu
snieguma, lietota ieskanojumu salidzinosas analizes metode; ta sniedz
iespéju noteikt komponista skanuraksta niansu daudzveidibu un pa-
dzilinat prieksstatus par latviesu pianisma, ka ari atsevisku ta parstavju
spéles savdabibu. Izpétes pamata ir hermeneitiska pieeja, proti, balsts
uz hermeneitiku ka macibu par interpretaciju i jédziena plasa, filo-
zofiska nozime. Izpratne par skandarbu un ta jégas atklasme saskana
ar hermeneitika Hansa Georga Gadamera (1900-2002) skaidrojumu ir
mainiga un parveidojas; izmantojot filozofa pausto metaforisko lidzi-
bu, veidojas pagatnes un tagadnes parklasanas jeb horizontu sajauksands
(Gadamers, 1999: 123).

Hermeneitiska pieeja lauj skaidrot ne vien dazadu atskanojumu
kopigas un atskirigas iezimes, bet ari saikni starp nozimi, ko skandar-
bam pieskiris autors, un &1 skandarba vélako interpretaciju nakamo pa-
audzu makslinieku lasijuma; saskana ar Gadamera atzinam, ta izpau-
zas ka jegas kontinuitate, kas saklauj makslas darbu ar eksistences pasauli
(Gadamers, 1999: 290).

Atskanotajmakslas butibai piemito$o pagatnes un tagadnes horizon-
tu mijiedarbi inicié skandarba izpildijums - bridis, kad notiek autordar-
ba radiSanas laikmeta un muzika parstavéta laikmeta saplisme. Herme-
neitiskaja atskanotajmakslas apli atspogulojas izpratnes viengabalaina
veseluma un to veidojo$o atsevisko dalu savstarpéja saikne, jo véstu-
riskaja perspektiva pianisti pie ta vai cita skandarba atgriezas atkartoti
(Lase, 2011).

Lt

Jazepa Vitola klaviermiizikas izpétei pievérsusies jau komponista
laikabiedri - Andrejs Jurjans (1856-1922), Emils Darzins (1875-1910),
Janis Zalitis (1884-1943) u. c. Vinu publikacijas ir nozimigas ne tikai



vesturiska griezuma. Sie Vitola lidzgaitnieku verteéjumi ir mazak pazis-
tams izzinas materials, kas paver ieskatu atsevisku skandarbu rasanas
vesturé un mudina ari izprast talaika prieksstatus par vitoliska izteik-
smes veida savdabibu.

No komponista klavierdarbiem veltitas literattiras ka hronologiski
vissenakas butu jaizce] Andreja Jurjana apceres laikraksta Baltijas Vest-
nesis. 1892. gada 8. augusta publikacija augstu noveértétas Variacijas par
latvieSu tautasdziesmas Ej, saulite, driz pie Dieva tému op. 6 (Jurjans,
1892). 1896. gada 26. un 30. janvara rakstos apltkotas visas miniataras
no op. 10 lidz op. 19 - preladijas, etides un Sipla dziesma (sk. Jurjans,
1980: 130-132). Ka 1pasi raksturigu sava laikabiedra un drauga klavier-
mizikai Jurjans atzimé taja domingjoso liriski elegisko ievirzi (Jurjans,
1980: 131).

Emila Darzina divas kritiskas apceres saista ar lakoniski trapigu iz-
teiksmi un precizitati. Pirma no tam (zurnals Zalktis, 1908, 5. un 6. nr.,
1909, 7. nr.) ir visaptverosa teju monografiskas ievirzes rakstu seérija,
kura butiska vieta atvéléta Vitola klaviermtzikas raksturojumam (lidz
op. 32). Autors atklaj komponista stila veidosanas problémas, izcelot
Rietumeiropas romantisma un krievu skanrazu skolas ietekmi, ka ari
latviesu tautasdziesmas iespaidu. Otra apcere publicéta laikraksta Latvi-
ja 1910. gada 16. jalija un veltita abam programmatiskajam miniatiram
op. 41 (1909, Guli, manu berniy... un Vilnu dziesma); ipasi atzinigi raksta
autors verté Vilnu dziesmas spilgto télainibu, koncertstila ievirzi un pia-
nistiski meistarigo izklastu. Vina skatijuma, $is darbs batiski bagatinajis
latviesu klaviermuzikas repertuaru. Apceres apkopotas 1975. gada iz-
dotaja krajuma Emils Darzins (Darzins, 1975: 167-205, 299-301).

levérojama vieta Vitola mantojuma izpété ir Jana Zalisa rakstu
virknei ar kopigu nosaukumu Jozefs Vitols (1886-1911). Kritiska stu-
dija, kas veltita komponista radosas darbibas divdesmitpiecgadei un
1911. gada 18.-19. un 22.-23. novembri publicéta laikraksta Dzimtenes
Vestnesis. Taja sniegts daudzpusigs Vitola radoSais portrets, ietverot
ar1 vina solodziesmu un klavierdarbu apskatu (lidz op. 32). Vél pla-
sak Vitola klaviermiuizikas kopaina ieziméta 1942. gada raksta Jazepa
Vitola klavierdarbi, kas lasams zurnala Latvju Menesraksts 4. numura un
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velak ar papildinajumiem parpublicéts ari Jékaba Graubina sastaditaja
krajuma Jazeps Vitols (Zalitis, 1944). Zalisa veidotas apceres apkopota
veida ietvertas vina rakstu izlase (sk. Zalitis, 1960: 100-113, 819-827).

Daudzveidigi Vitola klavieropusu raksturojumi sniegti virkne
Olgerta Gravisa (1926-2015) pétijumu (Gravitis, 1958, 1999). Latviesu
tautasdziesmu izmantojuma specifika Vitola instrumentaldarbos anali-
zéta Jekaba Vitolina (1898-1977) gramata Tautasdziesma latviesu miuizika
(Vitolins, 1970: 46-55); komponista un pedagoga darbibas mijsakariba
pétita Sofijas Vérinas (1929-1994) gramata Jazeps Vitols - komponists un
pedagogs (Vérina, 1991); savukart informativi noderigs materials atro-
dams atseviskos pétijumos par latviesu muzikas vésturi (Zalit[i]s, b. g.;
Krasinska, 1972).

2015. gada publicéts krajums Miizikas akademijas raksti XII, kas tapis
ka velte Jazepam Vitolam vina 150 gadu jubileja (Jazeps Vitols - perso-
niba, dailrade, konteksti; sast. Ilze éarkovska—Liepirga). Neviena no rak-
stiem klaviermuzika nav pamattéma, tomeér ta skarta vairakos kraju-
ma ietvertajos pétijumos. It ipasi $aja zina izcelams Jelenas Lebedevas
raksts Zanru teksti un konteksti Jazepa Vitola miizika, kura sniegta ari deta-
lizéta Vitola klavierdarbu zanriska tipologija (Lebedeva, 2015: 211-212)
un sikak raksturota preludijas Zanra interpretacija (Lebedeva, 2015:
215-221).

Visbeidzot, lidztekus monografiju vai rakstu formata publicétiem
materialiem Ipasu ieveribu pelnijusi vel tris avoti. 1992. gada aizstavéts
muzikologes Ilgas Zicmanes diplomdarbs Dazas stilistiskas problemas
Jazepa Vitola klaviermiizika, kas pieejams JVLMA bibliotéka (Zicmane,
1992). Turpat glabajas nozimigakais laikmetigais pétijjums, kas veltits
Vitola personibai, dailradei un tas raisitajai rezonansei - Zanes Prédeles
promocijas darbs Jazeps Vitols kultiiras atminas dinamika: kanoni un arhivi
(Prédele, 2015). Savukart muzikas, tai skaita klavierspéles, pedagogiem
noderés [lmas Grauzdinas (1948-2016) izstradatais metodiskais lidzek-
lis - e-gramata Jazeps Vitols: personiba, dzive un darbi (2014). Interaktivas
rotalspéles veida tas rosina iepazit komponistu, vina radoso biografiju
un ari klavieru vietu taja (Grauzdina, 2014).
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1. JAZEPA VITOLA KLAVIERDARBI:
NO IECERES LIDZ INTERPRETACIJAI

1.1. Vesturisks kopskats

Latvie$u nacionalas atmodas process 19. gadsimta otraja pusé bija
ciedi saistits ar folkloras apzinasanu, un ta ietekméja masu profesiona-
las muzikas pirmos paraugus. Nacionalo kompozicijas skolu veidosa-
nas tolaik bija raksturiga ari vairaku citu Eiropas tautu, tai skaita igau-
nu un lietuvie$u, mazikas dzivei.

Jazepa Vitola komponista darbibas sakums sakrit ar plasi izvérstu
tautas melodiju vaksanas kustibu; to apdares bija viens no popularaka-
jiem 81 laikmeta latvieSu muzikas Zanriem. Péterburgas konservatorijas
izglitiba, iespaidi, kas guti saskaré ar spilgtam krievu maziku personi-
bam, lava ka Vitolam, ta Andrejam Jurjanam 19. gadsimta 80.-90. gados
daudzpusigi darboties latvieSu profesionalas miizikas lauka.

Vitola dailrade ietver nozimigus sasniegumus gandriz visos vina
dzives laika aktualajos latviesu mizikas zanros, iznemot operu, baletu
un koncertzanru. Komponista radosais rokraksts spilgti izpaudies ins-
trumentalaja (klavierminiattiras, sonate, fantazija, stigu kvartets u. c.)
un vokalaja kamermiizika (dziesmas solobalsij ar klavierém, dueti), vo-
kali instrumentalaja (kantates, oratorija), simfoniskaja muizika (simfoni-
jas, svitas, uvertiras, programmatiskas miniattiras) un a cappella kormu-
zika (balades, poémas, tautasdziesmu apdares; savulaik Karla Kalégja
arhiva glabajusies ari vairaku vacu un krievu autoru solodziesmu aran-
z&jumi jauktajam korim; sk. Kaléjs, 1944: 224).

levérojamais klavierdarbu skaits komponista mantojuma lauj ierin-
dot tos talit aiz bagatigas vokalo sacergjumu virknes. Vitola klavier-
opusiem, lidzigi ka vina laikabiedru Nikolaja Alunana (1859-1919),
Ludviga Bétina (1856-1930), Alfréda Kalnina (1879-1951) kompozici-
jam, ir svariga nozime nacionalas instrumentalmiizikas kameratzara
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iedibinasana. lekams Vitols bija publicéjis savus pirmos klavierdarbus
(Sonati op. 1, Humoresku op. 3, Variacijas op. 6), latviesu klavierliterata-
ru parstavéja vienigi atseviskas diletantiskas ievirzes miniattiras galve-
nokart deju Zanra (Pétera Sancberga u. c. autoru darbi).

Vitola laikabiedrs, komponists un muzikas kritikis Janis Zalitis
piedava periodizeét latvieSu klasika dailradi; ka pirmo posmu vin$ at-
zimé divdesmit Vitola radosa muZza gadus (1886-1906), kuros domi-
ngjosa bija instrumentalmazika (lidz op. 33). Turpmakajos 35 gados
(1906-1941) tapa aptuveni lidzigs opusu skaits, tacu tagad jau vokalo
zanru parsvars bija neparprotams; tadéjadi kopuma, salidzinot vokalo un
instrumentalo kompoziciju devas, redzam aptuveni lidzigas proporcijas (Zali-
tis, 1944: 330).

Sads Jazepa Vitola radosa maza iedalfjums labi atspogulo klavier-
darbu rasanas nevienmeérigumu. Lidz 1905. gadam (pirmaja perioda)
tapusi lielaka dala klavierkompoziciju (ieskaitot op. 33), turpreti otra-
ja perioda (1906-1941) vairs tikai op. 38, op. 41, op. 43, op. 54, op. 57,
op. 63 un op. 68. Pilns Jazepa Vitola klavierdarbu raditajs atrodams gra-
matas latviesu teksta beigu dala; opusi taja minéti hronologiska seci-
ba. Saraksta veidosana nemti véra Belajeva izdevniecibas nosizdevumi,
Jazepa Vitola fonda materiali Rigas véstures un kugniecibas muzeja,
rokraksta kopija Jazepa Vitola Latvijas Muzikas akadémijas bibliotéka,
Jekaba Graubina redigétais, Jazepa Vitola 80 dzives gadiem veltitais iz-
devums ar skandarbu raditaju (Graubins, 1944) un Karla Egles sastadi-
tais bibliografiskais raditajs (Egle, 1963).

Klaviermuzikas joma Vitols saméra reti tiecas uz vérienigam kon-
cepcijam. Vina muzikalo interesu centra bija lielakoties miniattras, kas
kluva par savdabigu makslinieciska kredo izpausmi. Preladijas, etides,
dejas, stpla dziesmas, tautasdziesmu apdares un citi sikdarbi ir skait-
liska parsvara par izvérstam formam. Pédéjo klasts ir paskops - Sona-
te op. 1, Variacijas par latvieSu tautasdziesmas Ej, saulite, driz pie Dieva
tému op. 6, Tris silueti op. 38, Variacijas-portrejas (koncertaprité ari ar no-
saukumu Variacijas-portreti) op. 54, Carmina op. 57 un Sonatine op. 63.

Vitola mizikas skaidro, pat lakonisko izteiksmes veidu daudzéja-
da zina noteikusi komponista estétisko uzskatu evolicija. Miniatara ka
maksimali koncentréta visparinajuma izpausmé autoram raksturigais
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prata, logikas parsvars ir atradis idealu tvérumu. Kuplais miniataru
klasts Vitola klaviermuzika saistits arl ar vina dzives perioda tik popu-
laro majas muzicéSanu un miniatarzanru parsvaru instrumentalmazika
kopuma. Lidzas Vitolam klavierminiattras tolaik radijusi visdazadako
nacionalo skolu parstaviji, pieméram, lietuvietis Mikalojs Konstantins
Curlonis (1875-1911), krievs Anatolijs Ladovs (1855-1914), soms Erki
Melartins (1875-1937), ¢ehs Vitezslavs Novaks (1870-1949), igaunis
Rudolfs Tobiass (1873-1918).

Lai pilnveértigi interpretétu jebkura autora skandarbus, nepieciesams
izprast ne tikai to ipatnibas, bet ari saikni ar komponista dailradi kopu-
ma. Tapéc verts pakavéties pie dazam Vitola dzivesstasta lappusém.

Lidzsingja literattira jau atspogulotas vairakas norises, kas iespai-
dojusas komponista klaviermiizikas stila veidosanos. Pieméram, Sofija
Veérina raksta par Vitolu ka pianistu ar jauniba guito majas muzicésanas
pieredzi (Vérina, 1991: 30-32), kam sekojusi papildinasanas klavierspe-
les studijas Peterburga (Vérina, 1991: 45). Ka lasam komponista atmi-
nas, es gan sapnoju par klavierem; tomér 1880. gada, nemot vera Péterbur-
gas konservatorijas brivvietu piedavajumu, nacies izvéléties alta spéli,
kam Vitols priekszinasanu dél devis prieksroku (Vitols, 1988: 55).

Studiju sakumposma komponists turpinajis apgut klavierspeli
Franca Cerni (Franz Czerny, 1830-1900) obligato klavieru klasé (Haidna
Sonates un bez skaita Mendelszona Dziesmas bez vardiem [..] un tas - pec
Jelgavas Sopéna Etidém! (Vitols, 1988: 56). Tregaja studiju gada vin$ par-
gajis uz profesora Karla van Arka (Karl van Ark, 1839-1902) specialo
klavieru klasi, kur tomér nomacijies vien gadu. Par Jazepa Vitola kla-
vierspéles prasmém konservatorijas studiju laika saglabajusies Franca
Cerni atsauksme; péc Vitola vardiem, &is pedagogs mani bridinaja: Jums
cietas rokas, ar to saprotot klavierspeéli savilktam rokam un gratibas pro-
fesionala pianista karjera (Vitols, 1988: 67).

Jauniba apgitie klavierspéles pamati tika pilnveidoti Vitola koncert-
meistara praksé turpat Péterburgas konservatorija, par ko komponists
savos memuaros raksta: Biju samera diezgan veikls pianists, starp manu
laiku teoretikiem diezgan rets iznemums, un ka tads tiku bieZi komandets
pavadit, seviski Everardi klase. [..] Seviski daudz, ka jau teicu, mantoju no pa-
vadijumiem operas klase (Vitols, 1988: 71-72).
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Ka koncertéjoss pianists un dirigents Jazeps Vitols arvien aktivak
ieklavas latviesu muzikas dzive. 1891. gada iesakas vina, tobrid Péeter-
burgas konservatorijas macibspéka, lidzdaliba tradicionalajos Rigas
Latviesu biedribas Muzikas komisijas rikotajos rudens koncertos; lidz
pat 1913. gadam (ar iznémumu 1892) Vitols tajos atskanoja vokalo un
instrumentalo darbu klavierpavadijumus. Koncertiem veltitajas at-
sauksmés lasam par vina delikato ansambla spéles prasmi, smalkumu
atskanojuma detalas, spéles kamerstila ievirzi ar saméra nelielu dina-
mikas amplitadu (Gravitis, 1958: 48).

Jazepa Vitola radosais muzs no 1880. gada saistits ar nozimigu
un ilgstosu Péterburgas makslas iespaidu klastu. Komponista uzma-
nibas loka pastavigi bija krievu miizika, taja skaita Mihaila Glinkas
(1804-1857), Aleksandra Borodina (1833-1887), Milija Balakireva
(1837-1910), Pétera Caikovska (1840-1893) un citu autoru klaviermi-
niattiras; vienlaikus Vitols padzilinati iepazina Rietumeiropas muzikas
daudzveidibu.

Vistiesak makslinieciskas ietekmes un to parmantojamiba kompo-
nista individuala rokraksta evolicija vérojama klavierminiatiiras Zan-
ra. 19. gadsimta romantiku, 1pasi Ferenca Lista (1811-1886), Friderika
Sopéna (1810-1849) un Roberta Samana (1810-1856), dailrade batiski
iespaidojusi daudzu nakamo paaudZzu komponistu mekléjumus. Ari Ja-
zepa Vitola agrinie klavierdarbi (aptuveni lidz 19./20. gadsimta mijai)
uzskatami apliecina radogo principu tuvibu Sopéna makslai.

Par sadam Eiropas muzikas tradiciju atbalsim Jazepa Vitola stilistika
Emils Darzins 1908. gada izsakas: Savu klavieru kompoziciju pravaka dala
Vitols paradas ka oti inteligents un tehniski augstu stavoss komponists, kas
savu muzikalo garsu izdailojis pie Sopéna kompozicijam un prot ari izlietot lie-
la meistara jaunieguvumus klavieru kompozicijas tehnika, pie tam So rakstibas
veidu savukart talak attistidams un paplasinadams (Darzins, 1975: 172).

Konkrétas Sopena mizikas ierosmes atspogulo miniatiirformu izve-
le, pievérsoties popularu deju Zanriem (mazurkai, polkai, valsim), pre-
ladijam, etidem, $iipla dziesmam. Sopéna ietekmes radogs partvérums
atklajas vitoliska tematisma kopéja ievirzé un ari melodiskas attistibas
panémienos, pieméram, Mazurka op. 9/1, virkné preladiju (op. 17/2,
op. 25/2, op. 30/2), etidés (op. 22/3, op. 25/1), Siipla dziesmd op. 18/1,
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Intermeco op. 23/1 (Seit un turpmak péc opusa noradei sekojosas
slipsvitras minéts attieciga skandarba numurs).

Lidzas Sopéna liriski romantiskas izteiksmes atbalsim atseviskas
skandarbu lappusés saskatama Edvarda Griga (1843-1907) kompo-
zicijas tehnikas ietekme. To atspogulo, pieméram, raksturigi akcenti
melodijas ritma ziméjuma un pianistiskas faktaras lidziba (basa parti-
ja ietvertie kvintu un sekstu atkartojumi ceturtdalas) Humoreska op. 3,
ar koloriti izmantotais zemais registrs miniattraja Skerco (rokraksta),
kas veidots salikta divdalu forma. Gan Samana, gan Griga parstavéto
miniataru ciklizacijas tradiciju turpina Vitola dailrades otraja perioda
sacerétie Tris silueti op. 38 un skandarbs Carmina op. 57.

Vienlaikus komponista klavieropusu stilu ietekméjusi ari krievu
magzika. Zanriskas un fakturalas paraléles, noskanu lidziba vieno Vitola
klavierminiatiiras ar Caikovska psihologiski lirisko un it ipasi Ladova
izmekleti filigrano izteiksmes veidu; pieméru vida ir Ekspromts
op. 20/3, preladijas op. 25/2 un 25/3, divi skandarbi op. 33 - Albuma
un Bezmiegs.

Janis Zalitis 1911. gada Vitola miizikas daudzveidigo ietekmju spek-
tru raksturo $adi: Visparigi Vitola attalakie garigie ciltstévi butu minami
vacu klasikos, kaut gan aréjie izteiksmes lidzekli to stipri tuvina ar Sopénu un
zem vina iespaida attistijusos krievu neoklasisko skolu (Zalitis, 1960: 102).

Lidzas vairaku kompozicijas skolu ietekmém Vitola klavierdarbos
spilgti vérojama pakapeniska nacionalas savdabibas kristalizacija, kas
saknojas latviesu tautasdziesma. Muzikologs Arnolds Klotins atzist, ka
komponista klasiska muzikala domasana tvera folkloras elementus ne poetiski
programmatiska aspekta, bet bieZak ka materialu specifiskai muzikalai izstra-
dasanai, nebaidoties zaudet ta sakotnéjo literari asociativo saturu, bet atsedzot
folkloras parauga ieksejas telainas un formas veidosanas iespéjas (Klotins,
1973: 37). Folkloras avotu melodiskais materials iedzivinats, pieméram,
Variacijas op. 6 par latvieSu tautasdziesmas Ej, saulite, driz pie Dieva
temu, 20. gadsimta pirmaja desmitgadé veidotajas 18 parafrazes par
latvie$u tautas melodijam (op. 29 un op. 32) un Siipla dziesmi op. 43/2.

Vitola klaviermuzikas stilistiku Emils Darzins 1908. gada raksturo
ka specifiski vitolisku izteiksmes veidu, kurs tikai vinam vienam pasam ipat-
nejs un kuru miizikas pratéjs jau vares pazit péc nedaudz taktim (Darzins,
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1975: 204). Sarezgitaka muzikas valoda, attalinasanas no konkrétam
ietekmém (sakot ar op. 38) un pianistisko uzdevumu daudzveidiba
(Silueti op. 38, Vilnu dziesma op. 41/ 2, Variacijas-portrejas op. 54, Carmina
op. 57) ir vérojama komponista vélinaja klaviermuzika.

Ja pirmaja darbibas perioda viend otrd darbd jausam vél briziem Sopéna,
Caikovska un dazu citu autoru stila ieskanas, - otraja tas gandriz pavisam no-
zudusas. Seit savam domdam un jitam Vitols jau radis ari savu pilnigi ipatu,
neatkarigu muzikalu valodu, secina Janis Zalitis mtiza nogalé (1942) veik-
taja, komponista klaviermiizikai veltitaja pétjjuma (Zalitis, 1960: 821).

Vitola miizikas emocionalaja pasaulé dominé liriski romantiskas
noskanas, turklat nenoliedzams ir viegli savilnotas, gratsirdigas iz-
teiksmes parsvars par vétraini viriskigu. Nevainojama formas izpratne,
perfekta balssvirze, meistariga tematiska materiala attistiba (vairuma
gadijumu - skumji stasto$as melodijas izklasts uz smeldzigu harmoni-
ju fona), smalki izstradata faktara, biezi sastopams programmatisms -
luk, galvenas Jazepa Vitola klavierdarbu raksturiezimes.

Vitola darbiba atskanotajmaksla neapsaubami iespaidoja vina kom-
pozicijas. Pieméram, Olgerta Gravisa gramata atziméta Vitola dirigenta
snieguma vérojama nosvertiba, miers episkajas kora balades, tembrali zimigi
iekrasoti atsevisku balsu grupu solo posmi kopa ar spraigu dinamiku, izteik-
smiga teksta deklamacija - [..] galvenas ipasibas, kas izlobamas ta laika recen-
zentu atreferéjumos par Jazepa Vitola koncertiem (Gravitis, 1958: 48). Ar So
atzinu sasaucas laikabiedra Ernesta Brusubardas vérojumi Péterburgas
Latviesu labdaribas biedribas kora méginajumos: Dziesmu muzikalaja
iztulkojuma profesors Vitols arvien vairijas no sikumainibas un sadrumsta-
lotibas, bet miléja to ieturét plasas veselas linijas (Brusubarda, 1944: 238).
llggadéja dirigenta pieredzé saknojas liela dala komponista kormuzi-
kas panakumu, ko noteica lieliska kora specifikas izpratne.

Velkot paraléles ar klaviermiiziku, atradisim daudzas liecibas par
Vitola ka pianista iecienitajiem izteiksmes lidzekliem. Tie atspogulojas
gan vina atstatajas atskanojuma noradeés, gan klavierdarbos izmantoto
pianistisko panémienu klasta, kam pievérsisimies turpinajuma.

Nodalas nosléguma gribétos citét komponista domas par savu dar-
bu intepretaciju citu miziku snieguma; tas apliecina prasigumu vai
pat zinamu neiecietibu. Véstules Karlim Kaléjam (1861-1947) Jazeps
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Vitols 1895. gada 13. decembri izsaka striktus spriedumus: [..] lidz sim
gandriz visi kora dirigenti, iznemot varbiut lielakas pilsetas, beg no manam
kompozicijam, jo pa dalai vini tas nevar saprast, pa dalai ar izpildijums pagér
daudz piiles un pacietibas (Vitols, 1958: 363). Bet sespadsmit gadus veélak,
1911. gada 4. oktobri, ving Péterburga raksta: [..] mes tiekam dazkart kon-
certos tik slikti izpilditi, ka dazkart esmu noladejis likuma devejus par to, ka tie
mums nedod rokas nekadus ierocus pret tadiem miusu ienaidniekiem. [..] Cik
reiz man pasam bijusi izdeviba noklausities - sava berna gandriz vai nepazinu
(Vitols, 1962: 184).

1.2. Rokraksti (1878-1888)

Vislabak komponista rakstibas ipatnibas var novérot viena noteikta
laikposma darbos konkrétas zanru sféras ietvaros. Tapéc sakuma pie-
versisimies miniataru virknei, kas tapusi Vitola jaunibas gados. Vienas
kompozicijas (Cetri klavierdarbi kanona formd | Vier Clavierstiicke in Ca-
nonform) rokraksta kopija glabajas Jazepa Vitola Latvijas Miizikas aka-
démijas (JVLMA) bibliotéka, savukart paréjie rokraksti atrodami Rigas
véstures un kugniecibas muzeja.

Visas 8is miniatiiras sacerétas perioda no 1878. lidz 1888. gadam.
Saja pasa laikposma tapusi tadi jau publiceti instrumentaldarbi ka So-
nate op. 1 un Sipla dziesma op. 8 klavierem, Melodija un Mazurka op. 2
vijolei ar klavieru pavadijumu, ka ari cetras kordziesmas (Berzs tireli,
Lugsana, Nogrimust pilseta, Barins).

1878. gada radusies klavierminiatiira bez nosaukuma As dur (kom-
ponista klavierdarbu raditaja tai dots nosacits nosaukums Andanti-
no) - iespéjams, pirma Vitola kompozicija, kas saglabajusies (Pavasars,
1985: 1557). Maza skanu glezna komponéta vienkarsa trijdalu forma ar
izteiksmigu kontrastu starp maléjiem posmiem (Andantino) un vidus-
posmu (Allegretto); pretstats izpauZas ne vien tempa, bet ari muzikas
rakstura, fakttras un dinamikas zina. Jau te spilgti paradas Vitola agri-
najos klavierdarbos dominéjosa liriska kamerstila izteiksme - atspulgs
19. gadsimta tik iecienitajai muzikas intimizacijai.
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Ari miniataira Es dur (1883) ar tempa noradi Con moto (Rigas véstu-
res un kugniecibas muzeja eksemplara ar iekavas ietvertu nosaukumu
Albuma lapa), tapat ka iepriekséja, saceréta vienkarsa trijdalu forma. Isas
kompozicijas (21 takts) emocionalo sakapinatibu paspilgtina viscaur iz-
turétais sinkopétu akordu pavadijums. Suligi pazema klavieru registra
(maza oktava) eksponéto maléjo posmu melodisko liniju nomaina sa-
trauktaka rakstura vidusposms ar runas intonacijas imitéjosam astotda-
lam dazadas balsis.

Starp jaunibas gadu rokrakstiem ir ari Cetri klavierdarbi kanona
forma (Vier Clavierstiicke in Canonform). Tie tapusi 1885. gada Jelgava un
davinati Radolfam Postelim (Rudolf Postel, 1820-1889), kura lomu sava
miuzikas izglitiba Vitols raksturo sadi:

[..] Blakus beidzamai ziemai realskola baudiju pirmas teorijas stundas
pie Baltijas provincu atzitas muzikalas autoritates - Riidolfa Postela, Jana
Cimzes padomdevéja, Ludviga Betina apziniga klavieru skolotaja (Vitols,
1988: 40).

Interesanti, ka jau $aja agrinaja darba ar autora roku detalizéti fik-
setas atskanotajiem adresétas dinamikas un miizikas rakstura norades.
Katra no kanoniem dominé viens imitacijas intervals - kanons terca
(Allegretto E dur), kanons kvarta (Allegretto, F dur), kanons kvinta (An-
dantino, ¢ moll) un kanons septima (Poco allegro, Des dur).

1887. gada marta Péterburga, budams jau konservatorijas macib-
speks, Vitols radjijis tris miniattaru virkni. Ta ietver skandarbu ar zvaig-
znitém nosaukuma vieta (***), Skerco un Ekspromtu (Impromptu). Sa-
lidzinot ar ieprieks$éjam, $is tris kompozicijas ir daudzveidigakas gan
télainibas, gan muzikas materiala zina.

Skandarbs bez nosaukuma (***) veidots A dur, un tam pievienota
norade Andantino molto espressivo. Trausli intimu, sapnainu noskanu
rosina parsvara klusinata dinamika (piano, ko tikai vietumis nomaina
mezzo forte), augsta registra dominante un frazu beigu noapalojosas in-
tonacijas. Tematiskais kodols izklastits pirmajas divas taktis, un ta attis-
tibai autors izmanto variésanu, piesatinot to ar viscaur izturétu astot-
dalu kustibu, balstitu duolu un triolu mija. Poétiski gaiSais, pacilatais
vidusposms con moto papildina izsmalcinati gleznaino koptélu.
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Skerco d moll ir pats agrinakais viriskigi energiska, ekspresiva rak-
stura klavierdarbu vida. Dinamismu atspogulo maléjiem posmiem vel-
tita norade Vivace. Akordu faktira un nepartraukta astotdalu pulsacija
balstitais, punktétais ritms pastiprina miuizikas aso un trauksmaino ie-
spaidu. Vidusposms Moderato veidots ka pacilati apgarots stastijums;
vijigas, unisonos dublétas melodijas pamata ir nepartraukts astotdalu
ritums un vienkar$u harmonisko funkciju mija; faktiras Saurais sali-
kums ievérojami kontrasté maléjiem posmiem.

Tre$ajam iepriekSminétas grupas skandarbam, Ekspromtam F dur,
ir daudz lidzibas ar Skerco ka emocionala véstijuma, ta uzbaves ipat-
nibu zina. Galvenais tematiskais materials tiek izklastits Molto vivace,
3/4 taktsmera, aktiva astotdalu kustiba, turklat dominé trijtaktu frazes.
Satrauktas, vienveidiga ritma ziméjuma ieturétas vilnveida melodiskas
linijas (1pasi kadences tipa posmos) forte dinamika paspilgtina ekspre-
sivo telojumu. Frazu sakumiem raksturiga kapjosa kustiba ar septimas
lecienu, kam seko lejupslide; sads konturéjums tiek saglabats ari vidus-
posma Andantino, vienigi septimu nomaina mazas sekstas léciens. Kon-
trasts vidusposma izpauzas vairakos aspektos - tonali (cis moll), met-
riski (4/4), dinamika (pianissimo) un fakttras modeli (maigo, plastoso
plasas elpas melodiju labas rokas partija atbalsta kreisa roka ar tradi-
cionalu akordu pavadijumu).

Tris ieprieks aplikoto miniattiru ieskanojumi gramatas autores snie-
guma pieejami YouTube vietneé:

* Andantino molto espressivo A dur:
https:/fwww.youtube.com/watch?v=sIK210Cvdew

e Skerco d moll:
https:/fwww.youtube.com/watch?v=02diHDiNC60

* Ekspromts F dur:
https:/fwww.youtube.com/watch?v=nJaxB1XvaAM

Péedéjais no rokraksta esoSajiem Jazepa Vitola klavierdarbiem
Es dur (bez nosaukuma, tempa apzimé&ums Poco passionata) kompo-
néts 1888. gada februari. Miniatiiras pamatmotivs izrakstits brevis nosu
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vertibas, ta melodiskais kodols ir skanas cis-g-d-c-as. Komponista
Helmera Pavasara uzmanibu Ipasi piesaistijis negaiditais, alterétais sa-
kumakords ar paaugstinatu sekstu, kas kopa ar sekojosiem novirzieniem
izveido skandarba nemierigo, straujo un specigo, romantika kvelojoso miiziku
ar emocionalo, [oti ekspresivo lielo intervalu augsupgajienu galvenaja motiva
(Pavasars, 1985: 1559).

Salidzinot pirmo un pédéjo no aplikotajiem un rokrakstos atro-
damajiem klavierdarbiem (Andantino As dur, 1878 un Poco passionata
Es dur, 1888), paveras interesants ieskats Jazepa Vitola desmit miza
gadu radosas izaugsmes gaitd - no pusaudza nepretenciozas kompo-
zicijas lidz vitolisko harmoniju hromatiskajai izteiksmibai un ritma iz-
smalcinatibai.

Jasecina, ka apliukotajas miniattras dominé divi Vitola klaviermu-
zikai raksturigi izteiksmes veidi - liegi apgarota lirika un trauksmaini
apnémigs dramatisms. Katra no miniataram ietverta viena vai divas
pamatnoskanas (otraja gadijuma to pretstatu pasvitro faktaras dazadi-
ba). Lidzas agrinajiem publicétajiem darbiem (Sonatei op. 1 un Sipla
dziesmai op. 8) rokraksti atspogulo Jazepa Vitola meklegjumus klavier-
darbu emocionalas izteiksmibas joma.

Miniattiru atskanojuma ieteicams pievérst ipasu uzmanibu klavieru
skanéjuma kontrastiem - taustinu skarums var bat gan dzidri caurspi-
digs, gan suligi piesatinats. lezimé&jot Skerco un Ekspromta vilnveida
kulminacijas, strukturalu nozimibu giis perfekts legato apvienojuma ar
tona krasainibu.

1.3. Publicétas kompozicijas

1.3.1. Miniatiiras majas muzicéSanai

Izplatita nodarbe muzikas milotaju vidé 19. gadsimta bija majas mu-
zicé$ana. Sadai izklaidei piemérotie liriskie klavierdarbi (tos parstav
ar1 iepriekséja nodala aplikotie rokraksti) reizém tiek dévéti par sa-
lonmaziku. Tiesa, robeza starp salonmuiziku un koncertmuziku ir visai
trausla: daudzi pasaules meistaru, tostarp Franca Saberta un Friderika
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éopéna, darbi, kas savulaik rakstiti salonam (majas muzicésanai), velak
ieklavusies koncertrepertuara. Ari Vitola dailradé majas muzicésanas
un koncertrepertuars nav stingri noskirams. i nodala veltita darbiem,
kas vismaz sakotnéji tapusi majas muzicésanai, lai gan musdienas tie
nereti skan koncertpianistu snieguma.

Pirmam kartam pievérsisimies dejam, ko Vitola klaviermuzika
parstav Mazurka op. 9/1, tris valsi (op. 9/2, op. 24, op. 68/3), tris pol-
kas (Maza polka, polka Valmieras pieminai, Nemelanholiska polka), Gavote
op. 68/2 un Zvirbulu deja op. 68/8. Lielaka dala dejiskas ievirzes minia-
taru ir saceréta 19. gadsimta 90. gados, iznemot Nemelanholisku polku
(1913) un miniataras jaunajiem pianistiem (Gavoti, Valsi, Zvirbulu deju
op. 68), kas tapusas Gaujienas vasaras 1927.-1928. gada. Dejiskajam
kompozicijam raksturiga pianistisko panémienu dazadiba (trilleri, ar-
tikulacijas daudzveidiba, asa staccato un legato mija), vitoliska elegance
un filigrani izslipéeta forma.

Mazurka g moll (1892), kas veltita pianistam Ludvigam Bétinam
(1856-1930), verojama Sopéna ietekme; ta izpauZas gan 7anra izvele,
gan pamattémas kaprizaja melodiskaja ziméjuma, ari visparéja liriski
smeldzigaja noskanojuma. Skandarba ietverta atskirigu raksturu - gra-
ciozi vijigas, skumji cildenas un lepni staltas izteiksmes - mija; miizika
valdzina ar izsmalcinatibu.

Turpinajuma piedavaju Vitola Mazurkas op. 9/2 ieskanojumu sali-
dzino$u analizi. Interpretiir Vilma Cirule (dz.1923) un Igors Kal-
nins (1914-1993). Cirules ieraksts veikts Latvijas Radio un érti sasnie-
dzams ari timekla vietné YouTube:

https:/fwww.youtube.com/watch?v=se2X56z0xt8

Savukart Igora Kalnina ieskanojums pieejams JVLMA bibliotéka
(CD ieraksts, NAVI-76869).

Viens no svarigakajiem salidzinajuma kritérijiem ir tempa izvéle,
kas daudzejada zina nosaka klavierdarba saturisko koncepciju. Auto-
ra noraditais temps ir Allegretto, J =56, un Vilma Cirule izraudzijusies
tam tuvu variantu (J = 54, hronometraza 3'02”). Igora Kalnina tulkoju-
ma Mazurkas miizikas téli iemirdzas dzivino$a spirgtuma, ko raisijusi
straujaka tempa izveéle (4 = 66, hronometraza 2'36”).
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Abu pianistu interpretacijas iedzivinati tadi Vitola klavierdarbu at-
skanojumam svarigi aspekti ka dziedosi dzidrs taustinu skarums, kon-
trastéjosu izteiksmes tipu mija un véra nemams rubato. Cirules tulkoju-
ma prieksplana izvirzas Mazurkas liriski intima graciozitate, turpreti
Kalnina impulsivi satraukta spéle tuvinas improvizacijai; vina sniegu-
ma muzikas télu kontrasts ir spécigaks, tadéjadi paplasinas prieksstats
par miniatiira ietverto noskanu daudzveidibu.

Vitola dejisko skandarbu klasta ir tris polkas, ko vieno tonalitate
D dur. So deju klavierversijas piesaista ar dzivesprieku un humoru, arf
ar pianistiska izklasta értumu. Katrai no polkam dots programmatisks
papildapziméjums. 1893. gada saceréta Maza polka pastorali rotali-
ga rakstura zina ir tuva vélakajam Vitola bérnu miuzikas idilliskajam
noskanam, kas vérojamas Piecas bérnu dziesmas balsij un klavierém
op. 36 un Astonas miniataras klavierém op. 68.

Polka Valmieras pieminai (1895) atspogulojas biografiski motivi:
Jazeps Vitols ir dzimis Valmieras Gimes dzirnavas, kur pavadijis ari
vairakas bérnibas vasaras, savukart miZa turpmakajos gados vins va-
saras nereti atpities pie mates vecakiem Valmieras vecaja draudzes
skola (Verina, 1991: 23, 27). S miniatara ar straujo akordu un tonalitagu
mainu, ko vél paspilgtina staccato spéles parsvars, aizvien izraisa omu-
ligus parsteigumus. Jau Emils Darzins 1908. gada raksta: Vienu reizi par
visu Vitola darbibas laiku vina miza noklist art uz dejas zales gridas, itin
ka gribedama demonstret, ka art nopietnam komponistam nebit nav jakaunas
reizi pa muzu ta pa jokam piesist skanas, kuras citadi tikai mazaki gari medz
saukt par savam (Darzins, 1975: 180).

Interesantas atminas par $o miniattiru pasa Vitola interpretacija ir
Ernestam Brusubardam: Kad pec [Péterburgas Latviesu labdaribas bied-
ribas| kora méginajumiem jaunatnei aptriika pianista, kas speletu dejas, tad
profesors nelika ilgi sevi ligties, omuligi sedas pie fligela un jautri skaneja vai
nu vina pasa Valmieras polka, vai kada cita vina improvizeta valsa mizika
(citéts péc: Graubins, 1944: 237).

Polka Valmieras pieminai gramatas autores ieskanojuma pieejama
YouTube vietné:

https:/fwww.youtube.com/watch?v=fXkizdbFoLM
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Pedéja, tresa ir Nemelanholiska polka op. 43/3 (1913). Poétiska liri-
ka taja mijiedarbojas ar draisku un komiski bezriapigu muzikas izteik-
smi (sk. attelu A).

Valsim, kas majas muzicé$ana iemantojis paliekosu vietu un lielu
popularitati, Jazeps Vitols pieversies dailrades abos periodos. Lai ari
komponista tris valSus vieno §im Zanram raksturigais trijdalu metrs,
ievérojamas atskiribas izpauzas fakttiras un tematisma joma. Kon-
stantins Zenkins sava monografiskaja pétijuma par Sopéna valgiem
ir noradijis uz polu komponista izmantotajiem diviem pretéjas ievirzes
risinajumiem: dejisku miniatiiru un, no otras puses, lielformas valsi ka koncert-
skandarbu (erxmn, 1995: 53).

No Jazepa Vitola tris valSiem majas muzicésana iederésies Val-
sis op. 68/3 (1927), kameér pirmaja dailrades perioda sacerétais Valsis
op. 9/2 un Kaprizs valsis op. 24 pianistisko gratibu zina tuvojas koncert-
skandarbiem (abi pedéjie tiks plasak aplikoti 1.3.3. nodala).

Valsis C dur op. 68/3 pieder pie astonam Gaujiena tapusajam
miniataram (1927-1928), un atskanojuma uzdevumu zina tas ir pa
spekam ari toposajiem pianistiem. Nelielais skandarbs, ko raksturo
pasvitroti vienkarss izklasts abu roku partijas, iespéjams, uztverams
ka bérnibas gadu sadzives un tai raksturigas majas muzicéSanas at-
spulgs. Astonu miniataru cikls op. 68 ir hronologiski pédéjais Jazepa
Vitola klavierdarbu saraksta; tas raisa asociacijas ar Eiropas muzi-
kas vesturé kops 19. gadsimta popularitati iemantojusajiem bernu al-
bumiem (Sﬁmanis, Albums jaunatnei op. 68, Caikovskis, Bérnu albums
op. 39 u. c.). Lidzas citam dalam Vitola cikla ieklauta ari Gavote D dur
(68/2) un Zvirbulu deja F dur (68/8); tapat ka iepriekSminétais Valsis,
abi sie dejiskie darbi saista muizikas milotajus ar viegli apgustamu un
reizé romantiskajam pianismam raksturigu klaviertehniku (zinamas
grutibas tomér varétu sagadat dubultnotis, biezi sinkopétais ritms,
mainigais metrs, ka ari asie lécieni poziciju spélé).

Liriskas apceres ir noktirniska izklasta ieturéta Medita-
cija Es dur op. 20/2 un Divas miniatiras (Albuma un Bezmiegs)
op. 33, kas komponétas 1905. gada un noslédz Vitola pirmaja dailra-
des perioda tapugo klavieropusu klastu. So skandarbu programma-
tiskie nosaukumi raisa prieksstatus par miuzikas emocionalo ievirzi,
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savukart pianistiskais izklasts ir pievilcigs muzikas milotajiem. Minia-
taras Albuma un Bezmiegs vieno elégiska pamatnoskana, ka ari formas
vienkarsiba un skaidriba. Albuma (e moll) skan trausli jatigi, savilnoti;
melodija ievitas biezas noputu intonacijas, ko var paspilgtinat, fraze-
juma izteiksmigi izcelot stipro taktsdalu. Lidzigu frazu atskanojuma
izmantojama terasveida dinamika un rubato, kas pieskirs vieglu caur-
spidibu trauslajai skanu gleznai.

Noskana radnieciga ir kompozicija Bezmiegs (a moll) - Vitola pirma
pievérsanas nakts télu atveidam klaviermazika. Larghetto vienmeérigi
izturétais nepartrauktu ceturtdalu fons 3/4 taktsméra un akordu fak-
tara (senza espressione) kliast par atbalstu melodijai; tas raksturiezime ir
augsupkapjoss sakumintervals, turklat otraja, tresaja un pédéja (cetur-
taja) izklasta ta amplitida tiek paplasinata (maza terca, kvarta, maza
seksta, oktava). Dzejniece Elza Stérste (1885-1976) atceras $i darba at-
skanojumu Péterburga un to, ka komponistu mocijis bezmiegs $1s pilseé-
tas baltajas naktis. Reiz mana masa vinam nospéleja apbrinojamo miniatiru
Sans sommeil un lika minet ta autoru. Vitols to vairs nepazina par savu, un ta
nebija vieniga reize (Steérste, 1944: 220).

Janis Zalitis 1942. gada raksta par skandarbu Albuma: Virs klusi sli-
dosiem pavadijuma akordiem, kas lena, vienmula gaita zime raksturigu pava-
dijuma fonu, vairakkart iegailéjas un drizi atkal apdziest isa, necila melodija.
Beigu posma tikai uz mirkli spalgi ieskanas sis melodijas lidz oktavai sakapina-
tais ievadintervals (Zalitis, 1960: 824).

Savukart Bezmiegs $aja pasa publikacija atziméts ka dziljutigi ieceréts,
lield skaidriba veidots meistardarbs (Zalitis, 1960: 824).

Liriski apcerigo miniataru joma iederas cetras Vitola sacerétas
Supla dziesmas - visas mazora tonalitates. Visagrinaka no tam ir
Siipla dziesma Des dur op. 8 (1887) - pirmais Vitola veltijums Peterbur-
gas konservatorijas dibinatajam Antonam Rubinsteinam (1829-1894).
Miniatiiru caurstravo komponista jaunibas perioda darbiem piemito-
sa glezna izsmalcinatiba, ko 1908. gada trapigi raksturo Emils Darzins:
Par vienmuligas pavadijuma figuras léni siipojosos fonu atskan klusu, tikko
dzirdami maiga supla dziesmas melodija, reizem partraukta itin ka no senam,
saldam atminam. Ta ir reti variga, smalkjiutign muzikala lirika (Darzins,
1975:175).
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Nakama Siipla dziesma H dur op. 18/1 (1895) atsauc atmina vaira-
kas Sopéna miizikas stila Ipatnibas, kas izpauZzas dziedosas melodijas
ornamentéta izklasta, lejupslidosu sekvencu virkneés, pianistiski ipasi
parociga kreisas rokas akordu pavadijuma (sk. attélu B).

Interesantus makslinieciskus atradumus ietver divi &is Siipla dzies-
mas ieskanojumi - Dainas Vilipas (dz. 1930) un Igora Kalnina
veiktie. Vilipas ieskanojums fikséts skanuplatée Melodija (33D-11573), sa-
vukart Kalnina versija pieejama JVLMA bibliotéka (CD ieraksts, NAVI-
76869). Lidzas atskiribam tempa izvélé biitisks salidzinajuma aspekts
Saja reize ir dinamikas reljefa strukturéjums; tas izpauzas gan forte un
piano terasveida blakusnostatijumos, gan romantiskajam pianismam
raksturigaja vilnveida reljefa ar trauksmaino un bremzgjoso melodisko
impulsu miju atskanojuma (Lase, 2003: 26).

Pats Vitols devis miniatarai noradi Andantino (J = 54). Rami into-
néjot katru seSpadsmitdalu un ieklausoties harmoniju mainigajas
virknés, Igors Kalnin$ ir radijis izsmalcinatu skanu gleznu (hrono-
metraza 333", MM. J = 44), kur mal&jo posmu trausli apskaidrotajai
noskanai piano/pianissimo kontrasté agogiski (stringendo) un dinamiski
sakapinats vidusposms mezzo forte / forte; tadéjadi atskanojuma iezime-
jas vienota vilnveida reljefa konttrlinija.

Salidzinosi dzivaka tempa miniataru tulkojusi Daina Vilipa (hrono-
metraza 2’407, M.M. J= 74), laujot lidzeni un dzirkstigi iemirdzéties
stpla dziesmas figuracijam labas rokas partija. Vinas atturigais rubato,
delikata pedalizacija un trisulojoso forte un piano gaisménu atspulgi
(biezi saikné ar atbalss efektu) jo ipasi izcel miniattirai piemito$o for-
mas skaidribu.

Abu pianistu ieskanojumiem raksturigs izkopts legato un klavieru
dziedoss skarums; tas labi saderas ar vitolisko niansu izsmalcinatibu,
kas tik batiska vina miizikas interpretacija.

Dailrades otraja perioda (1906-1941) komponétas divas pedéjas
supla dziesmas. Programmatiskaja diptiha Méenesnica ieklauta minia-
tara Guli, manu bernip... E dur op. 41/1 (1909). Ta veidota filigrana
melodiski harmoniska risindjuma; fakttra vairakos limenos savietojas
stpojosu tercu un kritosu sekstu izteiksmigas runas intonacijas, biezas
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harmoniju mainas arpedzoveida akordu poziciju spélé, sekvences vien-
merigi ligana ritma ziméjuma.

Pedéja supla dziesma (op. 43/2, 1913) veidota ka tautas melodijas
Cuci, mana ligavina apdare, tapéc plasak tiks skatita 1.3.2. nodala.

1.3.2. Tautasdziesmu apdares

Grati parvertét folkloras nozimibu Jazepa Vitola stilistiskajos
mekléjumos. Ar latviesu tautasdziesmu komponists, tapat ka vaira-
ki vina laikabiedri, saskaries dazados zanros visa radosa miiza gaita.
Lidzas apdarém korim a cappella, solobalsij un duetiem ar klavieru
pavadijumu Vitola darbu klasta ir ari folkloras iedvesmoti instrumen-
taldarbi - tautasdziesmu apdares klavierém, Septinas latviesu tautas
dziesmas simfoniskajam orkestrim op. 29a, Rapsodija un Fantazija par
tautasdziesmu témam vijolei ar pavadijumu (Rapsodija - vijolei un kla-
vierém, Fantazija - vijolei un orkestrim vai klavierem).

Tiesi Vitols lidztekus Andrejam Jurjanam radijis latvieSu muzika
pirmos folklora saknotos orkestra darbus. Saikneé ar klaviermuziku ipa-
8i izcelams simfoniskais télojums Ligo svetki ¢ moll op. 4 (1889) autora
parlikuma klavierém cetrrocigi, kas izdots Mitrofana Belajeva izdevnie-
ciba Leipciga 1890. gada. Teologijas profesors Janis Sanders 1944. gada
atminas, cik lielu rezonansi radijis §1 darba simfoniskas originalversi-
jas atskanojums Péterburga: Dvorjanskoje Sobranije zale notika koncerts
(1889). Tur simfoniska koncerta programma bija uznemta ari musu jaunad
konservatorijas macibspeka Vitola latviska simfoniska aina “Ligo”. Par to ti-
lit mes [Peterburgas latviesu diaspora - N. L.] cits citam devam zinu un
koncerta ieradamies liela skaita. [..] Autors tapa izsaukts ilgstosiem aplausiem
(Sanders, 1944: 173).

Sim senatni cildinogajam saceréjumam ir programmatisks sizets:
ievads (Andante) atveido tautas pulcéSsanos ménesnica, savukart seko-
josais izklasts ar raksturigajam fanfaram (Grave) un ligo melodiju virk-
néjumu raisa prieksstatu par pasiem sveétkiem, kas skanigu kulminaciju
gust virtuozaja epizodé Molto animato (ta iezimiga ar ievérojamu tempa
paatrinajumuy); nosléguma atgriezas ievada rama noskana. Masdienas
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Sis darbs cetrrociga atskanojuma koncertpianistu repertuara tiek ie-
klauts sameéra reti.

Lidzas simfoniskajam télojumam Ligo svetki folkloras rosinatas ir
Vitola jauniba tapusas Variacijas klavierém par tautasdziesmas Ej, sau-
lite, driz pie Dieva tému op. 6 (1891). Ta ka $1 kompozicija pieder pie vina
izvérstakajiem koncertskandarbiem, ta plasak tiks aplakota 1.3.3. no-
dala. Savukart Saja nodala uzmanibas centra biis miniatiirforma tver-
tas un sakotnéji majas muzicésanai rakstitas apdares, kas ari musdie-
nu pianistu repertuara nav zaudéjusas aktualitati - Desmit latviesu
tautas dziesmas op. 29 (1900) un Astonas latviesu tautas dziesmas
op. 32 (1905).

Abas $is skandarbu kopas tapusas Vitola dailrades pirma perioda
beigu posma, kad komponista individualais izteiksmes veids jau at-
raisfjies no tiesam ietekmém un kluvis ievérojami krasainaks, patstavi-
gaks, arl savdabigiem programmatiskiem motiviem bagataks. Ar Siem
darbiem Vitols latviesu muzika aizsak klavierapdares zanru. Pats au-
tors publicéto op. 29 un op. 32 titullapas tas nodéveéjis par mazam pa-
rafrazém klavierem. Ka norada muzikas zinatnieks Olgerts Gravitis, nav
griti saskatit jaunas folkloras apdaru formas pieteikumu, kad autentiska me-
lodija savijuma ar pasa komponista originalmiizikas tautiskajam imitacijam
(prieksspeles, pecspeles, starpposmos) uzbur saturam atbilstosu miniatirglez-
nu [..], pateicoties folkloras un pasa komponista originalmiizikas mijiedarbei,
tematiska materiala “izkapSanai” no klasiskas strofiskas uzbuves plasaka un
sarezgitaka formveidé (Gravitis, 1999: 17).

Katra no atlasitajam dainu cetrrindém dominé viena saturiska pa-
matvieniba, kas nosaka raksturigo klaviertehnikas panémienu izveli.
Tadejadi $1s apdares parstav programmatisko muziku, kas strauju iz-
platibu guva romantisma laikmeta nacionalo skolu komponistu dailra-
de. Jekabs Vitolin$ klavierapdares Zanru atzimeé ka konceptualu vestu-
riska laikmeta muzikas izteiksmes lidzeklu atspulgu; raksturojot Vitola
parafrazes op. 29 un op. 32, vin$ norada uz tajas vérojamo tendenci ie-
tvert muzikalas izteles elementus, atklajot ar tiem tautasdziesmas ipato poetis-
ki muzikalo dabu (Vitolins, 1970: 59).

Klavierminiataras izpétei visparestétiska konteksta veltita Krievijas
muzikologa Konstantina Zenkina monografija; taja Sis zanrs raksturots
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ka spogulis, kura atspogulojas romantiskais pasaules skatijums ta poetikas
koncentretakaja un isakaja formula (3enxwn, 1997: 6). Miniataras ir ipa-
8i piemeérotas mirkliga, savdabiga, isa laika spridi notiekosa atainoju-
mam (3enknH, 1995: 13). Savukart cits muzikologs, Olegs Sokolovs, ka
patstavigu miuizikas zanru jomu nodala dabas ainavas (Coxosos, 1977).
Lielakoties tas saistitas ar léenu vai mérenu tempu, stastosi apcerigu no-
skanu.

Jaatzist, ka tiesi dabas téliem (debesu kermeniem, kokiem, tideniem,
putniem, dzivniekiem) veltitas dainas ari visbiezak iedvesmojusas Vi-
tola tautasdziesmu apdares klavierém. Dabas ainavas skaistuma
atspogulojumam komponists izmantojis tadus ar telpiskumu saisti-
tus panémienus ka atbalss efekts, ilustrativi tverta kustibas imitacija,
kontrastéjosi registru blakusnostatijumi (piem., op. 29/1, Skaisti dziedi,
lakstigala apdare; op. 32/2, Ai, zalaja lidacina apdare).

Zenkina pétijuma ir atrodama norade ari uz Ipasu zanriskas mijie-
darbes veidu - vairaku Zanru sintezi, hibridizaciju (3enxknn, 1995: 71).
To sastopam, pieméram, portreta, kas tautasdziesmas apdaré biezi
ataino cetrrindés izteiktos pardzivojumus vai salidzinajumus ar dabas
norisém. Nereti portretéjuma prieksplana ir dialogiska situacija, un
tas raksturojumam tiek izmantoti daudzveidigi kontrasta panémieni -
tempu, registru, faktiras, tonalitates, dinamikas pretstatijumi (piem.,
Avu, avu baltas kijas op. 29/3, Tricét tricéj’ visa Riga op. 29/5, Aiz upites
jeri bréeca op. 32/4).

Tada populara apdares veida ka Sapla dziesma vokalas mazi-
kas neparprotamo ietekmi atspogulo kantiléna, izteiksmes maigums (to
nosaka klusinata dinamika, melodijas pludums legato). Butiskas ir rit-
miski vienveidigas, augSupveérstas un lejupveérstas aiju zilbes, kas izcel
stuposanas kustibu (piem., Aija, ZiZu, laca bernis op. 29/4, Aija, bérnin,
pupas op. 32/6).

Tautasdziesma ka nacionalas piederibas izpausme arvien pavadiju-
si cilveku dazadas vina dzives noriseés, ari svétkos, tapéc apdarés nereti
paradas deju Zanra iezimes. Tas saistitas galvenokart ar kazu vai ligo-
dziesmam raksturigam, tvirti energiskam metroritma formulam un la-
koniskiem melodijas motiviem. Svétku tematikai veltitajas tautasdzies-
mu apdareés ligovakara un Janu atveidu paspilgtina kustibu plastika un
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rotaligums (repeticijas, individualizéta artikulacija, nereti ar lielu staccato
ipatsvaru). Piemeéru vida ir Kas to ligo ieligoja op. 29/9 (lidzigas iezimes
redzam ari simfoniska télojuma Ligo svétki op. 4 parlikuma klavierém
etrrocigi).

Apkopojot visu iepriekSminéto, varam secinat, ka Vitola klavierap-
darés op. 29 un op. 32 ieziméjas Cetri visraksturigakie tautasdziesmas
tvéruma veidi: dabas ainava, portrets, Stpla dziesma un deja.

Dazkart apdares aprobezojas ar vienas muzikalas domas izklastu,
tomeér biezak muzikas izteiksmei ir vairakas skautnes, kas izpauzas ari
zanriski, ka kontrast&joss kantilenas un dejiskuma apvienojums. Zan-
risko elementu atklasmeé butiska loma ir registram, faktarai, figurativai
un polifonai variésanai.

Vitola apdareés tautas melodija parasti tiek izklastita divas reizes,
turklat otrreizéja atkartojuma mainas registrs, faktiira, dinamika vai
tonalitate. Briva riko$anas ar tautas melodiju un tas papildinajumi ar
atseviskiem parveidotiem fragmentiem (ievadiem, starpspélem, nobei-
gumiem) ienes apdares zZanra rapsodijas iezimes.

Zanriskie elementi apdarés iespaido ari spéles tehniku. Vitols iz-
mantojis akordu tehniku, dubultnotis (tercas, oktavas), lecienus plasa
diapazona un ari visu $o panémienu apvienojumu, biezi papildinot to
ar faktiiras polifonizaciju, virtuozam pasazam, trilleriem, arpedZzo, har-
monisko figuraciju un poziciju spéles rezultata giutam izteiksmigam re-
gistru mainam (sk. attélus C un D).

Vienas un tas pasas melodijas izgaismojums atskirigos rakursos
parvers apdares muzikali spilgtas un nereti ilustrativas aininas. Pianis-
tiskas fakttras dazadiba ir lavusi komponistam izcelt liriski draisko,
smeldzigo, humoristisko un maigo noskanu daudzveidibu. 1908. gada
par to izteiksmigi raksta Emils Darzins: Tas ir nelielas muzikalas glezni-
nas, kas darinatas uz zinamu tautasdziesmu motivu pamata, pie kam, sapro-
tams, komponists ieturejis dotas tautasdziesmas pamata raksturu, ka ari, kur
iespejams, megindjis ilustret tekstu (Darzins, 1975: 178).

Abos tautasdziesmu virknéjumos - op. 29 un op. 32 - pamata ir kon-
trasta princips, tomér tos nevar uzskatit par dramaturgiski patstavi-
giem cikliem. Potencialajam interpretam pasam ir javeido savs modelis
apdaru atlasei un izkartojumam koncertprogramma. Viena no iespgjam
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varétu biit dainu vitnes princips: proti, zanriski daudzveidigas apdares
tiek merktiecigi strukturétas saturiski vienota miniatiru virkné. Sasais-
tot dainas tematiskas grupas, iespéjams veidot ciklu, kura viena otrai
seko ainava, portrets, Stpla dziesma un deja. Tadéjadi rodas originala
dainu vitne, kura virknéjas emocionali un tonali saskanigas apdares:

* vitnes ievadam pianistiski piemérotakas batu tautasdziesmas
melodijas, ko iedvesmojusas dabas ainavas, pieméram, Skaisti
dziedi, lakstigala op. 29/1; apdari gramatas autores ieskanojuma
erti sasniegt timekli:
http://rigapianc.info/f/uploads/29 |V-1.mp3

* kontrastam turpinajuma seko skercoza rakstura virtuozas apda-
res ar portreta elementiem un kustibas imitaciju, pieméram, Sid-
rabina upi bridu op. 32/8; ari 81 apdare gramatas autores ieskano-
juma pieejama timekli:
http.//rigapiano.info/f/uploads/46_[V-8.mp3

* dainu vitnes emocionalo kulminaciju ieteicams veidot cikla zel-
ta griezuma. Te labi iederésies $tpla dziesmas un citas melodijas,
kas ieturétas 1éni smeldziga, liriski maiga rakstura, piemeéram, Ir-
bit’” qulej” celmalai op. 29/10. Gramatas autores izpildijuma ta pie-
ejama timekli:
http.//rigapiano.info/f/uploads/38_JV-10.mp3

* vitnes noslégumam bis piemérotas dejiska rakstura apdares
ar ritmiski energisku pianistisko izklastu, kura tiek demonstre-
ti efektigi klavierspéles tehnikas panémieni, pieméram, Tricet
tricej” visa Riga op. 29/4. Gramatas autores ieskanojuma to var
klausities timekli:

http://rigapiano.info/f/uploads/33_JV-5.mp3

Folklora saknoto klavierdarbu virkné ierindojamas ari klavierspéles
iesacéjiem piemeérotas 200 latvieSu tautasdziesmas ar klavieru pavadi-
jumu vai klavierém solo (1906 - 1. krajums, 1919 - 2. krajums). Savukart
27 taktis gara Siipla dziesma Fis dur op. 43/2 ieklauta komponista cik-
1a Tris reminiscences (1913). Tas pamata ir dziesma Cuci, mana ligavina;
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komponists pazistamo melodiju izklastijis divreiz, klusinata dinamika
(lielakoties pianissimo), atkartojuma izmantojot oktavu tehniku. Fakta-
ra ir pianistiski érta; taja ieklaujas ari ievads, starpspéles un noslegums
ar poziciju spéli, roku krusto$anu un arpedzeétiem akordiem galéjos re-
gistros. Sipla dziesmas Fis dur ieskanojums gramatas autores snieguma
pieejams vietné YouTube:

https.//www.youtube.com/watch?v=ARbZol[rdck

1.3.3. Koncertskandarbi
Variacijas

Andrejam Jurjanam veltitas Variacijas op. 6 par tautasdziesmas Ej,
saulite, driz pie Dieva téemu pieder pie nozimigakajam latviesu klavier-
miuzikas vertibam. Cikla kolorits un savdabiga télainiba saknojas tautas
melodijas episkaja un skumjaja véstijuma.

Variaciju iecere dzimusi, komponistam piedaloties Andreja Jurjana
rosinataja folkloras ekspedicija 1891. gada vasara, kad Vitols Krust-
pils apkaimé pierakstijis 107 tautas melodijas (Jurjans, 1980: 110). Pats
komponists sadi atminas skandarba tapsanas gaitu: Talu no jebkadiem
centriem, plasa, énaina auglu darza pavadiju 1891. g. vasaru, ka darba razu
savas variacijas par “Ej, saulite” uz Peterpili novezdams. [..] Tiku nepiedo-
dama karta lutindts. Pat jajamais zirgs bija mana riciba; un makskeresanas
un vezosanas kari (tai pateicos par velako nikunikigo reimatismu!) vareju pec
patikas apmierinat Trepes upité vai ari kada no tuvejiem Latgales daudziem
ezeriem (Vitols, 1988: 109).

Variaciju op. 6 téma b moll veidota vienkarsa divdalu reprizes for-
ma. Tas pirma puse ietver tautas melodijas citatu (kas saisinati at-
kartots ari reprizé), savukart isaja cetru taktu vidusposma izmantota
komponista originalmuzika: tiek attistits tautasdziesmai raksturigais
melodijas un ritma zimé&jums, un vienlaikus paraléla mazora tonalitate
(Des dur) ienes gaisaku koloritu. Turpindjuma izmantoti daudzveidigi
variéSanas panémieni, kas balstiti gan klasisko, gan romantisko varia-
ciju tradicijas; pamattonalitate b moll un témas divdalu struktiira sagla-
bajas visa cikla.
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https://www.youtube.com/watch?v=ARbZolJr4ck

katra, turklat ik grupas nobeigumu raksturo ievérojamas tempa, fakta-
ras un izteiksmes tipa atskiribas; visbeidzot, péc 9. variacijas sekojosaja
finala tiek sasniegta visa cikla attistibas virsotne. Ta sagatavo témas pé-
dgjo izklastu lidz §im veél nebijusa harmonizéjuma.

Pirmaja variaciju grupa, uzreiz péc grutsirdigas témas Andante
tranquillo, paradas tai kontrastéjosa izteiksme - kustiga un energiska,
pat skercoza. Pianistiskais izklasts ietver polifonus spéles panémienus
1. variacija Un poco piii mosso, zilbinosi smalku pirkstu tehniku 2. varia-
cija Brillante, oktavu un kuplu akordu lécienus 3. variacija Molto energi-
co; tadejadi klausitajs pakapeniski tiek aizvadits lidz cikla pirmajai kul-
minacijai (sk. attélu E).

Otraja variaciju grupa paradas tadi biezi izmantoti romantiska pia-
nisma panémieni ka koordinéts nepartraukti atkartotu dubultnosu un
akordu staccato 4. variacija Presto, arpedzetu plasa diapazona akordu
spéle 5. variacija Sostenuto un terasveida forte un piano gaisménu bla-
kusnostatijumi plasos sinhronu akordu lécienos kulmingjosaja 6. vari-
acija Con forza (sk. attélu F).

Pedéja variaciju grupa tiek apvienoti vairaki ilustrativi spilgti kla-
vierspéles panémieni - dramatisks kapinajums uz kreisas rokas ritma
ostinato fona 7. variacija Poco meno mosso, atbalss efekta mija ar atski-
rigu registru sasauksanos 8. variacija Allegretto, nepartraukta, véja vir-
pulosanai lidziga klusinatu seSpadsmitdalu unisonu kustiba 9. variaci-
ja Allegro molto. Si raksturvariaciju grupa pieved pie cikla dramatiskas
kulminacijas finala Passionato, kur autors izmantojis plasus akordu le-
cienus un augsuptraucosu oktavu unisonus témas iekrasosanai dazadu
klavieru registru bagatiga skanéjuma (sk. attélu G).

Jebkur$ interprets tiecas izcelt savai individualitatei tuvakas kom-
ponista ieceres Skautnes. Turpinajuma pieversisimies Variaciju op. 6
versijam, ko piedava pianisti Valdis Krastin$ (firmas Melodija izdo-
ta skanuplate, 33D-12219), Péteris Pecerskis (ieskanojums Latvijas
Radio, CD ieraksts JVLMA bibliotéka, AVI-78500) un Arnis Zand-
manis (CD ieraksts JVLMA biblioteka, F-67130).

Katra pianista ieraksta variaciju cikla veselums lidzigi daildarba uztve-
rei veseluma izpauzas ka simultans prieksstats par kompoziciju vai tas dalam
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(ciklu) kopuma (Lase, 2003: 24). Valda Krastina prioritate ir mizikas te-
laina dazadosana; daudzie ar spéles tehniku saistitie uzdevumi tiek pa-
klauti variaciju atskirigajiem tembralajiem risinajumiem.

Petera Pecerska snieguma priek$plana izvirzas cikla koncepcijas
viengabalainiba; spéli raksturo kiisajoss dinamisms un aizrautiba, kas
rada teju vai klatbatnes efektu. Virtuozitate, ritma energija un sakapi-
nats tonuss apvienojuma ar klavieru dziedosu skarumu - tas viss pa-
klauts milzigam gribasspékam, kas lavis maksliniekam veidot krasnu
un monumentalu, vérienigai freskai lidzigu kopainu.

Arna Zandmana ieskanojums mérktiecigi atklaj Variaciju op. 6 pa-
kapenisko izaugsmi, dinamikas liknei virzoties augSup un sasniedzot
virsotni grandiozi izvérstaja finala.

Tiktal par ieskanojumu radito kopiespaidu. Lai iezimétu celu uz to,
turpinajuma pakavésimies pie atsevisku posmu interpretacijas, turklat
ipasa uzmaniba tiks pievérsta temporitmam. 51 mazikas valodas joma
(pulsacijas atrums, tempa paatrindjumu un palénindjumu mija, ritma
formulas) spécigi ietekmé gan skandarba formas traktéjumu, gan atska-
nojuma visparejo tonusu. Tempa izvéle regulé ari tadus spéles aspektus
ka tona kvalitate, skaruma dazadiba, pedalizacijas biezums.

Neviens no Variaciju op. 6 interpretiem Vitola metronomiskas no-
rades neparvers dogma; tas ari saprotams, jo to funkcija ir galvenokart
orientéjosa. Seit vieta atceréties daudzkart pieminéto un komponistiem
piemitoso subjektivo tempa izjatu, kurai piemit zinams paatrinajums;
tas saistits ar iek$éjas dzirdes ipatnibam un nav atkarigs no skanu masas
inerces muzikas realaja skanéjuma.

Tema Andante tranquillo visos trijos Variaciju op. 6 ieskanojumos
tiek tulkota saskana ar autora metronomisko noradi J =76 un, atbilstosi
tautasdziesmas stastosajam raksturam, mudina ieklausities pazistamas
melodijas intonacijas. Ipasi izteiksmigu atbalss efektu 15.-16. takti iz-
veido Valdis Krastins un Péteris PecCerskis; Arnis Zandmanis $adu efek-
tu rada, atkartojot témas otro pusi.

1. variacija (Un poco piu mosso) valda nepartraukts astotdalu pulss.
Nelielas atskiribas tempu izvélé ir noteikusas télaino niansu dazadibu.
Krastina spélei raksturigs raiti klusinats veéstijums ar ritenuto frazu no-
beigumos, savukart Pecerskis un Zandmanis ir mazak attalinajusies
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no episkas témas pamattempa. Nesteidzigi un ar plastosu legato tiek
intonéta katra astotdala, tadéjadi atklajot Vitola izraudzitas variaciju te-
mas dziedoso iedabu.

2. variacijas (Brillante) izveicigais labas rokas pasazu lidojums klast
par lidzekli pakapeniskai dramatizacijai. Pecerskis spélé $o variaciju ar
energisku noteiktibu, Zandmanis un Krastins - dzirkstosi un eleganti,
ievadot klausitajus 3. variacijas (Molto energico) trauksmainaja noskana.
Ar dinamikas vilna kapumu lidz forte fortissimo tiek pasvitrota cikla pir-
ma kulminacija.
paspilgtina vétraino izteiksmi, kura, runajot Emila Darzina vardiem
(1908), ir daudz muzikala skaistuma un uguns (Darzins, 1975: 174). Malgjo
posmu nemitigajam triolu repeticijam visu triju pianistu snieguma kon-
trasté gaisa noskana veidotais vidusposmes.
skautnes, dodot prieksroku dzivakam atskanojuma tempam. Savukart
Pecerska un Zandmana spélé elastigais rubato iedzivina tautasdziesmas
véstijumu skumji sapnaina izteiksme.

6. variacijas (Con forza) pianistiskajam izklastam komponists izman-
tojis specifisko poziciju spéli, kas ir sekméjusi cikla otras kulminacijas
dramatisko sasprindzinajumu. Krastins to veidojis statiski smagnéji un
drami, kameér Pecerska aktivais un tehniski atraisitais sniegums ir lavis
iezimét izteiksmes arku, proti, sasauk$anos ar cikla pirmo kulminaciju
3. variacija. Zandmana spéle ir ieturéta nesteidziga tempa, makslinie-
ciski iespaidiga epikas noskana, kur kontrastu tomeér rada vidusposma
piano leggiero.
gi interpreté Vitola iezimétas raksturainas. 7. variaciju ar kapinajumu
uz kreisas rokas ritma ostinato fona tikai Zandmanis spélé atra tempa.
Skangjuma caurspidigais vieglums 8. variacijas pianissimo epizodés un
kontrastejosais akcentéto akordu un oktavu izklasts fortissimo ir butisks
lidzeklis, lai atklatu autora ieceréto divu izteiksmes tipu pretstatu.

9. variacijas (Allegro molto) virtuoza iedaba vistiesak atspogulo pi-
anistu atskirigo pieeju skaruma veidoSanai. Krastina straujaja spélé
uzmanibu piesaista zilbinosa seSpadsmitdalu kustiba autora noteikta
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piano pianissimo ietvara. Pecerska sniegums raisa asociacijas ar Sopéna
Sonates b moll pazistama finala muziku - véja ptasmai lidzigu lidojumu.
Zandmana elastigi intonétais rubato tiek papildinats ar zimigiem akcen-
tiem, izcelot to vai citu télaini batisku niansi.

Variaciju apjomigais finals (Passionato) ar izteiksmigo un spriego
tautasdziesmas intonaciju tvérumu iezime visa cikla dramaturgijas un
arl dinamikas virsotni: ta tiek sasniegta koda, kur pianistu spélei ie-
prieks raksturigas tempa atskiribas izlidzinas. Kupla skanéjuma, céli
un paléninati finalu interpreté Krastins. Vérienigi un temperamentigi
savam emocionali trauksmainajam Variaciju tulkojumam punktu pie-
liek Pecerskis. Zandmana monumentali veidotais finals koncentreéti at-
klaj vina traktéjumam raksturigo episki dramatisko koncepciju.

Daudzveidigos autora ieceres risinajumus piedavajam aplakot at-
skanojuma hronometrazas salidzinajuma tabula (sk. 1. tabulu).

Lai cik dazadas batu tris aplukotas interpretacijas, tas vieno spilgti
kontrastainais raksturs un izsmalcinatiba - iezimes, kas arvien svarigas
Vitola izvérsto klavierdarbu atskanojuma.

Jau péc Variacijam op. 6 Vitols turpinaja izkopt $is formas iespéjas
ari citos Zanros. Par vertigu stimulu kluva lidzdaliba makslas mecenata
Mitrofana Belajeva (1836-1904) dasni atbalstitajos neformalajos piekt-
dienu saietos (t. s. Belajeva piektdienas), kur pulcéjas vairaki Péterburgas
konservatorijas macibspéki un vinu domubiedri. Lidzas citam nodar-
bém vini atskanoja un apsprieda savus jaundarbus. Jau pieminétaja Be-
lajeva izdevnieciba Leipciga, kur laisti klaja daudzi Vitola klavieropusi
(sakot ar Sonati op. 1, 1886), tika publicétas ari piektdienu sanaksmju
iedvesmotas, vairaku autoru kolektivi komponétas Desmit variacijas
par krievu tautasdziesmu stigu kvartetam un SeSas variacijas par krie-
vu tautasdziesmu simfoniskajam orkestrim; Vitols saceréjis pa vienai
variacijai katra no abiem cikliem.

Tomeér Variacijas op. 6 un nakamas klaviervariacijas - Varidci-
jas-portrejas op. 54 (1920) - 8kir gandriz 30 gadu ilgs laikposms. Abi
saturiski atskirigie darbi pieder pie latviesu klaviermuzikas Sedevriem.
Varidacijas-portrejas radusas apméram viena perioda ar vairakiem voka-
lajiem opusiem - Piecam latvju tautas dziesmam balsij ar orkestri op. 49,
diviem Triju dziesmu cikliem (augstai balsij klavieru pavadijuma op. 51
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1. tabula. Triju pianistu piedavatas Variaciju op. 6 hronometrazas
(saikneé ar skandarba dramaturgiju)

Jazeps Vitols: Péteris Pecerskis: Valdis Krastins: Arnis Zandmanis:
Variacijas op. 6 vilpveida lastjums | terasveida lasijums episks lastjums
Téma e rmAyr 4R
Andante tranquillo 152 52 148
1. variacija 106" 55 18"
Un poco pitl mosso

2. variacija / ’ ’”
Brillante 5 38 48
3. variacija 00 . 1o
Molto energico 1o 40 17
4. variacija Presto 47" 45” 48”
5. variacija 304" 730" 300"
Sostenuto

6. variacija ’ . ’
Con forza 43 5 %
7. variacija 717" 147 113"
Poco meno mosso

8. variacija Y 11 1
Allegretto 132 2 122
9. variacija ” ’ nQr
Allegro molto 57 52 108
Finals Passionato. PR v s
Tempo del Tema 420 340 437

un divam balsim ar klavierem op. 52), ka ari kora opusam Tautas himnas
autora pieminai jauktajam korim a cappella.

Variaciju-portreju cikla portretéti ievérojami pianisti - pirmie klavier-
klasu vaditaji jaundibinataja Latvijas Konservatorija. Ar sadu originalu
davanu komponists véléjas sveikt savus kolégus pasa izlolotaja un va-
ditaja macibiestade.
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Laikabiedrs Janis Zalitis 1942. gada raksta: Vitola muzikalie portrete-
jumi patiesi zimigi un atjautigi darinati. Tema un 11 variacijas ar finalu (12)
spéletajam pietiekami skaidri rada katras atseviskas personas psihologisko pro-
filu (Zalitis, 1960: 826). Ta¢u Variaciju-portreju cikla savdabigi atklajas
ne tikai portretéjamo personazu psihologiskais raksturojums. Ikvienai
variacijai komponists ir piemeklgjis ipasu spéles panémienu, kas atbilst
ta vai cita koléga pianisma ievirzei.

Tema Allegramente, lusingando (A dur) ir mieriga un dziedosa; ta ie-
tverta vienkarsa divdalu reprizes forma ar divam raksturigam gene-
ralpauzém. Savukart turpmakas atkapes no témas strukturéjuma tiek
realizétas pakapeniski; ari tonali vistalakajas variacijas saglabajas uzba-
ves pamatkontiiras (iznémums ir finals, kas formas zina izvérsts vai-
rak) un intonaciju loks.

Katra no variacijam veltita kadai atseviskai personibai. Tiklidz iz-
skanéjusi téma, portretu virkni (1. variacija) atklaj Nikolajs Dauge -
miuzikis, kas studéjis Varsavas un Maskavas konservatorija (1908-1915)
un pirmo pedagogisko pieredzi ieguvis Penza. 2., 3. un 4. variacija vel-
titas tolaik pazistamajam koncertpianistém Helénai Gubenei-Zanderei,
Bonifacijai Rogei un Veronikai Aserei. 5. variacija ir atveidots klavier-
virtuoza Arvida Daugula pianisms. Klavierspéli vin$ studgjis Péter-
burgas konservatorija (1892-1904), pécak darbojies Samara, Kurska
un Pérnava; 1919. gada Daugulis Latvijas Konservatorija uzsaka savu
36 gadus ilgo radosa miiza posmu.

6. variacija ieskicéts klavieru nodala neilgi (1919-1923) stradajusa

Hansa Smita portrets; Riga vin bija iemantojis popularitati ka pianists
koncertmeistars un nopietns miuizikas kritikis. 7. variacija veltita Pau-
lam Stbertam, Péterburgas konservatorijas absolventam (1905-1911),
kas lidztekus Daugulim un Daugem bijis starp tolaik ievérojamakajiem
latvieSu pianistiem.
Gomane-Dombrovska (9.) un Annija Sokolovska (10.), So galeriju pa-
pildina komponista atvadu sveiciens 1920. gada vinsaulé aizgajusajai
Marijai fon Zilinskai (talaika transkripcija Silincky, 11. variacija). Finals
jeb 12. variacija vainago izvérsto skandarbu pacilata, pat gavilgjosa
noskana.
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Tonalajam planam ir liela loma variaciju grupésana. Pirma grupa
aptver piecas variacijas (1.-5.), tas vieno pamattonalitate A dur ar isu
paraléla minora (fis moll) kontrastu (4.). Divdaligais témas izklasts tiek
saglabats; tas ieklauts gandriz nemainiga 16 taktu uzbuve, vienigais iz-
némums ir fis moll variacija izmantotais 6 taktu paplasinajums. Faktiira
variacijas pakapeniski sabiezé - ta tiek piesatinata, pieméram, ar nepar-
trauktas astotdalu kustibas ritéjumu (1.), dubultno$u izklastu tercu un
sekstu mija (2.) un sekojosu kustibas aktivizésanos triolveida ar plasa
diapazona augSupveérstam un lejupvérstam pasazam (3.). Kontrastgjosa
minoriga 4. variacija piesaista uzmanibu ar stastosu noskanu un inte-
resanti tvertu atbalss efektu, tadéjadi tiek sagatavota trauksmaina un
spoza, pianistiska izklasta ieturéta 5. variacija.

Nakamo cetru variaciju grupu vieno bemolu tonalitates. Pirmo reizi
attalinoties no pamattonalitates A dur, 6. variacija Ges dur vél pilniba
tiek saglabats témas ritma kodols 4.0, ko poeétiski delikataja portre-
téjuma ipasi glezniecisku vérs sinkopeétais ritma ostinato kreisas rokas
partija. Dramatiskaja 7. variacija f moll ieziméjas cikla pirma kulminaci-
ja krasni pianistiska fakttira ar maksimalu dinamikas gradaciju ampli-
tadu un saasinatu ritma ziméjumu. 8. variacija B dur kontrasté ka tona-
li, ta ar graciozi rotaligas noskanas tverto témas izklastu; veidojas arka
ar kustibas caurausto 3. un 5. variaciju. Bemolu tonalitatés komponéto
virkni noslédz energiska 9. variacija Des dur, kas savukart sasaucas ar
dramatisko 7. variaciju un piedava témas sakummotiva versiju piesati-
nata, augsupversta imitacijveida izklasta.

Divas pédeéjas variacijas (10.-11.) un finalu (12.) vieno atgrie$anas pie
sakotnéja tonala centra. Vienmeérigi $tupojosais triolu pavadijums krei-
sas rokas partija 10. variacija (a moll) atbalsta dziedoso augsupveérsto
melodiju ar viegli atpazistamo témas ritma kodolu J.DJ . Pamattonali-
tate A dur tiek nostiprinata 11. variacija, kas gaisi apskaidrota miera, ar
zvanu skanu imitacijam vidéja un augséja registra pauz atvadas nelai-
kei pianistei Marijai fon Zilinskai.
finals, komponists izmantojis saliktu trijdalu formu: te vispirms fuga-
to veida tiek izklastita téma Vivace, risoluto, turpinajuma seko faktaras
un virtuozitates zina izveérsts attistoss vidusposms Andantino. Savukart
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reprizé Vivace izmantota akordu faktara. Ilgstoss pamattonalitates
A dur apliecinajums ieramé ciklu un noslédz klavierdarbu bagatiga,
kupla skanéjuma.

Butisks aspekts Variaciju-portreju dramaturgija ir taja ietvertie Zanru
kontrasti. Cikla gaita Vitols tému Allegramente, lusingando transforme,
rosinot asociacijas ar divpadsmit zanriem: preladiju (1.), romanci (2.),
skerco (3.), baladi (4.), etidi (5.), elégiju (6.), poému (7.), intermeco (8.),
mazurku (9.), noktirni (10.), lamento (11.) un fugetu (12.).

Cikla atskanojums prasa no pianista augstu tehnisko un makslinie-
cisko meistaribu. Turpindjuma salidzino$i aplakosu divus ieskanoju-
mus - Vilmas Cirules ierakstu, kas tapis 1988. gada Latvijas Radio,
un Artas Arnicanes sniegumu Jazepa Vitola 5. starptautiskaja pia-
nistu konkursa 2008. gada Riga. Abi ieskanojumi pieejami timekla viet-
né YouTube:

*  httpsy//www.youtube.com/watch?v=H3DLjroQwSs

(Cirules ieraksts);

o https:/fwww.youtube.com/watch?v=bGKR_CChT3s&t=465s
(Arnicanes ieraksts).

Vilma Cirule variacijas interpreté nesteidziga pardomu rakstura (hro-
nometraza 18"10”), artikuléti intonéjot miizikas auduma detalas un no-
sledzot frazes ar dinamikas noplakumu (diminuendo). Cikla kulminacijas
Veidojot katru variaciju ka atsevisku miniatiiru, maksliniece atklaj Vitola
klavierdarbiem piemitoso pianistisko daudzveidibu visa tas krasnuma.

Straujakus tempus Variaciju-portreju ieskanojumam izveélgjusies
Arta Arnicane (hronometraza 14'02”). Si pianiste priekplana izvirza
cikla viengabalainibu. Jau témas frazejuma tiek akcentéts nepartraukts
pladums, un 8ada pieeja istenota ari turpmakajas variacijas; cikla kul-
minaciju pianistes snieguma iezimé 12. variacija (finals). Makslinieces
lasijuma savdabigi ir pasvitrots témas vadritms LD, atklajot ta ago-
gisko daudzveidibu - ar uzstajigu uzsvaru, jautajuma zimi, negaiditiem
diminuendo, staccato, ritenuto risinajumiem. Tadéjadi veidojas glezniecis-
ki spilgta portretu parade. Komponista piedavatas metronoma norades
abu maksliniecu interpretacija tvertas atskirigi (sk. 2. tabulu).
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2. tabula. Variaciju-portreju metronoma norades: komponista origi-
nals un interpretu versijas (saikné ar hronometrazu)

Formas posms /

Autora norade

Vilmas Cirules

Artas Arnicanes

Remarka ieskanojums ieskanojums
Téma Allegramente, J- 126 J= 108 J= 142
lusingando 44" 35"
1. variacija J J
Carrezando, poco =104 =92 =116
rubato 56 40
2. variacija Con J J
delicatezza J=104 - ,9,2 = %,52
(ben cantando) 52 26
3. variacija Con J-138 J=116 J=162
anima 41" 29"
4. variacija J J
Alla ballata J=100 =84 =108
(ben cantando) 123 1°03
5. variacija Brillante J=126 . 201’12 . ;5%,60
6. variacija Serioso Jo J=70 J=100
(legato, tranquillo) =72 124" 115"
7. variacija . J- g8 J= 160 J= 102
Tempestoso (deciso) 1'41” 1'10”
8. variacija Giocoso J J
con grazia (non J=84 = 66 = 88
legato) 56 40
9. variacija Deciso d=56 615=6,75 d ;5},0 2
10. variacija Amabile Jous J=60 J=70
(legato cantando) 204" 202"
11. variacija Flebile J=a JZ ,E (?"2 Jl ;9655
12. variacija (finals) J J
Vivace, risoluto. J=130 - 198 - 1:3’,2
Andantino. Vivace 336 246
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Aplikotie ieskanojumi izgaismo Vitola 1920. gada komponéto skan-
darbu jauna skatijuma, kas izriet no katras pianistes individualas spé-
les manieres un arl darbibas laikmeta. Skanierakstus skir divi gadu
desmiti, un ir pamats Vilmas Cirules veikto Variaciju-portreju tulkoju-
mu ieklaut Latvijas pianisma vésturisko ierakstu klasta: tas atspogulo
makslinieces radoso dialogu ar pagatni un vinai personigi pazistamo
komponistu. Daloties atminas par Jazepa Vitola autorkoncerta atklasa-
nu Valmieras muzikas skola 1932. gada (pianiste toreiz atskanoja kla-
vierdarbu Albuma op. 33/1), vina nosauc Vitolu par savu muzikalo krust-
tevu, jo miizikas celu vins man noveléja jau tad (Cirule, Vilma (2007). Paliku
Seit un nenozéloju. Intervija Ingai Vasiljevai).

http./fwww.delfi.lv/kultura/news/music/vilma-cirule-paliku-seit-un-
nenozeloju.d?id=17051171

Sonate un Sonatine

Pie izvérstas formas klavierdarbiem pieder 1885. gada tapusi Sonate
b moll op. 1 - trijdalu cikls, kas veltits Vitola skolotajam Nikolajam
Rimskim-Korsakovam (1844-1908). Memuaros par $1 saceréjuma rasa-
nos 1884.-1885. gada mija komponists raksta: Sini gada sarakstiju st. c.
savu sonati b moll. Tas pirmo dalu Jelgava Ziemassvetkos, varidcijas un sker-
co-finalu - Peterpili. Mans vélakais kolega Nikolajs Stepanovics Lavrovs to
pirmo reizi speléja 1886. §. 5. novembri krievu simfoniska koncerta Blagorod-
noje sobranije zalé; beidzamo reizi to dzirdeju savu 50 g. darbibas atceres svet-
kos Nacionalaja opera, skiet, Jana Kepisa izpildijuma (no lapas!). Savu op. 1
glita izdevuma redzedams, sajutu ne mazums prieka un lepnuma, bet neatda-
bujami zaudeju agrako raZosanas naivitati (Vitols, 1988: 78).

Sonate apliecina 22 gadus jauna un Péterburgas konservatorija izgli-
tota komponista tieci uz individualu stilistiku un vina talantu formvei-
des joma. Janis Zalitis 1911. gada raksta par to sadi: Lidzas [oti noteiktas
kontiras zimetam temam, muzikala satura svaigumam un prieks ta laika diez-
gan disonantai harmonijai Vitolam jau piemit liela muzikalo domu apvienosa-
nas speja, ka ari lapidars klavieru stils, kas pie iesacejiem komponistiem nepia-
nistiem diezgan reta paradiba. [..] Klasiski noapalots, noteikts izteiksmes veids,

42


http://www.delfi.lv/kultura/news/music/vilma-cirule-paliku-seit-un-nenozeloju.d?id=17051171
http://www.delfi.lv/kultura/news/music/vilma-cirule-paliku-seit-un-nenozeloju.d?id=17051171

liela stila skaidriba un muzikala satura nopietniba un noblese tiesi norada uz
jauna talanta simpatiskam komponista iezimem (Zalitis, 1960: 101).

Sonates pirmas dalas Allegro con passione galvenas un blakus parti-
jas izklasti ir savstarpéji papildinosi: raisas izteiksmiga saruna ar uz-
trauktam, pat dramatiskam jautajuma intonacijam un sekojosam maigi
sirsnigam atbildém. Otra dala Andante veidota variaciju forma: témas
zeli ladzos8ajai kantilénai seko cetras pianistiskaja izklasta atskirigas
variacijas es moll. 1. variacija dominé nepartrauktas, straujas astotdalu
trioles piano dinamika; tas pieved pie 2. variacijas energiski noteikta-
jlem, augSupvérstajiem un lejupvérstajiem lécieniem punktéta ritma,
akordu un oktavu izklasta, forte fortissimo dinamika. Seko skankartiski
kontrastéjosa 3. variacija Es dur ar deklamaciju labas rokas partija (piano
pianissimo) un kokles imitaciju pavadijuma, kreisas rokas partija. Fan-
faru intonaciju caurausta 4. variacija ir ieturéta krasna akordu un ok-
tavu izklasta. To nomaina témas burtisks atkartojums, un dala beidzas
ar nelielu kodu. GaiSais, graciozi dzidrais un dejiskais finals Allegretto
scherzando 3 /4 taktsméra komponéts rondosonates forma.

Krievu komponists Aleksandrs Glazunovs (1865-1936) savas atmi-
nas raksta: Pie vina [Rimska-Korsakova - N. L.] satiku Vitolu, kurs loti labi,
pat pianistiski nospeleja savu B-molla sonati. Tas miizika mani savaldzinaja ar
savu temu skaistumu un svaigumu, harmoniju dabiskumu un eleganci, modu-
laciju bagatibu, poetisko noskanojumu un formas slaidumu. Skolotajs bija [oti
apmierinats un redzami lepojas ar savu skolnieku (Glazunovs, 1933: 262).

Sonati b moll skanierakstos fikséjusas Vilma Cirule (Latvijas Ra-
dio ieskanojums) un Daina Vilipa (firmas Melodija izdota skanupla-
te, 33D-11574, CD ieraksts JVLMA biblioteka, F-76777A). Cirules ieska-
nojums pieejams ari timekla vietné YouTube:

*  https:/fwww.youtube.com/watch?v=XsUn5rG6ReQ (1. dala);
*  https:/fwww.youtube.com/watch?v=al_3Ajiiflg; (2. dala);
*  https:/fwww.youtube.com/watch?v=HEs[Vp32968 (3. dala).

Abu versiju salidzinajums atklaj, ka maksliniecém bijusi lidziga iz-
pratne par Sonates lirisko koncepciju, tacu tas sasnieg$anai tiek izman-
toti atskirigi panémieni. Cirules ieskanojuma dominé rami stastosa
pardomu izteiksme bez butiskiem agogiskiem efektiem vai krasnam,
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dinamiski vérienigam kulminacijam. Savukart Vilipa trakté Sonati gra-
ciozi un izsmalcinati, vienlaikus parsteidzot ar spozu virtuozitati; ago-
giskas atkapes un vilnveida dinamikas krasnie savijumi pieskir liriska-
jiem teliem energisku trauksmainibu.

Abas pianistes dazadi tulkojusas Vitola tempa remarkas. Pirmas da-
las Allegro con passione atskanojuma tiesi tempa izvéle ir noteikusi atski-
ribas galvenas un blakus partijas lasjjuma. Cirules spélé abas partijas
apveltitas ar nesteidzigu, stastosu izteiksmi un intonativa zina papildi-
na viena otru (hronometraza 6’38”). Turpreti Vilipa, muzicéjot trauk-
smaini un dzivi, iezimé spilgtu kontrastu starp galveno un blakus par-
tiju (hronometraza 4'22”).

Otras dalas Andante skanieraksts lauj secinat, ka abas pianistes vé-
lgjusas tvert variacijas ka makslinieciski greznu aininu virkni, jo ipasi
izjusti intongjot témas sirsnigo vestijumu. Sonates finala Allegretto scher-
zando, 11dzigi ka pirmaja dala, tempa izvéle ir svarigs atskanojuma liris-
kas koncepcijas nosacijums. Cirules (5'08”) tona caurspidigais vieglums
un Vilipas (4'07”) spéles virtuozi trauksmaina gracija, elegance ir batis-
kas vértibas latviesu atskanotajmakslas vestureé.

Sonatine /1 moll op. 63 (1926) ir komponista priekspédejais klavier-
opuss, kas lidzigi Sonatei op. 1 veidots ka trijdalu cikls. Pirma dala
Allegro moderato ir bagata tematiska materiala zina, turklat ipasa nozi-
me taja ir filigrani kustigas galvenas partijas un graciozi dziedosas bla-
kus partijas skanurakstam. Neliela léna dala Andantino, semplice veidota
liriski poétiska noskana, kas koda, runajot Jana Zalisa vardiem (1942),
gust klusu skumju un vientulibas niansi (Zalitis, 1960: 827). Kontrasta ie-
priekséjam seko finals Allegro giocoso, kas veidots dzivesprieciga, ener-
giska noskana: muzikalas domas raisas un rit viegli, dzirkstigi, it ka aplie-
cinadamas jaunu drosmi, ticibu dzivei un skaistumam (Zalitis, 1960: 827).

Preludijas

19. gadsimta 90. gadi Vitolam instrumentalmiizikas joma bija sevis-
ki razigi. Saja perioda tapusi pazistama Dramatiskd uvertira op. 21 un
Otra simfonija ¢ moll (gajusi zuduma), Stigu kvartets op. 27, Romance
vijolei un klavierém op. 15, ka ari Skice op. 12 un Stasts op. 14 ¢ellam un
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klavierem. Klaviermuzikas joma tolaik sacerétas devinas etides un lie-
laka dala no 22 preladijam: op. 10 (1893), op. 13 un op. 16 (1894), op. 17,
op. 19 un op. 20 (1895), op. 22 un op. 23 (1896), op. 25 (1897); 20. gad-
simta sakuma vél piepulcéjies vienigi op. 30 (1902).

Zinama meéra preltdijas varam uztvert ka Vitola stila enciklopédiju,
kura apkopotas visas komponista klaviermiizikai raksturigas ipatni-
bas - harmoniskas valodas skaidriba, tonala plana batiska nozime dra-
maturgija, smalkas pianistiskas tehnikas parsvars par akordu, oktavu
tehniku vai plasa diapazona pasazu tvérumu. Izteiksmiga faktiras da-
zadosana, prasme veidot plastiskus, teju vai taustamus liriski dramatis-
kus télus varétu liecinat par Sopéna dailrades ietekmi.

Preltdijas nosaciti iedalamas divas grupas - izteikti virtuozas ievir-
zes un elégiskas noskanas miniattiras. Tonali skankartiska zina dominé
minors (13 preladijas no 22) bez jebkada parsvara diézu vai bemolu vir-
ziena. Komponista jaunibas drauga Andreja Jurjana 1896. gada raksti-
tais liecina, ka vina novéléjums bijis Vitolam izveidot preladiju ciklu
visas tonalitatés: Javélas, kaut autors tas turpinatu, ta ka iznaktu katra tonu
karta pa preludijai, bet tad ari parmainu de] uzsistu uz savas kokles prieciga-
kus, jautrakus, laimibas un humora pilnus akordus, jo lidz Sim parsvars bijis
sapnojosam maigumam, ilgosanai, nemieram, seram un Zelabam (Jurjans,
1980: 131). Diemzél $im véléjumam nav bijis lemts piepildities.

Skaitliska parsvara ir nevis meditativas preltadijas, bet gan kustigas,
dziva tempa ieturétas, nemieriga un satraukta rakstura veidotas. To
ir kopa 13, un tajas spilgti atklajas plasa diapazona pardzivojumi - no
pavasarigi jusmiga, pacilata savilnojuma lidz energiski dramatiskam,
kaisligi uzstajigam un patétiskam noskanam.

Tematiskais kodols parasti aptver vienu vai divas sakumtaktis. Pir-
mo teikumu uzbuves lielakoties ir kvadratiskas vai ari isakas par ieras-
to kvadratisko struktaru, ar noslégumu dominanté vai modulaciju uz
dominantes tonalitati (op. 13/1, op. 19/1, op. 22/1). Kulminacijas zona
preladijas visbiezak tiek sasniegta perioda otraja teikuma, kas nereti
paplasinats, vai ari vidusposma, kura sastopama izstradajosa attistiba.

Daudzpusigi un biezi komponists izmantojis pianista labas ro-
kas pirkstu veiklibu gammveida (op. 13/2, op. 16/3), dubultnosu
(op. 30 /1), lauzto oktavu (op. 25/3) un trilleru spélé vai to kombinacijas
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(op. 22/1). Plasi lécieni pa akordu skanam vai citi harmoniskas figura-
cijas veidi visbiezak tiek uzticéti kreisajai rokai (op. 13/1, op. 19/1 un
op. 19/2, op. 22/1). levérojamu lomu gust dazadi oktavu spéles veidi,
ka ari dubultnosu, akordu un lauzto akordu izklasts; §is tehnikas var
paradities gan tira veida, gan kombinéti (op. 16/1, op. 17/3, op. 30/3).

Parsvara preladijas sastopamies ar vairaku atskirigu klavierspé-
les panémienu vienlaicigu lietojumu. Atskanojumam raisoties strauja
tempa, faktiiras veidu mainas prasa lielu pirkstu veiklibu, precizitati
un vieglumu, lai panaktu Vitola klavierdarbiem tik raksturigo lidojuma
izjiitu. Sada makslinieciska rezultata sasnieganu sekmeés pardomata
aplikattras izvéle. Pieméram, Preluidija Des dur op. 16/1 uz plasos lé-
cienos izklastita harmoniska fona (kreisas rokas partija) ar labo roku ja-
skandé deklamatoriska téma, kas ietver oktavu tehnikas un melodiskas
figuracijas apvienojumu - vienu no Vitola pianisma raksturiezimém.

Savukart Preludijas cis moll op. 16 /3 caurspidigaja faktara iestrada-
ta strauji vétraina seSpadsmitdalu kustiba ar smalkas pirkstu tehnikas
panémienu - izlidzinatu figuraciju; tiesi Sis figuracijas tips nereti klast
par galveno iztélojoso lidzekli ari programmatiskas ievirzes virtuozas
skanugleznas. Andrejs Jurjans parskata par minéto Jazepa Vitola preli-
diju 1896. gada norada, ka ta labak biitu saucama par etidi, jo vina griti iz-
darama, ar saviem atri steidzosiem gajieniem (pasazam) vina télo it ka viesula
negaisu, kas griezdamies dzirdei garam trauc (Jurjans, 1980: 131).

Preladijas cis moll pianistiskajam veidolam ir daudz lidzibas ar uz-
lomu guist pianista perfekti izlidzinata pirkstu tehnika. Brazmaino tde-
nu télojuma Allegro tempa 9/8 taktsmeéra svarigs ir vilnosanas efekts,
ko rosina kapjoso un kritoso paralélo sekstu skréjiens. Preltdijas nobei-
guma ar molto crescendo tiek sagatavota kulminacija fortissimo; kreisas
rokas harmoniskaja pamata iesléptie akcenti (autora norade sforzando
pédéja takti) Seit giist dramaturgisku nozimi (sk. attélu H).

Ka vienu no izteiksmigakajiem Jazepa Vitola klavierdarbu kupla
skanéjuma piemeériem var izcelt Preladiju fis moll op. 19/1, kas, péc
Andreja Jurjana domam (1896), atskiras no citam caur savam griezigam
mazas sekundes disonancem, kas lidzinajas it ka sapju iekliedzieniem, un caur
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kaisligu raksturu, kas sasniedz savu augstako pakapienu pie beidzama fortissi-
mo un nevilot satricina klausitaju sirdi (Jurjans, 1980: 131).

Preladijas pateétiska téla atklasme prasa no pianista viengabalainu
pieeju, plasas elpas frazéjumu, kas lautu miuizika ietvertajam satrauktas
runas intonacijam izpausties maksimali sakapinati. Miniattiras sabie-
zinata faktara un terasveida dinamika forte-mezzo forte-piano—fortefor-
tissimo ieskicé neatlaidigi uzstajigu un draudiga nemiera pilnu télu, ko
paspilgtina viscaur stiprajas taktsdalas izmantotas aizturas labas rokas
deklamatoriskaja melodiskaja linija un sinkopes kreisas rokas harmo-
niski figurétaja triolu kustiba (sk. attélu I).

Virtuozas ievirzes preladijas, lidzigi ka Sonaté op. 1 un Variacijas
op. 6, koncentréjas fakttras daudzveidiba, visi iespéjamie klavieru kra-
saina skanéjuma efekti un spéles tehniskie panémieni, turklat vérojama
arvien pieaugo$a grutibas pakape; tadejadi tiek sekmeéta latviesu ro-
mantiska pianisma attistiba.

Cetras no meditativa rakstura preladijam sacerétas maZora tona-
litates. Poétiski gaisas un lakoniska forma tvertas skanugleznas H dur
op. 10/1, A dur op. 13/3, E dur op. 20/4 un E dur op. 23/2 izcelas ar iz-
teiksmigu, léni stasto$u vai dziedosu melodiju parsvara vidéja registra.
Harmoniskas valodas izklastu raksturo nepartraukts gitarveida pava-
dijums un vienmeériga akordu kustiba, kas netiesi apliecina $o miniat-
ru tuvibu noktirnei.

Apskaidrota, saulaini mirdzo$a noskana ieturéta Preludija A dur
op. 13/3 ir isa, bet toties jo saistosi dzejiska: plasa, maiga melodija, kas it ka
jutu pilna kriits dziliem elpas vilcieniem te celas, te plok, tiek pavadita ramiem,
bet jo interesantiem melodijas zina lauztiem akordiem, it ka jaukam koklu ska-
nam (Jurjans, 1980: 130). Preladijas A dur liriska téla atklasmeé svariga-
kais uzdevums ir dzidra, dziedosa tona veidosana. Melodiskas linijas
brivi elpojosa frazéjuma meérkis ir kantilénas viengabalainiba, kas pa-
nakama ar spéli tempo rubato. Savukart nepartraukta astotdalu kustiba
prasa ideali lidzeni izkoptu legato, ko palidzés sasniegt piemérota peda-
lizacija.

Lidzigi makslinieciskie uzdevumi (atskanojuma viengabalaini-
ba, sinkopéta pedalizacija un agogikas izmantojums) ir jarisina maigi
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sapnainaja Prelaidija E dur op. 20/4. Tas atskanojums rosina uz salidzi-
najumu ar instrumentalu ariju: samtaina toni ietérptais labas rokas solo
elastigi virmo uz vienmerigi pulséjoso kreisas rokas nepartraukto akor-
du fona. Emils Darzins 1908. gada raksta par $is Preltadijas noskanu:
Vienkarsa, lena, dzili izjusta melodija leni atkartojosos akordu pavadiba E dur
prelidei pieskir itin ka nakts dziesmas raksturu. Starp Vitola mazaka apmera
kompozicijam E dur prelide ir viena no dzilakam (Darzins, 1975: 176).

Preladiju E dur op. 20/4 gramatas autores ieskanojuma iespéjams
klausities timekla vietné YouTube:

https./fwww.youtube.com/watch?v=zDUZI0Ps4R4

Elegiski skumjas noskanas ieturétas piecas minora tonalitatés sace-
retas preladijas - b moll op. 16/2, e moll op. 17/2, es moll op. 22/2, es
moll op. 25/2 un e moll op. 30/2. Atskiriba no iepriekSminétajam cetram
mazora preladijam, minorigajas skanugleznas ipasa vériba tiek veltita
nerimstosai astotdalu kustibai. Vitola perfekta miniatarformu veidosa-
nas maka te apvienojusies ar faktiiras skaidribu, daudz izmantotas jau-
tajuma intonacijas.

Pirmajam Vitola dailrades periodam iezimiga liriska rezignacija at-
klajas Preludija b moll op. 16/2. Tas tematiska materiala kodols ietverts
kreisas rokas partija, sameéra plasa diapazona divtaktu melodiska vilni,
kura augsupejai sekojosais kritiens rada gaistosu ceribu un skumju ap-
dvestu télu, saskanigu ar labas rokas vientuli kritosajiem intervaliem
(sk. attelu J).

Driima, sériga, Zélabu pilna melodija basa, pavadita ar vienkarsiem akor-
diem augsa, rada klausitajos nemanot elégiskas jiitas, $adi Preladiju b moll
raksturo Vitola laikabiedrs Andrejs Jurjans (Jurjans, 1980: 130).

Turpinajuma sniegts ieskats divas Preladijas b moll op. 16/2 in-
terpretacijas - Igora Kalnina un Konstantina Bliamentala
(1925-1989) ieskanojumos; pirmais no tiem pieejams JVLMA bibliote-
ka (CD ieraksts, NAVI-76869), savukart otrs - firmas Melodija izdotaja
skanuplate (33D-11662). Gan viena, gan otra makslinieka spélé lieliski
atklajas Preltdijas smeldziga pamatnoskana: Igora Kalnina snieguma
to pauz satraukti artikuléta deklamacija, bet Konstantina Blamentala
atskanojuma - rami apskaidrota refleksija.
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Autora noraditais (J = 104) un abu pianistu izraudzitais temps
ieverojami atskiras. Blumentals ir izvéléjies lénaku ritéjumu (J = 94)
ka lidzekli apcerigas noskanas radisanai. Savukart Kalnina spéles ne-
mierpilnajai recitacijai atbilst straujaks temps (J = 114), kura ekspresivi
izskan liriska varona bezcerigie vaicajumi.

Komponista noradés dinamikas amplitiida aptver gradaciju spektru
no piano pianissimo lidz forte, kas tiek papildinats ar atbalss efektu for-
te-piano un terasveida blakusnostatijumiem mezzo forte-piano pianissimo.
Abi pianisti dinamikas reljefu veido atskirigi. Blumentala spélé ipasi iz-
teiksmigs ir klusinato posmu niansétais, caurspidigais skanéjums piano,
pianissimo, piano pianissimo (1.-4., 25.-32., 61.-66. t.). Kalnina trauksmai-
ni recitéjosais vestijums ir iedzivinats vilnveida dinamikas reljefa; tas
izpauzas frazéjuma ka crescendo un diminuendo mija, pasvitrojot muazi-
kas tela emocionalo sakapinatibu.

Makslinieku interpretacijas nav rodami spilgti izteikti agogikas
efekti, ari rubato tiek veidots, saglabajot stingru metra pulsu. Dziedo$ais
legato skarums un delikata pedalizacija atbilst komponista iecerétajai
zelabu noskanai un vienlaikus lauj uztvert grafiski smalko balssvirzi,
krasainas melodiskas linijas Preladijas maléjos posmos (péc témas iz-
klasta kreisas rokas partija); savukart vidusposma (senza espressione)
raisas asociacijas ar fantastisku ainavu.

Kopuma jasecina, ka Preladija b moll op. 16/2 parstav ipaso vitolis-
kas lirikas tipu. Tas veiksmigai interpretacijai nepieciesams atklat gan
virtuozi satraukto, gan meditativi elégisko noskanas skautni, turklat
viscaur jasaglaba dziedoss klavieru skanéjums, kas vieno individuali-
zétu melodisko liniju tembralos savijumus.

Protams, Vitola klavierlirikas atklasmeé ipasu ievéribu pelnijusi ari
tona krasainiba, rubato, dinamikas reljefs; visu $o aspektu saskanotiba
laus panakt balssvirzes skaidribu un iedzivinat harmonisko figuraci-
ju abu roku partijas. Viena no smeldzigas lirikas lappusém, Preladija
es moll op. 25/2, Emila Darzina 1908. gada publikacija nosaukta par
mazu, smalki izceltu hromatikas Sedevru, uzbuvetu gandriz vai no sekvencem
vien (Darzins, 1975: 177).

Sis trapigais raksturojums netie$i norada uz vél kadu vitoliskas liri-
kas atskanojumam batisku iezimi, proti, viengabalainibu. Komponista
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tik iecienitais tematiska materiala skaldisanas princips nedrikstétu pro-
vocét sadrumstalotibu: lai no tas izvairitos, svarigi ir apvienot atsevis-
kas frazes (epizodes) gluzi ka viena elpas vilciena. Minéto Preladiju es
moll gramatas autores ieskanojuma iespéjams klausities timekla vietné
YouTube:

https,/fwww.youtube.com/watch?v=2jiefs MwA4U

Etides

1895. gada Jazepa Vitola klaviermuizika ienaca jauns Zanrs - etides.
Taja originali apvienojas komponista zinasanas par spéles tehnisko
panémienu daudzveidibu un vina personigas pianistiskas prasmes.
Formas zina rapigi izslipétajas miniatairas tiek izmantota oktavu un
akordu tehnika, nepartrauktu gammveida pasazu un arpedzo virknes,
lauzto akordu, trilleru, lécienu mija un it ipasi bagatigi - dubultnotis.

Devinas etidés pianistam nakas saskarties ar ievérojamam gratibam.
Izkopta spéles tehnika ir prieksSnoteikums So darbu veiksmigam iestu-
déjumam, turklat virtuozitate ir nevis pasmeérkis, bet lidzeklis liriski
dramatiskas izteiksmibas kapinasanai.

Etides zanra vésture glaba virkni klavierspéles tehnikas un fakta-
ras formulu, ko komponisti izmantojusi koncertskandarbu sacerésanai.
Ari Vitola etidés saskatamas vairakas 19. gadsimta virtuoza pianisma
uzplaukuma fazei raksturigas ipatnibas: pieméram, biezi tiek ostine-
ti izturéts viens fakttaras veids, kam piemit sava poétiska izteiksmiba.

1895. gada tapusas pirmas cetras etides op. 17-20; tas rakstitas ma-
Zora un minora tonalitatés ar divam vai trim zimém. Etidés izmanto-
ti pirkstu koordinacijas uzdevumi, plasa diapazona léecieni, oktavu un
poziciju spéle visos klavieru registros, ievérojams daudzums lauzto
akordu, intervalu un dubultnosu. Ritma formulas visbiezak balstitas
nerimstosa astotdalu pulsacija. Vitols sniedzis ari izsmeloSas tempa,
metronoma, dinamikas, agogikas un atskanojuma rakstura norades.

Koordinacijas attistibu veicina Etide Es dur op. 17/1, kur nepar-
trauktas dubultnosu trioles uzticétas tikai labas rokas partijai; savukart
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Etide D dur op. 19/3 ietver vél sarezgitaku izklastu ar dubultnosu
koordinétu miju bez pauzém Vivace tempa abu roku partijas (sk. at-
telu K).

Minorigas etides ¢ moll un h moll caurvij trauksmains, dramatisks

patoss, ka ari atskirigi pianistiskas tehnikas veidi, kas vérsti uz ma-
zikas télaino dazadosanu, tadéjadi Sie darbi tuvinas psihologiskiem
portretiem. Etides ¢ moll op. 18/2 tematismam raksturigas kritosas
intonacijas kreisas rokas lauzto akordu un intervalu izklasta; tas tiek
papildinatas ar poziciju spéli labas rokas harmoniskaja figuracija. Emo-
cionali piesatinataja un tehniski izvérstaja oktavu/akordu Etide h moll
op. 20/1 galvena funkcija ir kreisajai rokai nepartraukta fortissimo iz-
klasta, kam dinamikas un faktaras zina kontrasté Poco meno mosso vi-
dusdala (sk. attelu L).
(9. variacija) vai Preladiju cis moll op. 16/3. Emila Darzina skatijjuma
(1908), ta uzrada tik daudz kodoliga muzikala satura, ka ir janoliek [..] starp
Vitola etidem pirmaja vieta. Vetrainas oktavas kreisaja roka un isie, sinkopetie,
stipri akcentetie melodiskie motivi labaja roka iztaisa sava starpa impozantu
kontrastu (Darzins, 1975: 176).

Virtuozas, augsupverstas vai lejupvérstas gammveida pasazas labas
un kreisas rokas partijas atradisim divas vélak sacerétajas (1896-1898)
etides c moll op. 22/3 un g moll op. 26/2. Viena no isakajam ir Vitola
pédéja Etide E dur op. 26/3 (1898), kas rosina pianista izdomu értas ap-
likataras mekléjumiem; tas varétu bat svarigs lidzeklis tehnisko grati-
bu parvarésana. Kopigas iezimes muzikas materiala izklasta vérojamas
gleznainajas etidés G dur op. 25/1 un As dur op. 26/1, kur izteiksmiga
ir tonala plana strauja maina, vidusdalas melodisko liniju izklasts krei-
sas rokas partija, skaniga akordu un oktavu mija un vairakkartigs repe-
ticiju tehnikas lietojums.

Vitola etidem, lidzigi ka vina preladijam, ir paliekosa vieta latviesu
klaviermuizika gan kompozicijas meistaribas, gan saturiskas piesatina-
tibas un daudzveidigas pianistiskas tehnikas dél. Iestudéjot Sos dar-
bus, arvien japievérs uzmaniba psihologiskajai izteiksmibai. Jaapvieno
arl emocionala un racionala sakotne, ko Janis Zalitis latviesu klasika
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80 miza gadiem veltitaja izdevuma (1944) raksturo ka stingru virzibu
saskana ar ieceretds idejas un formas prasibam. Talab ari visu Vitola skandar-
bu formalais veidojums tik vesels, logisks, nevainojams. Vai vienkarsa minia-
tura, rama, liriska prelidija, brazmainas skanu kaskades salcosa etide, vai spo-
Za variacija - aizvien Vitols skanu stihiju prot groZot, merktiecigi nodarbinat.
So ipasibu labad vina darbi dévejami par klasiskiem (Zalitis, 1944: 331, 333).

Valsi

Ka jau ieprieks atziméts, lidztekus vélinajam un majas muzicésanai
piemérotajam Valsim op. 68/3 Vitola darbu klasta ir ari divi §is dejas
paraugi ar koncertisku vérienu. Valsis Des dur op. 9/2 veltits pianis-
tam Adolfam Bétinam (1864-1911) un komponéts vienlaikus ar Mazur-
ku g moll (1892). Dziedosa melodika, ari pavadijuma izteikti vienkarsa
harmoniska valoda un viscaur dominéjosais kvadratiskums vers skan-
darbu viegli uztveramu. Malgjos posmos valda nopietni eleganta un
atturiga izteiksme, kameér valsa vidusposma akordu/oktavu faktara ie-
ziméts nedaudz pompozs raksturs. Seit veidojas savdabiga divu ritmis-
ki kontrastéjosu melodisko liniju mijiedarbe, proti, augséjas un vidéjas
balss dialogs, kas miniatiiru lauj salidzinat ar muzikalu gleznu - por-
tretu, kura ieskicéti abu dejotaju silueti.

levérojamu popularitati guvusi graciozi izsmalcinata un dejiska mi-
niatara Kaprizs valsis As dur op. 24 (1897). To caurauz kustibas stihija,
radot lidojosas nepartrauktibas ilaziju. Kompozicija rakstita vienkarsa
trijdalu forma un valdzina ar brivi rotaligu muzicésanas garu. Vilmas
Cirules veidotais Kapriza valsa ieskanojums érti pieejams timekla vietné
YouTube:

https.//www.youtube.com/watch?v=pLqfbFfBITE

Sis ir viskragnakais un virtuozi bagatakais no Vitola valgiem. Pianis-
tiska zina galvena loma ir labas rokas satraukti vilnojosajai melodikai,
kas vietam iegiist instrumentali virtuoza visparinajuma raksturu un
it ka zimé ornamentus uz kreisas rokas dejiska pavadijuma fona (sk. at-
telu M).
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Citi klavierdarbi

Jazepa Vitola kompoziciju klasta ir daudz koncertskandarbu, kuru
nosaukumi vina klaviermuizika paradas tikai vienreiz. Lielumliela dala
no tiem ir programmatiskas miniattras, bet lidztekus sastopami ari
abstraktaki nosaukumi, pieméram, intermeco.

Saja Vitola muzikas lauka saskatamas dazadu Zanru iezimes, to
vida dziesma (Vilnu dziesma op. 41/2), deja (Humoreska op. 3 ar mazur-
kai raksturigo ritmu, Intermeco op. 23/1 ar valsa elementiem), psiholo-
giskie portreti (Skice, Silueti op. 38, Carmina op. 57).

Belajeva izdevnieciba Leipciga ir publicéta virkne programmatisko
klavierdarbu, un hronologiski pirmais no tiem ir Antonam Rubinstei-
nam (1829-1894) veltita Humoreska g moll op. 3 (atcerésimies, ka Ru-
bingteinam veltita ari Siipla dziesma op. 8, 1887). Humoreska tapusi vien-
laikus ar simfonisko télojumu Ligo svétki op. 4 un tris tautasdziesmu
apdarém jauktajam korim a cappella (1889). Klavierminiattira kompone-
ta salikta trijdalu forma, un maléjo posmu atsperigi dejiskajiem palécie-
niem kontrasté liegi dzidra vidusdala. Ari taja tiek saglabats témas ritma
kodols 4.8 , ta¢u kritozas intonacijas iekraso Humoreskas véstijumu jau
cita, liriskaka veidola.

Humoreskas atskanojumam komponists veltijis virkni remarku, kas
vérstas uz skarumu dazadosanu (non legato, portato, staccato, sotto voce),
sastopami ar1 divu veidu akcenti un agogiski apziméjumi animato, sos-
tenuto, accelerando, ritenuto. Dominé akordu fakttra apvienojuma ar
elastigu dejiska rakstura skarumu Allegro risoluto tempa; no ta izriet ne-
pieciesamiba rupigi izvéléties aplikatiiru, kas nodrosinas melodijas un
tembrali kontrastéjosa pavadijuma diferenciaciju.

Klaviermuzikai tik razigajos 19. gadsimta 90. gados komponeti tadi
kontrastejosi raksturskandarbi ka trauslais portretéjums Skice B dur
(1892) un Zzilbinosi virtuozais Ekspromts As dur (1895), ka ari graciozi
dejiskais Intermeco D dur (1896) ar veltjjumu draugam Oskaram Hol-
capfelim (Oscar Holzapfel).

Turpinajuma pievérsisimies Vitolam tik tuvas tdenu stihijas atspo-
gulojumam, kas Vilnu dziesma op. 41/2 un skandarba Pie jiiras op. 43/1
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savijas arl ar psihologiskiem motiviem. Abas $ajas miniattiras atainots
dzimtas Latvijas dabai piemitosais vétraina un idilliska kontrasts. Ko-
pigas iezimes ir $Gpojoss ritms 9/8 taktsmeéra, tonalitate E dur, tempa
norades Molto moderato, Con moto moderato, tému melodiskais balsts to-
nikas trijskana skanas.

Klavierdarbu programmatisko saturu konkretizé asociativas télaini-
bas panémieni: daudzveidigs vilnosanas atveids abu roku partijas, di-
namikas gradaciju (no ppp lidz fff) izmantojums telpiskuma imitacijai,
nepartraukta astotdalu un seSpadsmitdalu kustiba.

Miera un plasuma télojumu klavierminiatara Pie jiiras op. 43/1
(1913) raisa témas galvena motiva kapjosas intonacijas vienmeérigi liga-
nu akordu pavadiba. Vienkarsas trijdalu formas vidusposmam (Agile,
senza espressione, sk. attélu N) raksturigais filigranu pasazu un arpedze-
tu akordu piano pianissimo rosina paraléles ar tidens nirbonu, saulaina
diena uzpusot vieglam véjam. Reprizé atkartojas sakumposma faktaras
izklasts, bet pamazam (diminuendo, poco sostenuto un poco ritenuto) vei-
dojas noplakums, un smalka skanuglezna izgaist (piano pianissimo pé-
dgjas taktis).

Skandarba Pie jiras gleznieciski izsmalcinato pianismu varam iepa-
zit gramatas autores interpretacija timekla vietné YouTube:

https.,/fwww.youtube.com/watch?v=BiVIBFtwBLM

Viluu dziesma op. 41/2 (1909) juras stihijas neapvaldamas un
draudpilnas varenibas télojumam izmantota vienkarsa trijdalu forma,
klavierskanéjumu septinu oktavu diapazona ietverot pianistiski érta
izklasta. Programmatiskas dabas gleznas skarbums pauz sakapinatu
pirmatnéja speka valdonibu; cilvéka pardzivojumu atveids muzikas iz-
teiksmeé vienojas ar episka véstijuma noskanu.

Visu skandarbu vieno savveida vadmotivs divu taktu apjoma, kas
izklastits jau ievada. Tas iezimigs ar pacélumu lidz pamatskanai e un
sekojosu hromatisku lejupslidi, veidojot ieliekta vilna kontaru. Klavier-
darba gaita vilnu motivs klast par nosléepumaini dunosu fonu, uz kura
izcelas pamattémas céli vienkarsa melodija. Tas sakums raisas klusi-
nata dinamika (piano pianissimo) klavieru zemaja registra. Vidusposms
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komponéts terasveida ka tris aizvien brazmainakas vilnosanas paka-
pes, kuram autors veltijis norades poco a poco crescendo, poco a poco ani-
mando un poco stringendo. Pédéja no tam paraug reprize ar suligu, piesa-
tinatu klavierskanéjumu, kur, péc Emila Darzina vardiem (1910), vilnu
himna uznak ff plasos akordos, triolu figuram oktavas bangojot, lai majestatiski
noslegtu gabalu ka ar kadu spozu beigu apoteozi (Darzins, 1975: 301).

Pats Vitols atminas par Vilnu dziesmas tapSanu raksta: Neaizmirsta-
mas man tas Pabazu jurmala pavaditas vasaras 1909.-1911. g. Bijam divi ar
dabu - juru un mezu. [..] St. c., kada burviga menessnakti jirai noklausijos
savu “Vilnu dziesmu” (Vitols, 1988: 238).

Vilnu dziesma op. 41/2 ir dala no diptiha Meénesnica (Au clair de la
lune). Rakstot par &1 cikla interpretaciju, Darzins 1910. gada atzimé mo-
nolitas, mérktiecigas attistibas nepiecieSsamibu: Zinams, se pianistam va-
jadzigs biit muzikalam, lai nelautos vienpusigi aizrauties no braviras para-
disanas, bet stingra, pardomata koncepcija izceltu to, ko komponists domajis,
gabalu rakstidams (Darzins, 1975: 301).

Atskirigas pieejas Vilpu dziesmas atskanojumam dzirdamas Valda
Janca (1934-2014) un Arna Zandmana (dz. 1948) ierakstos; abi tie
tapusi 20. gadsimta 80. gados. Janca ieskanojums fikséts firmas Melodija
skanuplaté (33D-12220), Zandmana ieraksts savukart veikts Latvijas
Radio un pieejams ari JVLMA bibliotéka (CD ieraksts, F-76778).

Abi pianisti sava programmatiskas skanugleznas tulkojuma ir ak-
centéjusi Vitola muzikas liriski episko stravojumu un viengabalainibu,
kas tiek sasniegta ar dazadiem panémieniem.

Atskanojuma tempu interpreti izraudzijusies tuvu komponista no-
raditajam Molto moderato (J = 72). Janca traktéjuma Vilnu dziesma (hro-
nometraza 4'05”) tverta daudzpakapju terasveida dinamika un ne-
steidzigi majestatiska izklasta. Zandmana spélé (hronometraza 4'12”)
viengabalainibas iespaids panakts, makslinieciski lidzsvarojot dazadus
pianistiskas izteiksmibas lidzeklus un raisot attistibu lidz pédéjam tak-
tim pakapeniska un nepartraukti augosa dinamikas kapinajuma.

Abi muziki kreSendoveida attistibu (ko pavada ari pakapenisks fak-
taras sabiezinajums) vainago ar majestatisku forte fortissimo noslégu-
ma. Nepartrauktas astotdalu kustibas radito iztélojoso iespaidu (vilnu
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uzpladi/atpladi) paspilgtina pianistu izraudzitas agogikas gradacijas,
sekojot komponista noradém poco a poco animando, animato, poso strin-
gendo, poco ritenuto, poco allargando.

Ka vienu no jaunakajam Vilyu dziesmas interpretacijas versijam var
minét Artas Arnicanes 2014. gada veikto skanierakstu. Tas pie-
ejams timekla vietné YouTube:

https./fwww.youtube.com/watch?v=dDWLhvZP_CY

Interpretacija atspogulo laikmetigajam pianismam raksturigo tieci
uz atrakiem atskanojuma tempiem (hronometraza 3'37”) salidzinajuma
ar senaku klavierspéles meistaru sniegumu. Vienlaikus ieraksts ir iezi-
migs ar ievada izklastita un vélak visu miniatiru vienojosa vilnu moti-
va dramaturgiskas lomas izcélumu. Izmantojot $1 motiva tempa mainu
mijsakariba ar klavieru skanéjuma pakapenisku pieaugumu, tiek vei-
dota makslinieciski vienota, monumentala skandarba koncepcija.

Vertigi atsaukt atmina Jana Zalisa apceré sniegto Vilyu dziesmas
raksturojumu, ipasi vidusdalas plaSajam un spraigajam kapinajumam
veltitas pardomas: [..] meistars rada fantazijas bagatibu un savu suvereno
tehniku. Sis tris lappuses japieskaita visskaistakajim, ko Vitols lidz sim uz-
rakstijis. [..] Dziesmas nosleguma posms it ka izteic vilpu ritma elementaro
spéku un varenibu. Ta ir jura sava pirmatnejiba, baiga, valdoniga, nezeli-
ga, skatamiba - noslepumaini naksniga, teiksmaina, valdzinosa! (Zalitis,
1944: 336)

1909. gada Vitola dailrades otra perioda klaviermuziku papildina-
ja miniataru cikls Tris silueti op. 38, kas tapa aptuveni vienlaikus
ar Rapsodiju vijolei un klavierem op. 39 un Astonam dziesmam balsij
un klavierem op. 49. Sis triptihs ir savveida turpinajums komponista
aizsaktajai psihologisko portretu sérijai, Soreiz saikné ar sieviesu te-
liem. Pati pieversanas cilvéka pardzivojumu pasaulei velakajos gados
bis raksturiga ari klaviercikliem Carmina op. 57 (1919-1920) un Variaci-
jas-portrejas op. 54 (1920).

Tris silueti atspogulo daudzus interesantus atradumus komponista
mizikas valoda; salidzinot ar iepriekséjiem darbiem, faktira kluvusi
sarezgitaka un krasainaka. Silueta Ges dur op. 38/1 vijigi melodiskas
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linijas iezimé izsmalcinati elegantu muzikas télu ar dubulttercas tvertu
galveno tematisko kodolu (sk. attelu O).

Skandarbs veltits Grétei Martinsenai (Grete Martinsen); taja véroja-
mas biezas registru mainas, lauzto akordu un oktavu secibas, negai-
ditas modulacijas, kas pieskir portretéjumam kapriza mainiguma un
nepastavibas niansi. Siluets Ges dur komponéts Vitola miniataras biezi
sastopamaja vienkarsaja trijdalu forma, kuras graciozi maigo maléjo
posmu noskanai ievérojami kontrasté sakapinati jusmigais vidusposms.

Autors sniedz daudzveidigas atskanojuma rakstura un agogikas no-
rades, jau klavierdarba sakuma dodot remarku Allegretto con anima, ma
teneramente e ben rubato, ko turpinajuma papildina piu mosso, capriccioso,
poco a poco animando, animato, a piacere, ma vivo, sempre vivo, crescendo e
ritenuto, sostenuto.

Ka secina Janis Zalitis, $1 melodiski vijiga un harmoniski trausla,
poetiska klavierdarba iztulkojums prasa loti delikatu pieeju, muzikalas gra-
cijas piesatinatu prieksnesumu, intimitati, eleganci. Ari autors tiesi sini silu-
eta sikak apradijis prieksnesuma prasibas, kas norada, ka vinam visai netiktos
interpretejuma zaudet poetisko noskanu (Zalitis, 1944: 336).

Silueta A dur op. 38/2 tematiskajam kodolam raksturigais kritosas
oktavas léciens atjautigi ietver portretéjamas personas varda burtiem
atbilstosas skanas e-d-d-a (sk. attélu P).

Skandarbs veltits muzikei Edai Oto (pilna varda Eda Oto-Drevsa,
Edda Ottho-Drews) - Eiropa koncertéjosai pianistei, kas dazus gadus
dzivojusi Latvija (Brege, 2001: 141-142). Muzikalas pamatdomas iz-
klasts miniattiras gaita tiek daudzveidigi variéts, aizvien pieskirot jau
pazistamajai témai negaiditus melodiskus, figurativus un agogiskus ri-
sinajumus. Nepartraukta astotdalu kustiba, virtuozas lauzto oktavu un
dubultnosu virknes paspilgtina muizikas aizraujosi liksmo pacilatibu.

Siluets H dur op. 38/3 ir veltits Hedvigai Adelheimai (Hedwig Adel-
heim); tas piesaista uzmanibu ar ceribu apdvestu, aizkustinosu vésti-
jumu. Melodija klavieru vidéja registra tiek izklastita uz vienmeérigu
sempre legato triolu fona kreisas rokas partija; to caurvij izteiksmigi aug-
Supkapjosi intervali un punktéts ritms. Vidusposma komponists izman-
tojis sinkopétu oktavu hromatiskus gajienus, laujot portreta kulminacija
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sasniegt dzili savilnotu, personisku izteiksmi. Statiskie nosleguma akor-
di pedéjas taktis pieliek savdabigu punktu nepartraukto triolu kustibai.

Ar izsmalcinatu graciju Tris siluetu skanurakstu iedzivinajusi Vilma
Cirule (Latvijas Radio) un Konstantins Blamentals (firmas Me-
lodija izdota skanuplate, 33D-11662). Cirules veiktais ieskanojums pie-
ejams ari JVLMA bibliotéka (CD ieraksts, FR-67137) un YouTube vietné:

*  https:/fwww.youtube.com/watch?v=UqgKDIgv9 e8 (1. dala);
*  https:/fwww.youtube.com/watch?v=KAL4YkZT RO (2. dala);
o https://www.youtube.com/watch?v=40IS1uifbxY (3. dala).

Abi muziki izgaismojusi biezas tonalitasu mainas, izcelot kaprizi
negaiditos harmoniskos risinajumus un pasvitrojot ikkatra portreta ta
individualitati. Atskanojuma pieeju dazadiba saknojas tempu izvélg,
ko raisijusi Vitola otrajam dailrades periodam tik raksturiga, pianistiski
sarezgita kreisas rokas harmoniska figuracija; ta lauj siluetu skanéjumu
iedzivinat visai sakapinata izteiksmeé, tomeér bez smagnéjibas.

Pieméram, Vilmas Cirules interpretacija Siluets Ges dur pauz trauk-
smainu, pat gaviléjosi nevaldamu noskanu (hronometraza 1'58”). Tur-
preti Konstantina Blamentala snieguma $1 pasa silueta plasie melodiskie
vijumi gist nesteidzigu pardomu raksturu (hronometraza 2'58”). Abu
miziku spélei piemit vieglums un elegance apvienojuma ar delikatu
rubato - 1pasibas, kas tik svarigas, atskanojot Vitola klavierdarbus.

Izcils klavierminiatiiru Zanra meistaribas paraugs ir 1921. gada pub-
licetais Vitola programmatiskais cikls Carmina (Tris dziesmi-
nas klavierem) op. 57. Savdabiga cikla ietvaru veido 6 taktu tema-
tisks kodols Iecere (Pensée); tas skan ievada un nosleguma, apvienojot
tris atjautigi darinatas miniattras - Jautajums (Demande), Saruna jeb
Calosana (Causerie), Zvani (Cloches). Klavierminiataru virknes drama-
turgiska likne ietver vienmerigi augosu emocionalo kapinajumu, pau-
7ot programmatiskas ieceres jégu - opuss tapis ka veltijums kompo-
nista dzivesbiedrei Annijai Vitolai (1890-1982) kazu diena. Sesu taktu
ievada téma ir ieSifréta Vitola uzruna Annijai, kas $ad tad izmantota
vina veéstulés paraksta vieta (sk., pieméram, Silins, 2006: 48, 62 u. c.);
vardos to varetu atSifrét milmila Annina. Gimenes draudzene Milda
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Spudina vérs uzmanibu uz komponista 1919. gada sagatavoto Annas
dienas davanu - dziesminu ar tekstu Milmila Annina, palidziet Dievinu,
lai vins uz nedelas beigam siutitu spoZspoZu sauliti, milmila Annina (Spudi-
na, 1944: 252).

Visas miniattras sastopami iztélojosi elementi - meérktiecigi aug-
Supvérsta kantiléna, lécieni, zvanu skanéjuma imitacija. Carmina tris
dziesminu tematiskajam kodolam ir raksturigs punktéts vadritms, kas
caurvij visu ciklu un beidzas ar kritosas kvintas lecienu. Pirmoreiz tas
astotdalu kustibas veida tiek pieteikts ievada Giusto tenero, pauzot liris-
ki pacilatu noskanu.

Pirmaja miniattra Jautajums Sis tematiskais elements izklastits Mo-
derato tempa un ritma paplasinajuma J.DJ | turklat izskan etros emo-
cionali atskirigos veidos - patétiski (poco forte), uzstajigi (fortissimo), imi-
téjot atbalsi (pianissimo) un ¢ukstus (molto tranquillo).

Prieciga nepacietiba, satraukuma un nemiera gars piepilda otro mi-
niataru Saruna jeb Calosana (Causerie, remarka Allegretto, leggiero). Seit
tematisms tiek izgaismots cita rakursa, saglabajot ievada kapjoso mo-
tivu un punktéto ritmu, tacu tagad tas gust gaviléjosi pacilatu, jasmigi
liksmu kontekstu, tomér paturot nezinas un Saubu nokrasu, ko raisa
vairakas generalpauzes un fermatas.

Ciklu noslédz majestatiska tresa miniattra Zvani; taja saglabata ie-
priekséja melodiska sféra, un Tranquillo ritéjuma skan punktéta vadmo-
tiva varianti, kas tverti ar vilnveida rubato. Svéetku raksturu paspilgtina
talu zvanu imitacija (piano, pianissimo), kas vélak pamazam paraug pie-
satinata pilnskaniba ar Vitola klaviermuzikai tipisko faktaras sabiezeé-
skandarba Carmina cikliskuma princips lauj izvérst formu un parvarét
Zanra nosacito kamerstilu.

Cikla Carmina ieskanojumu, ko veikusi pianiste Vilma Cirule, atra-
disim YouTube vietné:

https./fwww.youtube.com/watch?v=tz8hCFuE_ml
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2. JAZEPA VITOLA KLAVIERMUZIKA
KONKURSOS RIGA

2.1. Jazepa Vitola Starptautiskais pianistu konkurss
(1989-2017)

Misdienu kultarvidé jau par tradiciju ir kluvusi starptautiski at-
skanotajmakslinieku konkursi. Lai veidotu panakumiem bagatu inter-
preta karjeru, viens no nosacijumiem ir sados konkursos gits atzinigs
vertejums. Profesionalas izcilibas pieradijumi konkursu titulétajiem
laureatiem paver perspektivas atskanotajdarbibai gan solo, gan kopa
ar orkestri, ieskanojumiem ierakstu studijas, lidzdalibai starptautisku
festivalu programmas, meistarklasu vadisanai un Zarijas ekspertu pie-
nakumiem. Ari tie Latvijas laikmetigie pianisti, kas pazistami arzemés,
guvusi nozimigas uzvaras prestizos starptautiskos konkursos.

Meistaribas salidzinasana mizika ir sen aizsakusies tradicija: sav-
veida sacensibas piedalijusies, pieméram, Domeniko Skarlati un Georgs
Fridrihs Hendelis, Volfgangs Amadejs Mocarts un Mucio Klemen-
ti (18. gs.), Ferencs Lists un Sigismonds Talbergs (19. gs.). Konkursos
guta atskanotajpieredze paplasina muziku profesionalas zinasanas un
izpratni par skandarba interpretaciju ka stilistiska, ta zanriska rakursa.

Tomer pianistu konkursu kvantitativa parbagatiba musdienas un
tajos dazkart izvirzitie kritériji ir zinams drauds pianistu izaugsmei,
jo atseviski konkursi parvéersas par viegli iegustamu mantu trenetai un
godkarigai jaunatnei (Lase, 2001: 157). Pretrunigie viedokli, vértéjot
konkursu nozimibu, atspogulo satraukumu par atskanotajmakslas
perspektivam, jo nereti vérojams parlieku liels un vienveidigs akcents
uz profesionalo perfekciju. Sekosana Sablonam, meistariga visparpie-
nemtas un parbauditas atskanojuma versijas (matrices) reproducésana
batiba nozimé atteikS8anos no patstavigiem radoSiem mekléjumiem.
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Dazados pianistu konkursos atskiras repertuara prasibas, dalibnieku
vecuma ierobezojumi, norises regularitate, rikotaju un zurijas ekspertu
prestizs un naudas balvu piedavajumi. Prestizu pianistu konkursu at-
pazistamibu nodro$ina konkursa rikotaju lidzdaliba profesionalaja or-
ganizacija World Federation of International Music Competitions (WFIMC)
Zenéva, Sveice.

Svarigi nosacijumi repektablu konkursu rikotajiem ir noklausi-
Sanas sesiju izkartojums tris kartas (prieksatlase, pusfinals, finals) un
spéja nodrosinat uzvarétajiem atzinibu, kas sekmé turpmako karjeru.
Tapat nepiecieSama prominentu Zirijas ekspertu, konkursa klausitaju
un plassazinas lidzeklu klatbatne; tas viss laus aktualizét gan konkre-
ta konkursa repertuara, gan atskanojuma tradiciju un instrumentspéles
véstures nozimibu (WFIMC. Recommendations for an International Music
Competition Adopted by the General Assembly in Warsaw, 2011).

http./fwww.wfimc.org/Webnodes/en/Web/Public/Federation/
How+to+join/First+step/Statutes

Monografisks konkurss pianistiem, kura obligataja repertuara ie-
klauti Jazepa Vitola klavierdarbi, pirmoreiz tika rikots Riga 1989. gada
un pulcgja dalibniekus no toreizéjas PSRS republikam. Otrajam Sada
veida konkursam 1993. gada jau bija starptautisks statuss. Vitola kla-
vierdarbu atskanojumam konkursa bija paredzéta vieta pirmajas divas
atlases kartas ar kopéjo hronometrazu 18 minttes vai vairak. Tomeér,
sakot ar 2013. gadu (6. starptautiskais konkurss), prasibas dalibniekiem
aja joma ir samazinatas, nosakot Vitola klavierdarbu atskanojuma ko-
pgjo ilgumu ne mazak par 10 minatém tikai konkursa pirmaja karta
(Jazepa Vitola Starptautiskais pianistu konkurss. Konkursa noteikumi.

http.//vitolakonkurss.lv/vpc/? page=4&t=Konkursa—noteikumi

Kadas ir bijusas dalibnieku izvéles prioritates saskana ar konkur-
sa prasibam? Visbiezak konkursa skanéjusas Variacijas op. 6, Vilnu
dziesma op. 41/2 un dazados gados sacerétu preladiju virknes. Lielu
popularitati iemantojusi cikliskie skandarbi Silueti op. 38 un Carmina
op. 57. Mazak tikusas spélétas latvieSu tautasdziesmu apdares op. 29
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un op. 32, Variacijas-portrejas op. 54, Sonatine op. 63 un Astonas minia-
turas op. 68. Konkursa nav atskanota Sonate op. 1 vai tadas miniatiiras
ka Humoreska op. 3, Mazurka un Valsis op. 9, Ekspromts op. 20/3, Inter-
meco op. 23/1.

Jazepa Vitola 6. starptautiska pianistu konkursa (2013) 2. vietas ie-
guvéja Antonina Suhanova (Latvija) stasta par saviem profesionalajiem
ieguvumiem:

Vitola konkurss bija viens no nozimigakajiem soliem mana profesionalaja
attistiba. Vitola konkurss — tas ir augsts profesionalais limenis gan konkur-
sa organizacija, gan dalibnieku sniegumos; starptautiski atzitu muziku darbs
konkursa dalibniekiem (Jazepa Vitola Starptautiskais pianistu konkurss.
Laureati.

httpy/fvitolakonkurss.lv/vpc/lu/Laureati/

Lai uzzinatu vairak par Vitola Starptautiska pianistu konkursa da-
libnieku atskanotajpieredzes veidosanos $1 notikuma gaita, izmantota
narativas intervijas metode - proti, vairakiem bijusajiem konkursan-
tiem tika uzdoti ieprieks sagatavoti jautajumi, kas tapusi ar mérki iz-
dibinat vinu viedokli par konkursam izraudzitajiem Vitola klavierdar-
biem. Atbildes sniedza 4. konkursa (2002) laureats Toms Ostrovskis
un 5. konkursa (2008) laureate Arta Arnicane. Abas intervijas veiktas
2010. gada Jazepa Vitola Latvijas Muzikas akadémija. legita informa-
cija raksturo respondentu zinasanas un izpratni par latviesu muzikas
klasika klavierdarbiem, tajos lietotajiem pianistiskajiem panémieniem
un personigo emocionalo attieksmi interpretacija.

Toms Ostrovskis narativaja intervija dalijas atminas par lidzdali-
bu 2002. gada konkursa, kur lidzas citiem skandarbiem spéléja Vitola
Vilpu dziesmu (I karta) un Variacijas op. 6 (Il karta). ST repertuara izve-
li, péc Ostrovska atzinas, noteica sadarbiba ar vina profesoru: Studiju
gados mazinajas manis ieprieks liktais uzsvars uz atskanojuma tehnisko preci-
zitati, un saku vairak akcentet komunikaciju ar klausitaju. Pedagoga Ronana
O’ Horas rosinats [Gildholas muizikas un dramas skola Londona - N. L.],
esmu iepazinies ar skandarbu autora dienasgramatam, komponista laikabiedru
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atminam, ka ari ieskanojumiem, kurus gan klausos tikai pec tam, kad esmu
skandarbu iestudejis.

Arta Arnicane 2008. gada konkursa lidzas citiem klavierdarbiem
no Jazepa Vitola dailrades pura izraudzijas retak atskanoto polku
Valmieras pieminai, Preladiju op. 25/3, Pie jiras op. 43/1 (I karta) un cik-
lu Variacijas-portrejas op. 54 (I karta). Narativaja intervija gramatas au-
torei maksliniece atzina, ka repertuara izvéle un uzstasanas konkursa
dzimtaja pilséta Riga bija ipasi atbildiga un savilnojosa.

Arnicane ir parliecinata, ka ieprieks guta atskanotajpieredze ir no-
teicosais kvalitativa atskanojuma faktors tada augstas spriedzes situ-
acija, kada valda starptautiskos pianistu konkursos. No &is pieredzes
ari izriet koncertrepertuara izvéle. Maksliniece atzist, ka Jazepa Vitola
mizika vinai nozimé bagatigu, reljefu un saprotamu emociju paleti:
Programmatiska miniatiira “Pie jiiras” op. 43/1 valdzinaja mani ar dabas ie-
dvesmoto telojumu. Skandarbs izsauc mani asociacijas ar saulainu ritu plud-
male, kur viegls vejs sanirbina sikos vilnisus sudrabota saules atspiduma.
Savukart Variacijas-portrejas op. 54 ir skandarbs, kas mani fascinéja ar tipazu
izsmalcinato raksturojumu un ritmiku. Atskanojot so ciklu, iespejams pasap-
liecinaties vairak neka jebkad - st muzika saskanojas ar manu raksturu un par-
dzivojumiem labak neka jebkuri vardi.

2.2. Rigas Starptautiskais jauno pianistu konkurss
(2012-2017)

Starpkulttaru kontakti maksla gast izpausmi daudzveidigos projek-
tos, taja skaita muzikas joma. Viens no piemériem ir starptautiskie at-
skanotajmakslas konkursi jaunajiem pianistiem. Lai iedibinatu jaunu,
ilgtspéjigu atskanotajmakslas konkursu, ir nepiecieSama originala un
skaidri formuléta konkursa pamatideja un reali sasniedzams ta darbi-
bas merkis.

Konkurss jaunajiem pianistiem Riga dibinats 2012. gada. Taja tiek
aktualizétas mazak pazistamas vai aizmirstas latviesu komponistu
tautasdziesmu apdares. Tadéjadi konkursa koncepcija paredz veidot
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izpratni par folkloras intonativo savdabibu ka kultarpiederibas feno-
menu, rosinot jaunos pianistus atskanot tautasdziesmu apdares ka solo,
ta klavieru ansambli etrrocigi.

Sada veida repertuars izsenis tiek izmantots mazikas izglitiba. Spe-
lgjot latviesu tautasdziesmu apdares, audzéknis dzilak iepazist ne vien
tautas muzikas elementus, bet ari dainu étiskas un emocionalas verti-
bas, izkopj spéju raudzities uz folkloru hermeneitiski un apjéedz atse-
viski uztveramo nozimju savstarpéjo saikni vienota sistéma.

Jaunako (Debitanti, Juniori) vecumgrupu dalibniekiem (5-12 gadi),
atbilstosi konkursa nolikumam, jaatskano dazadu latviesu komponistu
tautasdziesmu apdares (Sestais Rigas starptautiskais jauno pianistu kon-
kurss 2017. Nolikums.

httpy//rigapiano.info/lv/nolikums-314941

Junioru “C” grupai (11-12 gadu vecums) tas ir Jazepa Vitola apda-
res op. 29 un op. 32, kas tadéjadi Rigas Starptautiskaja jauno pianistu
konkursa skan visai biezi. To izvéli nosaka gan dalibnieku meistaribas
limenis, gan konkursa nolikuma ietverta prasiba izraudzities kontraste-
josas apdares.

No Desmit latviesu tautas dziesmam op. 29 visvairak ir spéléta
7. apdare Redz kur jaja div” bajari A dur (4 reizes), 1. apdare Skaisti dziedi,
lakstigala B dur (3 reizes) un 2. apdare Apkart kalnu gaju g moll (2 rei-
zes). Vienu reizi konkursa izskanéjusi 4. apdare Aija, zuZi, laca bernis
Fis dur, 5. apdare Tricet tricej’ visa Riga Es dur, 9. apdare Kas to Ligo ieli-
goja? A dur un 10. apdare Irbit” guléj” celmalai a moll. Savukart 3., 5. un
8. apdare nav atskanotas.

No Astonam latvieSu tautas dziesmam op. 32 visbiezak konkur-
sa programmas ir ietvertas cetras: 8. apdare Sidrabina upi bridu D dur
(6 reizes), 6. apdare Aija, bernin, pipas a moll (5 reizes), 7. apdare Maza
biju, neredzeju e moll (3 reizes) un 4. apdare Aiz upites jeri breca D dur
(2 reizes). Atlikusas cetras $1 opusa apdares nav spélétas.

Par labako Jazepa Vitola klavierapdares atskanojumu Zarija pieskir
dalibniekam specialbalvu. Dainu vitnes princips piedava pedagogam
iespéju izraudzities apdares ta, lai konkursa programma atklatu jauna
pianista profesionalo limeni un paustu ari kadu tematisku ieceri.
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Muzikas pedagogu lietosanai ir izveidots un timekli érti sasnie-
dzams elektronisks macibu lidzeklis Etnodidaktika klavierspéles macibas:
50 apdares klavierem solo (2012). Macibu lidzekla sadala Notis un audio:
Augstakas gritibas pakape (nr. 29 - nr. 46) atrodams metodisks skaidro-
jums par Jazepa Vitola 18 apdarém (op. 29 un op. 32), ko papildina no-
tis un ieskanojumi:

http://rigapiano.info/lv/portfolio-314961/luse-nora-2012-ethno-
didactics-in-piano-practicing-50-arrangements-solo-----—----
isbn-978-9984-49-511-8-317281/scores-and-audio-318481/advanced-
level-29-50-318511
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NOSLEGUMS

1911. gada publicétaja apceré par Jazepa Vitola 25 gadus ilgo kom-
ponista darbibu vina bijusais audzéknis Péterburgas konservatorija Ja-
nis Zalitis rakstija: [..] jo ilgak kads makslas darbs saista misu interesi un
arvien no jauna apauglo musu fantaziju, jo lielaka ta makslinieciska vertiba, jo
ilgaks ta muZs. Ari Vitola miizikai paprieksu vajag tuvoties, velak vina tuvo-
sies pati un pratis saistit miisu uzmanibu (Zalitis, 1960: 108). Sis paredze-
jums izradijies pamatots: komponista klavierdarbu pianistiska pievilci-
ba valdzina klausitajus un interpretus vél masdienas.

Aleksandrs Glazunovs, rakstot par savu latviesu kolégi ka kompo-
nistu-nacionalistu, atzimé vina Ipaso vitolisko stilu. Glazunovs secina,
ka krievu muzikas iespaids Vitola radosaja darbiba attiecas galveno-
kart uz profesionalajiem kompozicijas tehnikas pamatiem, bet vien-
laikus spilgti izpauZzas vina individuala savdabiba: Vitola radosa darba
sfaira meklejama tautas dziesma, pie kuras apstradasanas vins keras ar pa-
tiesu aizrautibu, pilna talanta un smelto zinasanu apbrunojuma. Vinam ir
art milzums darbu, rakstitu par originaltemam, minot piemera dél kaut vai
vina pirmo klavieru sonati, daudzus klavierdarbus, romances un beidzot sti-
qu kvartetu. Tomeér visiem tiem piemit noteikts “vitolisks” stils (Glazunovs,
1933: 265).

Stilistiska iezimiba Vitola klavierdarbos vienojas ar uzticibu aug-
stiem makslinieciskiem standartiem. Prasigums pret sevi komponistam
piemitis kop$ jaunibas; to atspogulo, pieméram, vina draugam Kar-
lim Kaléjam 1891. gada 2. decembri rakstita vestule: Lai gan ir tiesa, ka
maksliniekam vajadzigs atzisanas, lai prieku radit nezaudetu, tad tomer vins
nedrikst - kaut tas gan pie lielakas dalas notiek - pret savu muzikalisku sirds-
apzinu grékot, kas pie manis ir loti smalkjutiga — un uz tam es esmu lepnis
(Vitols, 1958: 358).

Vitola pasa pianistiska gaume atklajas atskanojuma noradés, ko
sastopam ikviena vina opusa. Komponists izmantojis visparpienemto
italu terminologiju ka lidzekli, kas pianistam palidzés meklét celu uz
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ipaso, specifiski vitolisko un izsmalcinato klavierspéles veidu. Var no-
dalit ¢etrus autora lietoto remarku tipus:

* temps ar metronomiskam noradém,

¢ dinamika,

* Kklavieru skarums,

* atskanojuma raksturs.

Agrinaja Sonaté op. 1 komponists lidztekus dinamikas un tempa
remarkam izmantojis vienigi tris norades - legato (molto legato), sotto
voce, leggiero, ta¢u turpmakajos klavierdarbos vina apziméjumu sistéma
aizvien tikusi papildinata un kluvusi detalizétaka. Pieméram, norade
Allegro Vitola darbos biezi saistas ar precizéjumiem: brillante, con brio,
con passione, moderato, molto, non tanto, non troppo, risoluto. Remarku Al-
legretto konkretizé astoni papildinajumi: con anima, con tenerezza, deciso,
leggiero, ma teneramente, scherzando, vivace, vivo. Visatrakie tempi kom-
ponista maizika ir Presto, Vivacissimo, bet 1énakais - Grave.

Crescendo un diminuendo Vitols niansejis ar dazadiem konkre-
tizéjoSiem apziméjumiem - molto, ritenuto, agitato, accellerando, poco
stretto u. c.

Komponistam arvien svarigs bijis taustinu ieskandinasanas veids
jeb skaruma estétika. Ja Vitols véléjies melodiju izcelt, tad vins izman-
tojis remarku sonore la melodia. Viegla un vienlaikus noteikta skaruma
radisanai komponists virs nots noradijis gan staccato, gan akcenta zimi.

Visraksturigakie vitoliska pianisma apziméjumi ir brillante, leggie-
rissimo, con delicatezza, sotto voce, mezza voce, smorzando, velocissimo. Lai
rosinatu dramatisku skanéjumu, divreiz izmantots apziméjums marcato
un piecreiz - pesante. Savukart termini amabile, brioso, calando, con anima,
deciso, energico, espirando, grazioso, misterioso, morendo, passionato, risoluto,
semplice, serioso, slentando, tempesto, molto espressivo maksimali precizé
atskanotajam izvirzitos radosos uzdevumus.

Vitola klaviermuzikas filigranais skanuraksts visplasak ir izpaudies
komponista iecienitaja miniattirzanra, tomer tas spilgti atklajas ari iz-
vérstas formas darbos. Komponistam tuva ir daudzslanu faktara, kas
bieZi izvirza sarezgitus figurativus uzdevumus poziciju spéles tehnikas
zina; ta ne tikai koncentréti atklaj vina muzikas izteiksmibu, bet ari at-
spogulo dailrades gaita notikusas parmainas.
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saceréts vislielakais klavierminiataru skaits. Fakttras veids parasti iz-
raudzits atbilstosi tolaik visvairak izmantotajiem miniatarzanriem (eti-
de, preludija, $upla dziesma, polka, mazurka, intermeco, ekspromts vai
tml.) un atspogulo romantiskajam pianismam tipiskus panémienus -
harmonisko figuraciju, pasazas, koordinétas (paraléli, pretvirzé vai
lecienveida tvertas) kustibas, ilustrativi papildinosu atbalss efektu. 1z-
vérstas formas darbi savukart bagati ar kontrastiem, kuros pianistiska
tehnika izpauzas visa tas daudzveidiba. Sastopami sléptas polifonijas
vijumi, smalka pirkstu tehnika (gammveida pasazas, trilleri), oktavu,
dubultnosu, akordu izklasts un plasa diapazona lécieni.

Jaunu posmu Vitola klaviermiizika iezimé dailrades otraja perioda
(1906-1941) tapusie programmatiskie darbi. Atcerésimies fakttiras atra-
dumus krasainajas pianistiskajas gleznas Tris silueti op. 38, Vilnu dzies-
ma op. 41/2 un Pie jiras op. 43/1; komponista klaviermuiziku iespai-
digi vainago psihologiski liriskas Variacijas-portrejas op. 54 un Carmina
op. 57. Sie skandarbi ietver ari augstas gratibas pakapes uzdevumus
interpretiem. Suligais forte skanéjums masivas pianistiskas tehnikas
epizodés ir neatraujams no dziedosa tona, bet smalkas pirkstu tehni-
kas atrums virtuozajos pianissimo posmos prasa izlidzinatu skarumu un
spéles eleganci.

Vitola klavierdarbu atskanojumam bitiska ir izsmalcinata pedaliza-
cija, kas pianistam jalieto saméra intensivi un ar ideali skaidru elpojumu,
lai nezaudétu balssvirzes skaidribu. Liela nozime ir bagatigam agogikas
jeb tempo rubato izmantojumam, ievérojot autora detalizétas norades.
Interpretéjot Vitola klavierdarbus, svariga ir ieklausisanas vissikakajas
nianses, savdabigs gaisigums instrumenta skanéjuma. Izsmalcinato ka-
merstila noskanu daudzveidibas un balssvirzes perfekcijas sasniegsana
izskiro$a nozime ir atjautigai aplikatiiras izvélei.

Jazepa Vitola klavierdarbi vértéjami ka pamats latviesu pianisma
vésturiskajai izaugsmei. Tie rosinajusi nakamo paaudzu komponistus
Jani Kepiti, Jani Ivanovu, Liciju Garatu, Arvidu Zilinski, Adolfu Skulti,
Margeri Zarinu, Volfgangu Darzinu un citus turpinat nacionalas kla-
viermizikas attistibu.
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Savukart, rezumeéjot Vitola klavierdarbu interpretacijas apskatu,
velreiz parliecinamies: atskanotajmaksla ka attistiba eso$s process ne-
partraukti evolucioné atbilstosi laikmeta nosacijumiem, ta parveidojas
aktualo stravojumu ietekme. Musdienu pianistu piedavatajos Vitola
klavierdarbu tulkojumos parsvaru gust episki realais, aktiva skaruma
rezultata sasniegtais skanéjums, tadéjadi padzilinot miniataru drama-
tisko $kautni un attalinoties no liriski intimas izteiksmibas.

Lidzigi ka Vitola klavierdarbi bagatinajusi misu nacionalo skanu-
makslu, tuvinot to Eiropas liriski romantiskas muzikas virsotném, ari
80 opusu laikmetigie ieskanojumi ir ievérojams ieguldijums instrumen-
talas muzikas kameratzara turpmaka izaugsme.

Muisu pienakums ir piedavat misu plecus tiem, kuri pec mums nak, lai tie
musu augumuy paraugtu, mums pari celtos. Spejigais uz saviem pleciem nes
pat vairakas paaudzes, nesabriikot zem nastas (Vitols, 1922: 758).
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JAZEPA VITOLA
KLAVIERDARBU RADITAJS /

CATALOGUE OF JAZEPS VITOLS

PIANO WORKS

¢ Impromptu

Opuss
Opus/ Klavierdarbs Tonalitate | Rokraksts | Izdevums
Numurs Piano Work Tonality | Handwriting | Issue
Number
* Bez nosaukuma (Andantino)
: A 187
 Untitled (Andantino) s dur 578
* Bez nosaukuma (Con moto: Rigas
vestures un kugniecibas muzeja
eksemplara ar iekavas ietvertu Es dur 1883
nosaukumu Albuma lapa)
* Untitled (Con moto)
o Cetri klavierdarbi kanona formd
(Allegretto, Allegretto, Andantino, E dur
Poco allegro) F dur 1885
* Vier Clavierstiicke in Canonform c moll
(Allegretto, Allegretto, Andantino, | Des dur
Poco allegro)
1 * Sonate (3 dalas: Allegro con
passione. Tema con Variazioni.
Allegret.to scherzando) b moll 1885/1886 1886
* Sonata in (3 movements: Allegro
con passione. Tema con Variazioni.
Allegretto scherzando)
* Bez nosaukuma (Andantino molto
espressivo)
e Untitled (Andantino molto Adur 1887
espressivo)
* Skerco
« Scherzo d moll 1887
* Ekspromts F dur 1887
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums

Issue

* Bez nosaukuma (Poco passionato)
* Untitled (Poco passionato)

Es dur

1888

* Humoreska
* Humoresque

g moll

1889

1890

e Ligo svetki. Simfonisks télojums
autora parlikuma klavieréem
Cetrrocigi

* La féte Lihgo. Tableau
symphonique sur des thémes
populaires lettes (arranged for
piano 4 hands by author)

g moll

1889

1890

* Variacijas par latviesu tautas-
dziesmu Ej, saulite, driz pie Dieva
e Variations sur un théme lette

b moll

1891

1892

* Supla dziesma
* Berceuse

Des dur

1887

1892

* Blenosanas. Kadrila klavierem
Cetrrocigi. Kopdarbs: Nikolajs
Arcibusevs (Bikses), Jazeps Vitols
(Vasara), Anatolijs Ladovs (Vista),
Nikolajs Sokolovs (Trenis),
Aleksandrs Glazunovs (Gane),
Nikolajs Rimskis-Korsakovs
(Finals)

* Badinage. Quadrille pour piano
a quatre mains composees par
N. Artciboucheff (Pantalon),

J. Wihtol (Eté), A. Liadow
(Poule), N. Sokolow (Trenis),
A. Glazounow (Pastourelle),
N. Rimsky-Korsakow (Finale)

1890

1891

e Skice
e Sketch

B dur

1892

1892

9/1

* Mazurka (no cikla Mazurka un
Valsis)

* Mazurka (from the cycle Mazurka
et Valse)

g moll

1892

1892
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

9/2

* Valsis (no cikla Mazurka un Valsis)

* Valse (from the cycle Mazurka et
Valse)

Des dur

1892

1892

10/1

* Preladija (no cikla Tris preliidijas)
* Prélude (from the cycle Trois
Préludes)

H dur

1893

1893

10/2

* Preladija (no cikla Tris preludijas)
* Prélude (from the cycle Trois
Préludes)

fmoll

1893

1893

10/3

* Preladija (no cikla Tris prelidijas)
* Prélude (from the cycle Trois
Préludes)

Ges dur

1893

1893

* Maza polka
* Petite Polka

D dur

1893

1893

13/1

* Preltadija (no cikla Tris preliidijas)
* Prélude (from the cycle Trois
Préludes)

d moll

1894

1894

13/2

* Preltadija (no cikla Tris preliidijas)
* Prélude (from the cycle Trois
Préludes)

g moll

1894

1894

13/3

* Preladija (no cikla Tris preliidijas)
* Prélude (from the cycle Trois
Préludes)

A dur

1894

1894

16/1

* Preladija (no cikla Tris prelidijas)
* Prélude (from the cycle Trois
Préludes)

Des dur

1894

1895

16/2

* Preladija (no cikla Tris preludijas)
* Prélude (from the cycle Trois
Préludes)

b moll

1894

1895

16/3

* Preladija (no cikla Tris prelidijas)
* Prélude (from the cycle Trois
Préludes)

cis moll

1894

1895

17/1

¢ Etide (no cikla Tris skandarbi)

¢ Etude / Etude (from the cycle
Trois Morceaux)

Es dur

1895

1895

17 /2

* Preladija (no cikla Tris skandarbi)

* Prélude (from the cycle Trois
Morceaux)

e moll

1895

1895
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

17/3

* Preladija (no cikla Tris skandarbi)

* Prélude (from the cycle Trois
Morceaux)

gis moll

1895

1895

18/1

» Siipla dziesma (no cikla Siipla
dziesma un etide)

* Berceuse (from the cycle Berceuse
et Etude)

H dur

1895

1895

18/2

* Etide (no cikla Sipla dziesma un
etide)

» Etude (from the cycle Berceuse et
Etude)

¢ moll

1895

1895

19/1

* Preladija (no cikla Divas
preludijas un etide)

¢ Prélude (from the cycle Deux
Préludes et Etude)

fis moll

1895

1895

19/2

* Preltdija (no cikla Divas
preludijas un etide)

* Prélude (from the cycle Deux
Préludes et Etude)

E dur

1895

1895

19/3

* Etide (no cikla Divas preliidijas un
etide)

¢ Etude (from the cycle Deux
Préludes et Etude)

D dur

1895

1895

20/1

* Etide (no cikla Cetri skandarbi)
¢ Etude (from the cycle Quatre
Morceaux)

h moll

1895

1895

20/2

* Meditdcija (no cikla Cetri
skandarbi)

* Méditation (from the cycle Quatre
Morceaux)

Es dur

1895

1895

20/3

¢ Ekspromts (no cikla Cetri
skandarbi)

¢ Impromptu (from the cycle
Quatre Morceaux)

As dur

1895

1895

20/4

* Preladija (no cikla Cetri skandarbi)
* Prélude (from the cycle Quatre
Morceaux)

E dur

1895

1895
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

* Polka Valmieras pieminai
* Polka Simple Souvenir de Wolmar

D dur

1895

1903

21

* Dramatiska uvertira: simfonisks
darbs autora parlikuma
klavierém cetrocigi

* Ouverture dramatique pour
orchestre (arranged for piano 4
hands by author)

D dur

1895

1896

22/1

* Preltadija (no cikla Tris skandarbi)
* Prélude (from the cycle Trois
Morceaux)

Cdur

1896

1896

22/2

* Preladija (no cikla Tris skandarbi)
* Prélude (from the cycle Trois
Morceaux)

es moll

1896

1896

22/3

* Etide (no cikla Tris skandarbi)
* Etude (from the cycle Trois
Morceaux)

¢ moll

1896

1896

23/1

¢ Intermeco (no cikla Divi
skandarbi)

¢ Intermezzo (from the cycle Deux
Morceaux)

D dur

1896

1897

23/2

* Preladija (no cikla Divi skandarbi)
* Prélude (from the cycle Deux
Morceaux)

E dur

1896

1897

24

* Kaprizs valsis
* Valse-caprice

As dur

1897

1897

25/1

¢ Etide (no cikla Tris skandarbi)

¢ Etude (from the cycle Trois
Morceaux)

G dur

1897

1897

25/2

* Preltadija (no cikla Tris skandarbi)

* Prélude (from the cycle Trois
Morceaux)

es moll

1897

1897

25/3

* Preltadija (no cikla Tris skandarbi)

* Prélude (from the cycle Trois
Morceaux)

Ges dur

1897

1897
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

26/1

* Etide (no cikla Tris etides)

. Etude (from the cycle Trois
Etudes)

As dur

1898

1898

26/2

* Etide (no cikla T7is etides)

. Etude (from the cycle Trois
Etudes)

g moll

1898

1898

26/3

* Etide (no cikla Tris etides)

. Etude (from the cycle Trois
Etudes)

E dur

1898

1898

27

e Stigu kvartets autora parlikuma
klavierém cetrrocigi
(4 dalas: Allegro commodo,
Andante elegiaco, Allegretto,
Andante. Allegro non troppo)

* Quatuor pour deux Violons,
Alto et Violoncello (arranged
for piano 4 hands by author) in
4 movements: Allegro commodo,
Andante elegiaco, Allegretto,
Andante. Allegro non troppo

G dur

1899

1899

e 5. variacija no cikla
Variacijas par krievu temu.
Kopdarbs: Nikolajs Rimskis-
Korsakovs (1. var.), Aleksandrs
Vinklers (2. var.) Felikss
Blamenfelds (3. var.), Nikolajs
Sokolovs (4. var.), Jazeps Vitols
(5. var.), Anatolijs Ladovs (6.-
7. var.), Aleksandrs Glazunovs
(8. var.)

* 5" Variation in the cycle
Variations sur un theme russe
composees par N. Rimsky-
Korsakow (Var. 1), A. Winkler
(Var. 2), F. Blumenfeld (Var. 3),
N. Sokolow (Var. 4), J. Wihtol
(Var.5), A. Liadow (Var. 6-7),
A. Glazounow (Var. 8)

A dur

1899

1900
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

29/1

* Skaisti dziedi, lakstigala (no cikla
Desmit latviesu tautas dziesmas)

* You Sing Beautiful, Oh Nightingale
(from the cycle Dix Chants
Populaires Lettons)

B dur

1900

1901

29/2

* Apkart kalnu gaju (no cikla Desmit
latviesu tautas dziesmas)

* [ Went Round the Mountain (from
the cycle Dix Chants Populaires
Lettons)

g moll

1900

1901

29/3

* Avu, dvu baltas kajas (no cikla
Desmit latviesu tautas dziesmas)

* [ Put My White Shoes (from the
cycle Dix Chants Populaires
Lettons)

D dur

1900

1901

29/4

* Aija, Zuzi, laca bernis (no cikla
Desmit latviesu tautas dziesmas)

* Lullaby (from the cycle Dix Chants
Populaires Lettons)

Fis dur

1900

1901

29/5

e Tricét tricej” visa Riga (no cikla
Desmit latviesu tautas dziesmas)

e All Riga was Shaking Strongly
(from the cycle Dix Chants
Populaires Lettons)

Es dur

1900

1901

29/6

* Pit, vejini (no cikla Desmit
latviesu tautas dziesmas)

* Dear Wind, Blow My Boat (from
the cycle Dix Chants Populaires
Lettons)

H dur

1900

1901

29/7

* Redz, kur jaja div” bajari (no cikla
Desmit latviesu tautas dziesmas)

* Look, Two Boyars Riding (from
the cycle Dix Chants Populaires
Lettons)

A dur

1900

1901

29/8

* Pati mate savu deélu (no cikla
Desmit latviesu tautas dziesmas)

* The Mother to Her Son (from
the cycle Dix Chants Populaires
Lettons)

fis moll

1900

1901
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

29/9

* Kas to Ligo ieligoja? (no cikla
Desmit latviesu tautas dziesmas)

* Who Started the Ligo Feast?
(from the cycle Dix Chants
Populaires Lettons)

A dur

1900

1901

29/10

e Irbit’ gulej” celmala (no cikla
Desmit latviesu tautas dziesmas)

* Little Grouse Lay on the Roadside
(from the cycle Dix Chants
Populaires Lettons)

a moll

1900

1901

30/1

¢ Preladija (no cikla
Tris preludijas)

* Prélude (from the cycle Trois
Préludes)

b moll

1902

1903

30/2

* Preladija (no cikla
Tris preludijas)

¢ Prélude (from the cycle Trois
Préludes)

e moll

1902

1903

30/3

* Preladija (no cikla
Tris preludijas)

* Prélude (from the cycle
Trois Préludes)

h moll

1902

1903

32/1

* Mamin mani maz’ atstaja
(no cikla Astonas latviesu tautas
dziesmas)

* My Mother Left Me Young
(from the cycle Huit Chansons
Populaires Lettonnes)

¢ moll

1904-1905

1905

32/2

* Ai, zalaja lidacina (no cikla
Astonas latviesu tautas dziesmas)
e Oh, Ye Green Pike
(from the cycle Huit Chansons
Populaires Lettonnes)

B dur

1904-1905

1905

32/3

Ko tu raudi, kas tev kaite
(no cikla Astonas latviesu tautas
dziesmas)

* Why are You Crying?
(from the cycle Huit Chansons
Populaires Lettonnes)

g moll

1904-1905

1905
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

32/4

* Aiz upites jeri breca (no cikla
Astonas latviesu tautas dziesmas)

* Across the River There Call the
Lambs (from the cycle Huit
Chansons Populaires Lettonnes)

D dur

1904-1905

1905

32/5

* Ej, saulite, driz pie Dieva (no cikla
Astonas latviesu tautas dziesmas)

e Oh Dear Sun, Please, Set Soon
(from the cycle Huit Chansons
Populaires Lettonnes)

d moll

1904-1905

1905

32/6

* Aija, bernin, pupas (no cikla
Astonas latviesu tautas dziesmas)

* Lullaby (from the cycle Huit
Chansons Populaires Lettonnes)

a moll

1904-1905

1905

32/7

* Maza biju, neredzéju (no cikla
Astonas latviesu tautas dziesmas)

* [was a Little Girl when My
Mother Died (from the cycle Huit
Chansons Populaires Lettonnes)

e moll

1904-1905

1905

32/8

* Sidrabina upi bridu (no cikla
Astonas latviesu tautas dziesmas)

* | Paddled in a Silver River (from
the cycle Huit Chansons Populaires
Lettonnes)

D dur

1904-1905

1905

33/1

* Albuma (no cikla Divas miniatiiras)
e In’s Album (from the cycle Deux
Miniatures)

e moll

1905

1905

33/2

* Bezmiegs (no cikla Divas miniatiiras)

* Sans sommeil (from the cycle Deux
Miniatures)

a moll

1905

1905

* 100 latvie$u tautas dziesmas
ar klavieru pavadijumu vai
klavierém solo. Jana Cimzes
pieminai. I séjums

* 100 Latvian Folk Songs with
Piano Accompaniment or Piano
Solo. In Memory of Janis Cimze.
Volume 1

1906

1906
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Opuss
Opus/ Klavierdarbs Tonalitate | Rokraksts | Izdevums
Numurs Piano Work Tonality | Handwriting | Issue
Number
37 e Spriditis, uvertira dramatiskai
pasakai. Harija Ores parlikums
klavierém cetrrocigi
e Spriditis. Ouverture pour E dur 1908 1909
un conte dramatique letton
(arranged for piano 4 hands by
Harry Ore)
38/1 | e Siluets (no cikla Tris silueti) Bez
e Silhouette (from the cycle Drei Ges dur 1909 gada.
Silhouetten) No year
38/2 | e Siluets (no cikla Tris silueti) Bez
e Silhouette (from the cycle Drei A dur 1909 gada.
Silhouetten) No year
38/3 | ¢ Siluets (no cikla Tris silueti) Bez
* Silhouette (from the cycle Drei H dur 1909 gada.
Silhouetten) No year
41/1 | » Guli, manu bernin... (no cikla
Meénesnica)
* Dors, mon enfant... (from the Edur 1909 1910
cycle Au clair de la lune)
41/2 | Vilnu dziesma (no cikla Ménesnica)
* Chants des ondes (from the cycle E dur 1909 1910
Au clair de la lune)
43/1 | e Piejiras (no cikla Tris
reminiscences)
* Prés de la mer (from the cycle Trois Edur 1913 1914
réminiscerces)
43/2 | Siipla dziesma (no cikla Tris
reminiscerces) .
* Berceuse (from the cycle Trois Fis dur 1913 1914
réminiscences)
43/3 | » Nemelanholiska polka
(no cikla Tris reminiscences)
* Polka pas mélanholique D dur 1913 1914
(from the cycle Trois
réminiscerces)
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Opuss
Opus/
Numurs
Number

Klavierdarbs
Piano Work

Tonalitate
Tonality

Rokraksts
Handwriting

Izdevums
Issue

* 100 latvie$u tautasdziesmas
ar klavieru pavadijumu vai
klavierem solo. Jana Cimzes
pieminai. II sejums

* 100 Latvian Folk Songs with
Piano Accompaniment or Piano

Solo. In Memory of Janis Cimze.

Volume 2

1919

1919

54

* Varidacijas-portrejas
* Variations-portraits

A dur

1920

1921

57

* Jautajums (no cikla Carmina)
* Demande (from the cycle
Carmina)

Des dur

1919-1920

1921

57

* Saruna (no cikla Carmina)

* Causerie (from the cycle
Carmina)

Es dur

1919-1920

1921

57

* Zvani (no cikla Carmina)

* Cloches (from the cycle
Carmina)

E dur

1919-1920

1921

63

* Sonatine (3 dalas: Allegro
moderato. Andantino, semplice.
Allegro giocoso)

* Sonatina (in 3 movements:
Allegro moderato. Andantino,
semplice. Allegro giocoso)

h moll

1926

1927

68/1

* Jautrd serenade (no cikla Astonas
miniatiras)

* Funny serenade (from the cycle
Eight Miniatures)

D dur

1927

1941

68/2

* Gavote (no cikla Astonas
miniatiiras)

* Gavotte (from the cycle Eight
Miniatures)

D dur

1927

1941

68/3

* Valsis (no cikla Astonas
miniatiiras)

* Valse (from the cycle Eight
Miniatures)

Cdur

1927

1941
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Opuss
Opus/ Klavierdarbs Tonalitate | Rokraksts | Izdevums
Numurs Piano Work Tonality | Handwriting | Issue
Number
68/4 | * Legenda (no cikla
Astonas miniatiiras) fis moll 1927 1941
* Legend (from the cycle
Eight Miniatures)
68/5 | ¢ Faga (no cikla
Astonas miniatiiras) Cdur 1927 1941
* Fugue (from the cycle
Eight Miniatures)
68/6 | * Rotala (no cikla Astonas
miniatiras)
) A 1927 1941
* Play (from the cycle Eight dur ’ ’
Miniatures)
68/7 | * Austrumu dziesmina (no cikla
Astonas miniatiiras) d moll 1928 1941
e Eastern Song (from the cycle
Eight Miniatures)
68/8 | * Zvirbulu deja (no cikla
Astonas n{ﬂmutums) E dur 1978 1941
* Sparrows’ Dance
(from the cycle Eight Miniatures)
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Siipla dziesma. Berceuse (op. 18/1), 1.-2. t. / Bars 1-2. Kopija / Copy: Joseph
Wihtol. Berceuse et Etude Op. 18. Leipzig: M. P. Belaieff, 1895, p. 3
http.//ks.petruccimusiclibrary.org/files/imglnks/usimg/c/c7/
IMSLP07554-Wihtol_-_Op.18_-_Berceuse_et_Etude.pdf
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Apkart kalnu gaju. I Went Round the Mountain (op. 29/2),17.-20. t. / Bars 17-20.
Kopija / Copy: Joseph Wihtol. Dix Chants Populaires Lettons Op. 29. Leipzig:
M. P. Belaieff, 1901, p. 3

http.//ks.imslp.info/files/imglnks/usimg/8/89/IMSLP86329-SIB-

LEY1802.13472.d5¢d-390870128662340p_29.pdf
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Piit, vejini. Dear Wind, Blow My Boat (op. 29/6), 13.-16. t. / Bars 13-16.

Kopija / Copy: Joseph Wihtol. Dix Chants Populaires Lettons Op. 29. Leipzig:

M. P. Belaieff, 1901, p. 7

http.//ks.imslp.info/files/imglnks/usimg/8/89/IMSLP86329-SIB-

LEY1802.13472.d5¢d-390870128662340p_29.pdf
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Variacijas par latvieSu tautasdziesmu. Variations sur un theme lette (op. 6),

3. variacija, 1.-4. t. / Bars 1-4. Kopija / Copy: Joseph Wihtol. Variations Op. 6.
Leipzig: M. P. Belaieff, 1892, p. 6

http://ks.imslp.info/files/imglnks/usimg/3/30/IMSLP07548-Wihtol _-_
Op.6_-_Variations_sur_un_Theme_Lette.pdf
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Variacijas par latvieSu tautasdziesmu. Variations sur un théme lette (op. 6),
6. variacija, 1.-4. t. / Bars 1-4. Kopija / Copy: Joseph Wihtol. Variations Op. 6.
Leipzig: M. P. Belaieff, 1892, p. 10
http://ks.imslp.info/files/imglnks/usimg/3/30/IMSLP07548-Wihtol_-_
Op.6_-_Variations_sur_un_Theme_Lette.pdf
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Variacijas par latvie$u tautasdziesmu. Variations sur un theme lette (op. 6),
finals / finale, 61.-65. t. / Bars 61-65. Kopija / Copy: Joseph Wihtol. Variations
Op. 6. Leipzig: M. P. Belaieff, 1892, p. 18
http.//ks.imslp.info/files/imglnks/usimg/3/30/IMSLP07548-Wihtol_-_
Op.6_-_Variations_sur_un_Theme_Lette.pdf
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Preludija. Prélude cis moll (op. 16/3), 1.-3. t. / Bars 1-3. Kopija / Copy: Joseph
Wihtol. Trois Préludes Op. 16. Leipzig: M. P. Belaieff, 1895, p. 12

http.//ks.petruccimusiclibrary.org/files/imglnks/usimg/5/56/

IMSLP07552-Wihtol_-_Op.16_-_3_Preludes.pdf
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Preladija. Prélude fis moll (op. 19/1), 1.-4. t. / Bars 1-4. Kopija / Copy: Joseph

PIANO.

Wihtol. Deux Préludes et Etude) Op. 19. Leipzig: M. P. Belaieff, 1895, p. 2
http.//ks.imslp.info/files/imglnks/usimg/d/d0/IMSLP07555-Wihtol_-_

Op.19_-_2_Preludes.pdf
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Preladija. Prélude b moll (op. 16/2), 1.-3. t. / Bars 1-3. Kopija / Copy: Joseph
Wihtol. Trois Préludes Op. 16. Leipzig: M. P. Belaieff, 1895, p. 8

http.//ks.petruccimusiclibrary.ory/files/imglnks/usimg/5/56/
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Etide. Etude D dur (op. 19/3),1.-2. t. / Bars 1-2. Kopija / Copy: Joseph Wihtol.
Deux Préludes et Etude Op. 19. Leipzig: M. P. Belaieff, 1895, p. 8
http://ks.imslp.info/files/imglnks/usimg/d/d0/IMSLP07555-Wihtol _-_
Op.19_-_2_Preludes.pdf
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Etide. Etude h moll (op. 20/1), 1.-3. t. / Bars 1-3. Kopija / Copy: Joseph Wihtol.
Quatre Morceaux pour Piano Op. 20. Leipzig: M. P. Belaieff, 1895, p. 3
httpy//ks.imslp.info/files/imglnks/usimg/8/8b/IMSLP07556-Wihtol_-_
Op.20_-_4_Morceaux.pdf
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Kaprizs valsis. Valse-Caprice (op. 24), 238.-251. t. / Bars 238-251. Kopija / Copy:
Joseph Wihtol. Valse-Caprice Op. 24. Leipzig: M. P. Belaieff, 1897, p. 12
httpy//ks.petruccimusiclibrary.org/files/imglnks/usimg/a/af/
IMSLP20500-PMLP47657-Wihtol_Op24_cropped.pdf
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Pie jiiras. Prés de la mer (op. 43/1), 18.-23. t. / Bars 18-23. Kopija / Copy: Joseph
Wihtol. Trois Réminiscences pour Piano Op. 43. Leipzig: M. P. Belaieff, 1914, p. 4

http://ks.imslp.net/files/imglnks/usimg/4/47/IMSLP07562-Wihtol_-_
Op.43_-_3_Reminiscences.pdf
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Siluets. Silhouette Ges dur (op. 38/1), 1.-4. t. / Bars 1-4. Kopija / Copy: Joseph
Wihtol. Drei Silhouetten Op. 38. Riga: P. Neldner; Leipzig: Breitkopf & Hértel, p. 3

httpy//ks.petruccimusiclibrary.org/files/imglnks/usimg/{/f2/
IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf



http://ks.imslp.net/files/imglnks/usimg/4/47/IMSLP07562-Wihtol_-_Op.43_-_3_Reminiscences.pdf
http://ks.imslp.net/files/imglnks/usimg/4/47/IMSLP07562-Wihtol_-_Op.43_-_3_Reminiscences.pdf
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/f/f2/IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/f/f2/IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf

P

Allegro non tanto, giojoso. M. M. 4-66—so0.
E DNDA

90

e e R fﬂgﬁig%# Cerr=caes

o i

e ﬁﬂiﬁ ;9#
—f P =

Siluets. Silhouette A dur (op. 38/2), 1.-6. t. / Bars 1-6. Kopija / Copy: Joseph
Wihtol. Drei Silhouetten Op. 38. Riga: P. Neldner, Leipzig: Breitkopf & Hértel
p.6

http.//ks.petruccimusiclibrary.ory/files/imglnks/usimg/f/f2/
IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf



http://ks.petruccimusiclibrary.org/files/imglnks/usimg/f/f2/IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/f/f2/IMSLP07560-Wihtol_-_Op.38_-_Drei_Silhouetten.pdf

NORA
LUSE

Jazeps Vitols
Piano Works



INTRODUCTION.
LATVIAN CLASSICS OF MUSIC

Jazeps Vitols (1863-1948), or Joseph Wihtol in the old orthography,
was one of the founder fathers of the Latvian professional music
tradition. He was born in Valmiera, Latvia in the family of a teacher.
In 1880, aged seventeen, he entered the St.-Petersburg Conservatoire to
study music. After graduating in 1886, he stayed at the Conservatoire
as a music theory teacher, and was granted the status of professor in
1911. All in all, Jazeps Vitols spent over thirty intensive years of work
in St.-Petersburg: as a professor at the Conservatoire, conductor of
the local Latvian Society and the German Liedertafel choirs as well as a
music critic for the German St.-Petersburg Zeitung.

Jazeps Vitols was a member of many international organizations
and visited various European cultural institutions, conferences
and meetings. His creative life as a composer was influenced by
contemporary trends of European music, especially Russian composers
like Nikolai Rimsky-Korsakov, Alexander Glazunov, Anatoly Liadov.

Jazeps Vitols was deeply fascinated by Latvian folk tunes and
travelled to rural areas of Latvia to record the melodies. His music,
from small choir pieces to symphonic scores, gained acclaim in
Latvia. When Latvia became independent in 1918, Vitols returned
to his native country. In 1919 Jazeps Vitols founded the Latvian
Conservatoire in Riga and from 1920 till 1944 he worked there as
the Rector and professor of composition. Among his pupils were
Janis Ivanovs, Adolfs Skulte, Janis Kepitis and many other important
Latvian composers; Jazeps Vitols was regarded as the father of Latvian
professional music and the first Latvian classical composer. In 1923 he
established the Latvian Composers” Society in Riga. In 1944, he moved to
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Liibeck, Germany and stayed there until his death in 1948. In 1993, his
remains were reburied in Riga.

Jazeps Vitols composed in all contemporary genres except, the
opera. His work spans from small choir pieces to symphonic scores. The
music by Jazeps Vitols exists as a real and live musical art nowadays.
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1. JAZEPS VITOLS PIANO MUSIC

The 19" century music was dominated by the Romantic style,
expanding to encompass artistic, literary and philosophical themes.
A prominent characteristic of late 19" century musical Romanticism
is its nationalistic fervor. The music by famous Northern European
composers, such as Grieg, Sibelius, Alfvén, Ciurlionis and Vitols is
characterized by the emphasis of national musical elements such as folk
melodies and rhythms, and the adoption of national historic tales for
operas, symphonic poems, or other forms of music.

Jazeps Vitols became the first Latvian composer to achieve interna-
tional recognition. His large-scale works and miniatures revealed bril-
liant compositional technique and clearly developed musical ideas. In
regard to the structure and harmony, his works tended to be rather
conservative in comparison with many 20* century composers. Accord-
ing to Latvian musicologist and composer Janis Zalitis (1884-1943), the
work of Jazeps Vitols is divided in two creative periods (Zalitis, 1944).
From 1886 till 1906, his work was dominated by instrumental music.
The greatest number of Vitols piano works was composed in these
years, up to the Op. 33. The second period, 1906-1941, was dominat-
ed by choral music, but several piano cycles were also composed: the
Op. 38, 41, 43, 54, 57, 63 and Op. 68. A catalogue of Jazeps Vitols piano
works is available in this book.

To this day, not all Vitols piano works are available in print. Some
miniatures exist as manuscripts, for example, in the archive of the
Museum of the History of Riga and Navigation, in Riga, Latvia. The
IMSLP / Petrucci Music Library (hosted in Canada) offers a large part
of Vitols piano works, which are public domain

http://imslp.org/wiki/List_of works_by_]% C4%81zeps_V % C4 % ABtols

The most research on Jazeps Vitols biography and creative output
was done by the leading Latvian musicologist Prof. Olgerts Gravitis
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(1926-2015). The body of his work is considered the authoritative
source on Jazeps Vitols, and is referred to in this book.

In the present work, Jazeps Vitols recorded piano music is analysed
from the hermeneutic perspective. According to the philosopher Hans-
Georg Gadamer (1900-2002), the past is brought to our understanding
as an expansion of meanings and an overlapping of the past and the
present, creating a process of fusion of horizons (Gadamers, 1999: 123).
From the hermeneutic perspective, performing is an endless expansion
of the original musical text in multiple versions. Jazeps Vitols piano
music recordings represent snapshots of a versatile dialogue between
the musical conventions of the past and the present. The comparative
analysis of recordings is fruitful for pedagogical purposes.

1.1. Lyric Miniatures

The heritage of Jazeps Vitols piano works reflects the variety of
genres in the late 19th century. Piano miniature was the focus of the
young Vitols work. Typical of the Romantic era were small, self-
contained works - miniatures, mostly portraying one or two sentiments.
Such short works, like songs without words or musical moments were
collected in an Opus. Jazeps Vitols preferred this genre of miniatures
and grouped dances, preludes, etudes and other short piano works in a
set of compositions. The pieces have up to now been performed mostly
in isolation. New research has explored the genre connectedness of
these cycles (Lebedeva, 2015).

To start the overview of Vitols lyric miniatures, there are dances
including: Mazurka Op. 9/1, three Valses (Op. 9/2, Valse-Caprice
Op. 24, Op. 68/3), three Polkas (Petite Polka, Polka Simple Souvenir de
Wolmar, Polka pas Mélancolique Op. 43/3), Gavote and Sparrows’” Dance
from Op. 68. A recording of Polka Simple Souvenir de Wolmar by the
author of this book is available on the YouTube website:

https,/fwww.youtube.com/watch?v=fXkizdbFoLM
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The Polka pas Mélancolique Op. 43/3 (1913) is the last of the three
Polkas (see image A). This delicate miniature with the programmatic
title (non-melancholic) bears witness to Vitols idea of enriching this
ordinary dance with a more sophisticated psychological portrait.

In these lyric miniatures, Vitols employed a diverse range of
piano techniques - trills, passages, leaps, staccato and legato, - along
with a perfectly rounded musical form. The cultivated and aesthetic-
elegant qualities of Jazeps Vitols compositional style are important to
remember when creating an individual interpretation of his miniatures.
A recording of Mazurka g-moll Op. 9/1 (1892) by Latvian pianist Vilma
Cirule (1923) is available on the YouTube website:

https,//www.youtube.com/watch?v=se2 X56z0xt8

In the Romantic period, lyrical and quiet miniatures with rich
harmonies and emotive expression like nocturnes, meditations, or elegies
enjoyed great popularity. In the work of Jazeps Vitols, this type of
piano music is represented by four lullabies in major keys: Des-Dur
Op. 8 (1887), H-Dur Op. 18/1 (1895), E-Dur Op. 41/1 (1909) and Fis-Dur
Op. 43/2 (1913).

The lullaby in H-Dur (Berceuse Op. 18/1, 1895) reflects a masterful
command of the pianistic sound production technique. This music
reminds of several stylistic properties of Chopin, such as the singing
ornamented melody line, strings of downwards falling sequences
and the pianistically advantageous chord accompaniment in the
left hand (see image B). This lullaby creates an atmosphere of gentle
poetic beauty. A recording of this short masterpiece by Vilma Cirule is
available on the YouTube website:

https./fwww.youtube.com/watch?v=IK]7T8nV5XQ

1.2. Folk Tune Arrangements

Instrumental folk tune arrangements have been an integral part
of Latvian classical piano music since its very beginnings. The works
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of Latvian composers demonstrate an ingenuity of devises in using
arrangement - a piece of music based on or incorporating pre-existing
folklore material - as a genre of programmatic music. The arrangement
as a genre of programmatic music became especially popular in the
national schools of the 19th century Romantic music. The arrangement
as a genre is expressive by evoking associations and conveying a
message from the borrowed folk story.

Latvian composers have found a vivid inspiration and a certain
amount of musical success by setting folk melodies. As an example
of the use of folk melodies in Latvian classical music, Janis Cimze
(1814-1881) started folk tune arrangement genre in choir music by using
harmonies for every sound in folk melody like punctum contra punctum.
In piano arrangements, Jazeps Vitols, Alfréds Kalnin$ (1879-1951) and
other composers used the diatonic instead of chromatic scale to avoid
folk tune-alien sounds (Jurjans, 1980: 128). The result was an expressive
musical illustration, uniting Latvian folksong in a short miniature
(Gravitis, 1955).

Daina, a quatrain, is the basic unit of Latvian folk poetry. A daina
can be a self-contained single quatrain or a sequence of quatrains
which form a story. Each quatrain contains one main or several entities
of emotional content, determining the programmatic character of the
arrangement. More often, an arrangement of a daina contains both song
and dance elements.

Latvian folksong or daina is typically presented as a brief, epigrammatic
quatrain unit that exhibits both metrical and semantic unity (Vikis-Freibergs,
1997: 279). Daina represents a form of oral literature and dainu vitne,
literally poem braid, is a term from Latvian folk poetry, denoting a
string of dainas, connected by a common theme and arranged in
a sequence according to an idea. Today the collection of Latvian dainas
contains more than 1.2 million quatrains and 30.000 folk melodies; the
symbolism of the folksongs reflects what is seen as vital to Latvian
spiritual growth - nature, love for the homeland, and the ethical values
of human relations.

In the 19" century Romantic music, the miniature developed as a
new genre. A piano miniature represents a suggestively romantic

97



fragment with a programmatic musical idea, and is appropriate for the
depiction of the transient and peculiar in music.

Latvian musicologist Jekabs Vitolin$ (1898-1977) noted the con-
ceptual orientation of folk tune arrangement as a genre and a mirror
of means of musical expression in certain historical periods (Vitolins,
1970). Arnolds Klotin$ (1931) emphasized the incorporation of folklore
elements into a new system of means of musical expression as a historical
reqularity of a certain period and a still viable genre with changes in the
source of contemporary intonation (Klotins, 1973: 41). The Russian
musicologist Constantine Zenkin focused on the study of the piano
miniature in the context of the music aesthetics, describing the
particular adequacy of the piano miniature as a mirror, reflecting the
romantic worldview in its poetically most concentrated and concise form
(3erkmnH, 1997: 6).

An arrangement of a Latvian folk tune belongs to the miniature
form and is an emotional depiction of the worldview of the historic
Latvian common man. The biggest group of Latvian folk quatrain
arrangements is dedicated to nature imagery (heavenly bodies, trees,
waters, birds, animals) and composers tended to use descriptive sounds
to depict the beauty of the nature landscape. An echo effect, illustrative
elements depicting movement, or juxtaposition of contrasting registers
were used to create a feeling of distance. According to the Russian
musicologist Oleg Sokolov, nature landscape is a manifestation of a
musical painting or an independent genre sphere (Cokonos, 1977). In
Latvian folk tune piano arrangements, this sphere is characterized by
distinct stylistic means - slow or moderate tempo, regular metre and a
contemplative mood.

Zenkin (1997) points out a special genre type, best understood as
a simultaneous presence or synthesis of several genres. This is mostly
found in musical portraits, which in folk tune piano arrangements often
appear in connection with human emotions compared to the forces of
nature, as mentioned in the quatrains. A dialogue is often in the forefront
of a musical portrait. For solving dialogic situations and characterizing
musical personages of the piece, different means of expression are used
(contrasts in tempo, register, texture, key, or dynamics).
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Piano arrangements of lullabies are very popular, in which the
unambiguous influence of their vocal provenance brings modes of
singing expression to the forefront. Hushed dynamics, legato melodies
and rocking regular rhythm increase the tender character of the
melodic intonations. An important part of slow Latvian folk songs are
sad melodies about orphans’ or soldiers” life. These also belong to the
type of lullabies and show the same characteristics, such as the use of
minor key, and downward-falling small intervals.

Latvian folk song as an expression of ethnic belonging has depicted
all stages of a person’s life in connection with the surrounding nature.
Themes of rites and important holidays mostly show the tendency
towards dance, which is prominent in the energetic exactitude of
the rhythmic formulae and laconic melodies of the pieces that depict
themes of weddings or seasonal rites. Among the arrangements
dedicated to the theme of festivities, the most important is the festivity
of the summer solstice. The midsummer feast, or Jayi and Ligo are
often portrayed in music by elements of playfulness and dance (trills,
individualized articulation, piano sound repetitions, staccato touch).

Jazeps Vitols 18 Latvian folk tune arrangements Op. 29 (1901) and
Op. 32 (1905) offer a collection of short poetic musical refinement of
folksong quatrains. In these arrangements, the folk theme is generally
presented twice, with a variation in the register, texture, dynamics or
the key of the melody the second time, approaching a near-rhapsodic
framework.

Latvian folk tune arrangements can be classified into four following
types of genre elements: nature landscapes, musical portraits, lulla-
bies, and dances.

The arrangement You Sing Beautiful, Oh Nightingale (Op. 29/1)
represents the type of the nature landscape. Vitols presents the 8-bar-
long folk melody twice, preceding it with an introduction (4 bars
in different registers as echo). Nightingale’s song is illustrated with
expressive scale-like figures and trills, and the final section recapitulates
the introduction. The key is B-Dur, total length of piece is 29 bars. Vitols
provides plenty of dynamic instructions, spanning from piano pianissimo
up to forte in the climax.
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The next type of genre elements in folk tune arrangements is
musical portrait, for example, as in I Put My White Shoes (Op. 29/3).
The arrangement is based on the content of a daina and portrays the
emotional world of a young maiden gathering flowers for a wreath to
adorn somebody. Vitols used a dotted rhythm, illustrating the maiden’s
joyous jumping. The key is D-Dur, the total length of the piece is 35
bars. Vitols freely combined the folk melody with derived motives
and sequences of ascending octave runs and dynamic forte and piano
contrasts. The final section pochissimo piii mosso is an effective assertion
of the first bar’s rhythmic figure, moving from the middle register up to
the very top of the keyboard.

Next, let us focus on the lullaby Op. 32/6 - an example of a very
popular type of genre elements in folk tune arrangements. According
to Jekabs Vitolins, the lullaby belongs to the oldest layer of Latvian
folk tunes. The musical characteristics are directed by the task of lullaby
to mollify and lull the child in the unity of the words, melody and swinging
rhythm (Vitolins, 1970: 81). Latvian lullabies are characterized by slow
tempo, a 2/4 or 3/4 metre and a narrow, mostly tetra- or pentachord
melodic range. The unambiguous influence of vocal provenance brings
modes of singing expression in the forefront, increasing the tender
character (hushed dynamics, legato melodies).

Vitols lullabies Op. 29/4 and Op. 32/6 are clearly structured
in quadratic form (8 bar period of folk melody). In Op. 32/6, the
arrangement structure is extended by a free 13-bars long variation
(the key is a-moll, total length of the piece is 29 bars). The prevalence
of imitation writing technique in both pieces demands a perfect legato
fingering from the pianist.

The Latvian lullaby Berceuse in Fis-Dur is the only folk-tune
arrangement that is included in Op. 43. A recording of Berceuse Op. 43/2
by the author of this book is available on the YouTube website:

httpsy/fwww.youtube.com/watch?v=ARbZol]rdck&feature=youtu.be

Let us focus on the last type of genre elements in folk tune
arrangements - dance, with the musical imagery of playfulness, as in
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the folk song Who Started the Ligo A-dur (Op. 29/9) and Across the River
There Call the Lambs, D-dur (Op. 32/4).

In the last one, Vitols recreated the folk melody for the concert
performance by giving it a rhapsodic-like framework. The total length
of the piece is 43 bars. The character of the melody illustrates young
girls’ giggling and joking. Vitols pianistic imagination gives the
performer enough technical variety with chords, octaves, arpeggios, and
increased rhythmic activity. Vitols finishes the arrangement quietly
with piano and poco a poco ritardando.

The pianistic technique varies depending on what type of genre
elements (dance, lullaby, nature landscape or portrait) an arrangement
belongs to. Vitols used chords, intervals (double thirds, octaves),
wide-ranging leaps as single technical elements and in combination.
Often Vitols enhanced these technical means with polyphonic texture,
virtuostic runs, trills, arrpeggios and harmonic figuration. Expressive
change in mood was achieved by application of figurative texture in
different registers (see images C & D).

According to Janis Zalitis, Vitols style after his opus 30 became more
individual, sophisticated. The tone language gained in visualization, imagery,
colour (Zalitis, 1944: 333).

Vitols realized the musical clearness of folk tune arrangements with
the unity of pianistic movements and the emotional content, grounded
on diversity of piano technique such as trills, jumps, chords, scale-
like passages, strings of double-intervals and martellato in contrasting
registers. Jazeps Vitols used an associative method, which reinforces
the poetic imagery of the music (e.g. portrayal of a birdsong by the use
of trills in a high register or imitation of the sound of psaltery, or the
sound of waves etc.).

Arrangements evoke associations with the textually important
elements of the story. It is characteristic illustrative music, in which
attention to the various voices - melodic echoing, imitations,
sequences - offers an opportunity for the development of the pupils’
musical pitch. These programmatic miniatures employ a whole palette
of important pianistic techniques, such as the alternation of touch
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(legato, portato, staccato); dynamic contrasts (forte - piano), broken chords,
pedalling, and rubato, to name but a few.

Vitols 18 piano arrangements Op. 29 and Op. 32 were composed
toward the end of his first creative period, by which time his musical
themes grew more refined and increasingly programmatic. Latvian
composer Emils Darzins (1875-1910) described these compositions as
small musical pictures, founded on known folk motives where the composer
observes the main character of the folk song and tries to illustrate the text
(Darzins, 1975: 178).

Dainu vitne or a string of piano arrangements is based on the four
types of genre elements discussed above: nature landscape, musical
portrait, lullaby, and dance. Dainu vitne structure allows the combination
of several arrangements around a united emotional content. Four
arrangements from the different four elements can be performed in a
row. Genre elements, together with the means of musical expression
(texture, register, polyphonic variation) and different structuring of the
introduction, conclusion and connection sections enhance the effects of
the poetic message.

A dainu vitne as a performing principle may become an original
collection of contrasting folk tune arrangements around a united
tonal concept, chosen by the pianist himself. The following example
illustrates such a dainu vitne, created by a combination of the four genre
elements. The following musical examples are recorded by the author
of this book and available on-line as a free teaching material in the
framework of the author’s ethno-didactic resource.

1. A nature landscape-inspired melody is particularly suitable as

an introduction to dainu vitne: You Sing Beautiful, Oh Nightingale
Op.29/1

httpy//rigapiano.info/f/uploads/29_]V-1.mp3

2. This highly rhythmic scherzo arrangement illustrates the genre of
the musical portrait: I Paddled In a Silver River Op. 32/8

http.//rigapiano.info/f/uploads/46_]V-8.mp3
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3. The heart of dainu vitne is the lullaby - a slow movement with
plenty of emotional outcry: Little Grouse Lay On the Roadside
Op. 29/10

http.//rigapiano.info/f/uploads/38_]V-10.mp3

4. An energetic piece with dance elements and a display of pianis-
tic virtuosity is suitable for a dynamic conclusion - All Riga Was
Shaking Strongly, Op. 29/4
http,//rigapiano.info/f/uploads/33_]V-5.mp3

1.3. Concert Pieces

In 1886, Vitols graduated from the St.-Petersburg Conservatoire,
where he received tuition in theory and composition from Nikolai A.
Rimsky-Korsakov (1844-1908). Immediately after graduating, Vitols
joined the St.-Petersburg Conservatoire as a teacher and worked there
for thirty-two years (1886-1918). From 1891 he was a member of the
historical musical meetings called Weekly Fridays (Les Vendredis), which
were organized by the Russian magnate and outstanding philanthropist
Mitrofan P. Belayev (1836-1904).

The publishing house M. P. Belaieff was founded and headquartered
in Leipzig (1885) and aimed to promote Russian music. Thus Belayev
made an important contribution to the promotion and dissemination
of works by Alexander Glazunov (1865-1936), Cesar Cui (1835-1918),
Felix Blumenfeld (1863-1931), Nikolay Sokolov (1859-1922), Nikolay
A. Rimsky-Korsakov and others. All in all, Belayev published over
80 compositions by Jazeps Vitols. The Belayev Circle - a society of
musicians who met in St.-Petersburg between 1885 and 1908 - came to
dominate the musical life of the capital.

Jazeps Vitols piano compositions span a period of more than 40
years. The Sonata b-moll Op. 1 (1886) was Jazeps Vitols first published
piano work, and was dedicated to Nikolay A. Rimsky-Korsakov. It is in
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three movements, as is traditional for the sonata, and the compositional
style shows some influence by Rimsky-Korsakov.

The first movement Allegro con passione begins with an energetic
theme. The opening section is repeated with minor changes and
hovers between D-dur and A-dur without a key signature. The second
movement Andante es-moll is a theme and four variations with different
pianistic techniques such as virtuostic thirds, arpeggios, energetic oc-
taves and chord leaps. The character of the second movement’s theme is
related to the first movement, which creates an overarching coherence
to the Sonata. The third movement Allegretto scherzando B-dur brings a
joyful mood, using a brilliant staccato to lead to a sparkling conclusion.

The Sonata was premiered by the Russian pianist Nikolay Lavrov
(1861-1927) on 5 November 1886 in St.-Petersburg. A recording by
the Latvian pianist Vilma Cirule is an example of a thought-through
performance, where a clear planning of dynamics and rubato creates a
convincing interpretation. Vilma Cirule recording is available on the
YouTube website:

* Allegro con passione
https./fwww.youtube.com/watch?v=XsUn5rG6ReQ)

*  Andante
https./fwww.youtube.com/watch?v=al_3Ajiiflg

* Allegretto scherzando
https./fwww.youtube.com/watch?v=HEsIVp32968

The Sonatina h-moll Op. 63 in three movements was finished
on 27 July 1926 and printed in 1927 in Leipzig. Vitols dedicated it to
Mrs. Ludmila Goman-Dombrovsky (1883-1958), a member of the Piano
Department at Latvian Conservatoire.

The first movement Allegro moderato is based on improvisatory
techniques, and reinterprets a traditional genre in a highly personal
manner. The short second movement Andantino semplice and the
contrasting final Allegro giocoso provide a simple material for a piano
beginner.
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At the age of twenty-seven, Vitols turned his attention to the
variation form. The Variations sur un theme lette, b-moll Op. 6
became one of the most popular and substantial Vitols concert style
works. For the set of variations he chose a simple Latvian folk tune
Go, Sun, Go Soon to God. This daina quatrain poetically describes the
harsh labour executed by the Latvian peasants during the times of
serfdom (until ca. 1817). The peasant wishes for the sun to set sooner,
so that he may go home from the field. The daina is dominated by a
melancholic mood. As Jazeps Vitols wrote in his memories, far away
from the metropolis, in a large shadowed fruit garden I spent the summer
1891. As a result, the Variations Op. 6 to bring to St.-Petersburg with me
(Vitols, 1988: 109).

The theme of the song is extremely simple, the melody is contained
within the bounds of a tetrachord; yet Vitols varied the simple melody
with much imagination. Vitols complemented the folk melody in b-moll
with an extra four bars in Des-Dur with the same rythmic pattern.

Three of the nine variations employ exact repeats of the first part
and other three exact repeats of the second part of the theme. One of the
interpreter’s main challenges herein is to vary the musical expression in
the repeats in order to give direction to the music. Pauses at the end of
each variation undermine the work’s coherence. Care must be taken to
keep an overarching sense of coherence throughout the piece.

The cycle’s dramaturgy is structured in three groups with
3 variations each. Vitols pianistic style remained in the best traditions of
Romantic piano technique and in Op. 6 he confidently explored every
aspect of the contemporary keyboard. The first group of variations (1-3)
is a contrast to the sad theme Andante tranquillo, employing figuration,
double thirds, octaves and chords (see image E).

The second group of variations (4-6) is marked by an increase in
tempo and the use of more forte dynamics with energetic leaps and
large range broken chords. These variations are dominated by the
mood of vigour and dexterity (see image F).

The third, gentler group of variations (7-9) brings a ray of light
and leads into the mood of the Finale (Passionato), which with its
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last exposition of the theme concludes the piece with a flourish
(see image G).

The last set of Vitols concert pieces, the Variations-Portraits A-dur
Op. 54 (1920), may be considered as the composer’s pianistic ne plus
ultra, and musically among the finest sets of variations in Latvian music.
Each variation in the work is dedicated to a member of the piano faculty
of the Latvian Conservatoire in Riga. Vitols founded the Conservatoire
in 1919 and served as a Rector of the Conservatoire up to his departure
from Latvia in 1944.

The theme Allegramente, lusingando falls into two balanced periods,
each of which is 8 bars. Each variation is a musical portrait of a
piano faculty member. In the eleven variations plus the Final, Vitols
explored every aspect of the theme, resulting in a work of profound
expressiveness and majestic power.

The first variation is devoted to Nikolay Dauge (1894-1964), the
youngest fellow, a recent graduate from the Moscow Conservatoire,
who started his lengthy piano teaching career in Riga in 1920. The
next three variations are devoted to ladies, the regularly performing
pianists Helena Gubene-Zandere (second variation), Bonifacija Rogge
(third variation) and Veronika Assere (fourth variation). The group of
the next three variations characterises three harismatic musicians and
professors of the faculty: the fifth variation is a portrait of the famous
Latvian concert virtuoso professor Arvids Daugulis (1879-1955), who
was also a personal friend of the composer. The sixth variation is dedi-
cated to the German musicologist, composer, pianist and poet, profes-
sor Hans Schmidt (1854-1923).

The seventh variation is a musical portrait of the Latvian performing
pianist professor Paul Schubert (1884-1945). The last group of
variations again is dedicated to ladies - the piano teachers Anna
Asmane (eighth variation), Ludmila Goman-Dombrovsky (ninth
variation), Annija Sokolovsky (tenth variation), and the eleventh to the
pianist and St.-Petersburg Conservatoire alumna Maria fon Schilinzky
(Brege, 2001).
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The Variations-Portraits bear witness to the composer’s adherence to
the classical repertoire with his openness to the other genre elements
(musical portrait). The transformations of the theme may be decribed as
a sequence of the following musical entities: prelude (I), romanza (II),
scherzo (III), ballade (IV), etude (V), elegy (VI), poem (VII), intermezzo
(VIII), mazurka (IX), nocturne (X), lamento (XI) and fughetta (XII).

Latvian pianist Vilma Cirule studied at Conservatoire in Riga
with Paul Schubert. Her rendering of the Variations-Portraits displays
cohesiveness, never over-dramatising the music’s message nor losing
the underlying momentum and clarity of expression. Her temperate
performing conveys a feeling of relaxed simplicity. Vilma Cirule re-
corded the Variations-Portraits in the Riga Radio Studio in 1988 and her
recording is of great historical importance. Vilma Cirule was personally
acquainted with Vitols and played to him the miniature In’s Album
Op. 33/1 in Valmiera in 1932. Vilma Cirule recording of Variations-
Portraits is available on the YouTube website:

https//www.youtube.com/watch?v=H3DLjroQuwSs

The first recording of this cycle in the 21 century comes from
the Latvian-born pianist Arta Arnicane (1982), active as a recitalist,
chamber musician and soloist with orchestras. The recording was made
in Riga at the 5" Jazeps Vitols International Piano Competition in 2008.
Arta Arnicane handles all the technical hurdles of Jazeps Vitols text
with graceful ease. Her deeply spoken narrative conveys the musical
meaning with a close commitment to Vitols style.

In this precise rendering, despite the fast tempi, nothing is said
hurriedly, but rather with thoughtfulness and nobility of feeling. Arta
Arnicane recording of Variations-Portraits is available on the YouTube
website:

https.//www.youtube.com/watch?v=bGKR_CChT3s&t=465s

The following table contains Jazeps Vitols metronome annotations,
compared to the recording timings by both Latvian pianists (see Table
p- 108).
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Variations-Portraits Jazeps Vilma Arta
Op. 54 Vitols Cirule Arnicane
Jazeps Vitols metronome performance | performance
annotations annotations timing timing
Thema Allegramente, MM. d =126 | MM.J =108 | MM. J =142
lusingando
44// 35//
1 variation Carrezando, poco M.M. J 104 | M.M. J ~9 | MM. J 116
rubato
56" 40”
II variation Con delicatezza M.M. J =104 | MM. J -9 | MM. J =152
(ben cantando) 507 26"
M variation Conanima— npyy J =138 | MM. d=116 | MM. J =162
41[’ 29//
IV variation Alla ballata | \ynr J=100 | MM. J =84 | M.M. J =108
(ben cantando)
17 23// 1/ 3//
V variation Brillante MM.J=126 | MM. J =112 | M.M. J = 160
40// 25//
Vi variation Serioso (fegato, | w\yag J=72 | MM, J=70 | MM. J =100
tranquillo)
1 24”7 115"
VIl variation Tempestoso | \yng J—gg | MM.d =60 | MM. J =102
(deciso)
1 41”7 110”7
VIl variation Gioioso con | \yng J—g4 | MM. J=66 | MM. J =88
grazia (non legato)
56// 40//
X variation Deciso MM.d=5 | MM.d=75 |MM.d=102
56// 35//
ﬁ"a“a“"n A;”“blle MM.d=48 | MM.d =60 | MM. d =70
(legato cantando) o 47 5 o
Xl variation Flebile MM.d=42 | MM.d=32 | MM. d =68
2 1 397
Finale. Vivace, resoluto. MM.J=132 | MM.J =108 | M.M. J =132
Andantino. Vivace
336" 2’ 46"

108




Preludes

In the period of ten years from 1893 till 1902, Vitols composed
twenty-two preludes. The set of Three Preludes Op. 10 (1893) starts
with a Prelude Andantino in H-dur where the melody in the right
hand is in line with Fryderyk Chopin’s conception of the prelude as a
characteristic piece expressing a poetic mood.

The second prelude Allegro moderato in f-moll displays the
characteristics of Edvard Grieg’s compositional style - Vitols uses the
contrast of tonality and echo.

The last prelude Allegretto in Ges-dur is a brilliant piece, and contains
a few conventional virtuoso patterns. Jazeps Vitols scales and arpeggios
invariably have a twist - there is much use of thirds, syncopated
rhythms, and Vitols exploits the whole keyboard.

The next two series of preludes, Op. 13 and Op. 16, date from 1894.
One of the most impressive examples concerning the dramatic and
storming feelings offers the Prelude Op. 16/3 in cis-moll. This Prelude’s
pianistic setup is similar to the animated unisons in the Variation 9 of
Op. 6, which requires perfectly even finger movements from the pianist.
The music portrays stormy waves; this effect is achieved by the upward
and downward runs in parallel sixths. The Prelude ends with a molto
crescendo to fortissimo climax; the accents and sforzando (last bar) in the
left-hand harmonic accompaniment have a dramaturgical meaning (see
image H).

In many later preludes (Op. 17, 19, 20, 22, 23, and Op. 25) the mood
is ethereal, mostly dominated by serenity. The Preludes are quite brief
and technically straightforward, which makes them similar to Etudes.
They are in a quasi arabesque form. Jazeps Vitols writing reflected
the Golden Age of Romantic pianism with phenomenal accuracy and
attention given to both hands’ finger dexterity.

The Prelude Op. 19/1 in fis-moll presents a characteristic example of
technical challenges requiring musicians’ mastery. This Prelude requires
a followed-through phrasing to achieve its nobly excited character. The
thick texture and forte - mezzo forte — piano - forte - fortissimo waved
dynamics of the piece create an image of persistent, threatening anxiety.
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This mood is augmented by the continuous employment of suspended
notes in the right hand melody line, as well as syncopations in the left
hand’s harmony-providing triplets (see image I).

The set of Three Preludes Op. 30 (1902) are in minor keys (b-moll,
e-moll, h-moll). The pianistic interpretation of these piano works benefits
from an improvisational approach, which resonates with the spirit of
Vitols aesthetics.

The more quiet and impressionable lyric Preludes from the first
period (1886-1906) demand a lot of legato, pedalling and delicate piano
touch like the Prelude Op. 16/2. This Prelude in b-moll displays a mood
of lyric resignation. The two-bar melody in the left hand contains the
Prelude’s core thematic material. The rising and falling intonations of
this melody create a character of hope and sadness, complemented by
the lonely falling intonations in the right hand (see image J).

The Preludes” Op. 20/4 in E-dur and Op. 25/2 in es-moll recordings
by the author of this book are available on the YouTube website:

Op. 20/4 in E-dur https://youtu.be/zDUZIOPs4R4
Op. 25/2 in es-moll https.//youtu.be/2jiefosrMwA4U

Etudes

An Etude is a usually short composition of considerable technical
difficulty, designed to provide material for perfecting a particular skill.
There are nine Etudes by Jazeps Vitols; many are still used as a concert
style repertoire and regarded as moderately difficult and difficult.

Vitols Etudes are constructed similarly to Chopin’s. The first four
Etudes (Op. 17/1, Op. 18/2, Op. 19/3 and Op. 20/1) employ octaves,
broken chords, double notes and velocity. The Etude Op. 17/1 in Es-dur
develops coordination, as only the right hand is entrusted with the con-
tinuous double-note triplet movement. The Etude Op. 19/3 in D-dur po-
ses an even more difficult coordination task, namely a non-stop doub-
le-note triplet change between the left and right hands in Vivace tempo
(see image K).

110


https://youtu.be/zDUZI0Ps4R4
https://youtu.be/2jief5MwA4U

The five Etudes were composed until 1898 and focused on specific
technical problems such as scales, leaps, thirds, finger dexterity, trills,
sixths, arpeggios, chords and velocity. For example, the emotionally
intense and technically demanding Etude Op. 20/1 in h-moll employs
chords and octaves. The main role here belongs to the left hand with
a continuous fortissimo material. The middle section Poco meno mosso
creates a contrast in dynamics and texture (see image L).

Waltzes

The graceful miniature Capricious Waltz (Valse-Caprice) Op. 24
in As-dur (1897) enjoys considerable popularity. The composer has
managed to create an illusion of unceasing, flying movement. The
excited, wave-like right-hand melody plays the main role. The piece is
written in a simple A-B-A form and fascinates with its playful mood
(see image M). Jazeps Vitols Valse-Caprice recording by Vilma Cirule is
available on the YouTube website:

httpsy/fwww.youtube.com/watch?v=pLgfbFfBITE

Other Piano Works

The first programmatic piece by Jazeps Vitols, Humoresque Op. 3 in
g-moll was published 1890 in Leipzig and dedicated to the great 19th
century keyboard virtuoso and founder of St.-Petersburg Conservatoire,
Anton Rubinstein (1829-1894). Rubinstein was famous for his recital
series in St.-Petersburg, which Jazeps Vitols also attended.

The water element fascinated Jazeps Vitols his whole life. Vitols was
a lover of nature, especially the sea, and was fond of fishing. The Pres
de la mer Op. 43/1 in E-dur (1913) is filled with picturesque inspiration
from Latvia nature. The main motif consists of ascending intonations
with a rocking chord accompaniment. In the middle section Agile,
senza espressione, the fine piano pianissimo runs and arpeggiated chords
evoke the impression of water, shimmering under a gentle breeze on a
sunny day (see image N). The recapitulation repeats the initial texture,
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gradually fading out into piano pianissimo. Prés de la mer Op. 43/1
recording by the author of this book is available on the YouTube website

https.//www.youtube.com/watch?v=BiVIBFtwBLM

The Three Silhouettes Op. 38 contain many interesting features
of Vitols musical language. Comparing to the previous works, the
texture is more sophisticated and colorful. The flexible melody line of
Silhouette Op. 38/1 in Ges-dur creates the thematic core with elegant
double thirds (see image O).

The thematic core of the Silhouette Op. 38/2 in A-dur is framed as
a downward octave leap, which ingeniously contains the first name
of the person portrayed: E-d-d-a (see image P). Edda Ottho was a
German-born pianist and active recitalist in 1920 in Riga and Jelgava
(Brege, 2001: 142).

The programmatic cycle Carmina (Three Songs for the Piano)
Op. 57, published in 1921, is an excellent example of piano mastery.
The thematic core is the 6-bar long Idea (Pensée), which appears at
the beginning and the end of the cycle, enclosing three ingenious
miniatures - The Question (Demande), The Chattering (Causerie), and
The Bells (Cloches). The dramaturgy of the cycle consists of a steady
emotional intensification, forming the programmatic message - the
composer dedicated the work to his wife Annija Vitola (1890-1982) on
their wedding day. The 6-bar Idea is the composer’s address to Annija,
which also appears in several of his letters to her (Silins, 2006: 48,
62 etc.). The cypher of the music is believed to read: Dearest Annina!
(Spudina, 1944: 252).

All three miniatures display descriptive elements - upwards-going
melody, leaps, imitation of the bell sound. The three songs are linked
by a thematic dotted motif, which runs through the cycle and ends with
a fifth leap. The first time, the lyrically-excited thematic motif appears
in the introduction Giusto tenero.

The first miniature The Question (Demande), presents the motif in
Moderato tempo and a broadened dotted rhythm .o, repeated in four
emotional tones - solemn (poco forte), insistent (fortissimo), echo-like
(pianissimo) and whispering (molto tranquillo).
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The second miniature, The Chattering (Causerie), is filled with
joyful eagerness and excitement (Allegretto, leggiero). The thematic
motif is presented in a different light - keeping the introduction’s rising
intonation and dotted rhythm, but in a jubilant mood, although here
and there it is interspersed with fermatas and general rests, signifying
uncertainty.

The cycle is concluded majestically with The Bells, the miniature
retains the earlier melodiousness, the dotted Tranquillo motif includes
wavelike rubato. The festive mood is expressed by the distant bell
sound (piano, pianissimo), which is augmented to a full sonority with
Vitols favourite technique - the densification of the texture (Con moto.
Con anima).

Similarly as in Vitols variations, the cycle principle in Carmina
expands the genre constraints of the minuature musical form, creating a
piece of a greater scope. A recording of the Carmina cycle by the pianist
Vilma Cirule is available on the YouTube website:

httpsy/fwww.youtube.com/watch?v=tz8hCFuE_ml
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2. JAZEPS VITOLS MUSIC
IN RIGA PTANO COMPETITIONS (1989-2017)

Every year, thousands of concerts are given by pianists at the
great concert halls of the world. Solo performance means a lot to the
pianist, whether it is a small recital or an appearance in an important
international music festival. Piano learning process never ends and the
numerous festivals and summer master classes given by professional
musicians are well attended.

Participation in and winning of an international piano competition
is one of the ways to realize a professional career. Piano competition
organizer Gustav Alink argues that there are thousands of youngsters
aiming to become well-known concert pianists. Success in an important
international competition may appear to be one way of achieving this goal, it
is one way of gaining recognition and standing out from the mass of other
pianists (Alink, 1990: 14).

Nowadays, more and more people decide to study the piano. The
piano is the most popular of instruments and with increasingly better
opportunities for international travel, it is more attractive for youngsters
to participate in an international piano competition.

New piano competitions emerge regularly, based on the traditional
concept of eliminatory stages and the repertoire selection. Musicians
have been looking for original ideas and innovations in the competition
circuit. According to Gustav Alink it is not exceptional that a pianist
returns to the same competition to try his luck for a second or even a third
time. His chances of success would be higher, as he would be more familiar
with the entourage, the procedures of the competition, the hall, the instrument,
the organization (Alink, 1990: 61).

Tolerance and understanding is an issue in our modern society and
it encourages us to seek situations of cultural exchange. One of these
cultural exchange situations is a music competition. For pupils, music
competitions are the first glimpse of performing in public, playing in
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an ensemble, or of breaking out of an orthodox repertoire. The Riga
International Competition for Young Pianists was founded in 2012
with the aim to promote the popularization of folk tunes in academic
piano music.

A classical music competition is an educational event where pupils
come together to meet fellow students, to share experiences and to
get acquainted with diverse cultural spaces. Competitions stimulate
the development of the young musicians’ creative ability, help them
co-ordinate their areas of special interest, enrich the efficiency of the
musical studies and the acquisition of professional skills (Lise, 2001).

Jazeps Vitols folk tune arrangements offer a glimpse into the very
special world of the Latvian dainas. The concept of the Riga International
Competition for Young Pianists is realized by integrating folk tune
arrangements into the competition repertoire. This genre, a valid form
of program music, borders between the definitions of folk and art music,
and reflects cultural differences.

The notion of national identity is expressed through cultural forms
such as music and literature. According to folklore scholar V. Vike-
Freiberga, dainas are more than a literary tradition. They are the very
embodiment of cultural heritage, left by forefathers whom history has denied
other, more tangible forms of expression. These songs thus form the very core
of the Latvian identity (Vikis-Freibergs, 1997: 280).

The Jazeps Vitols International Piano Competition started in 1989.
The participation was open to the members of the Soviet republics. The
second (1993), third (1997) and fourth (2002) competitions have been
international and open to all countries” competitors. The frequency of
the competition is not constant and the fifth Jazeps Vitols International
Piano Competition took place in 2008.

The participation is open to pianists up to 30 years of age. The
competition is divided into three rounds. Not more than a half of the
total number of competitors will advance to the second round and
not more than 6 competitors will advance to the finals. The order
is established by the drawing of lots and each competitor prepares a
program in accordance with the competition repertoire.
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In the First Round, all competitors perform a Prelude and Fugue by
J. S. Bach, two virtuoso Etudes (one by Fryderyk Chopin or Franz Liszt)
and one or more works by Jazeps Vitols (duration must be no less than
10 minutes).

At the Second Round, competitors perform a recital (overall
performing time must not exceed 60 minutes) comprised of each of
the following: one Sonata by a classical composer, a compulsory piece
of approximately 5 minutes” duration and a piece of the contestant’s
choice (pieces from the First Round are not to be repeated).

At the finals, competitors perform one Concerto from a list with the
Latvian National Symphony orchestra. All pieces have to be performed
from memory. The performance of competitors is evaluated on a point
scale up to 25.

These both international piano competitions in Riga deal specifically
with Jazeps Vitols music for piano solo. These events are dedicated
to the promotion of the riches of Vitols piano music. For Antonina
Suhanova, a Latvian-born pianist and the winner of the 6™ Jazeps
Vitols International Piano Competition 2013, the competition was one of
the most important steps in my professional development. The competition
has high standards of organization and artistry; internationally recognized
jury members and welcoming competition audience helps the participants to
achieve their best performances

httpy/fvitolakonkurss.lv/vpc/?Ing=en&page=32

Toms Ostrovskis is a Latvian-born pianist and winner of the 4"
Jazeps Vitols International Piano Competition. He commented on his
experience: [ performed Jazeps Vitols The Song of the Waves in the first
Round and Variations Op. 6 in the the second Round. Both solo auditions were
very well attended. For my performance of Jazeps Vitols, my piano studies
at the Guildhall School of Music and Drama, London were very important. I
changed from the previously prevailing emphasis on the technical precision and
virtuosity, and enhanced the communicative aspect of performing, such as the
timbre colors and expressivity of the articulation. Performing in Jazeps Vitols
International Piano Competition changed my approach to both Jazeps Vitols
interpretation and communication with the audience (Ostrovskis, 2010).
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Arta Arnicane is a Latvian-born pianist, winner of the 5" Jazeps
Vitols International Piano Competition 2008. Her performance style is
characterized by a thoughtful and sensitive approach to music. Arta
commented: The participation at the 5" Jazeps Vitols International Piano
Competition was a highly emotional experience for me. Jazeps Vitols repertoire
requires an experience of performing, and good practice is self-monitoring
by the use of video or audio recordings. The real competition experience was
a wonderful way of performing Jazeps Vitols on stage in front of a large
audience at the Latvian Academy of Music! For me, music by Jazeps Vitols
has a full palette of the most beautiful emotions. Polka Simple Souvenir de
Wolmar is a piece that truly fascinates by its cheerfulness and sentiment of
the character, and the unbelievable beauty of harmonies and rhythms. When
I play the Variations-Portraits Op. 54 I feel more myself than ever - as if
this music corresponds with my character and feelings better than any words
ever could. Nothing can replace my competition experience and nothing can
be more wonderful than joining with the repertoire one loves. In such case,
performing is never tiring and has the potential to develop into a pure piece of
art (Arnicane, 2010).

Riga International Competition for Young Pianists

The Riga International Competition for Young Pianists was con-
ceived as an innovative educational offering for a sustainable Northern
European cultural development. Its mission is to promote intercultural
dialogue through music, to encourage the performance of Latvian
piano music, and to acquaint with the Riga cultural environment. The
task of the competition is to promote the professional knowledge and
skills of young piano students and enrich their stage experience.

The Jury is comprised of internationally renowned pianists and
prominent musicians. In today’s music world, the competitions afford
aspiring young musicians an opportunity to be heard by critics. The
Solo and Four Hands ensemble groups” auditions are held twice daily
at the Small Guild Hall. In the Four Hands ensemble, active input by
both contestants is expected. Four hands’ pieces for young pianists
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foster creative cooperation. Specific activities proposed in four
hands are sound-colour balance amongst Piano and Secondo, levels of
dynamics and quality of sound, technical fluency and musical form
and interrelation of the ways in which musical phrases are repeated,
transferred, come into opposition or link together.

The Junior group “C” plays only one round and the timing of
performance is up to a total of eight minutes. Contestants in the Junior
group “C” are aged 11-12 years and must perform a baroque piece, one
virtuoso concert style Etude and no less than two contrasting folk tune
arrangements from the Op. 29 or Op. 32 by Jazeps Vitols. There is an
award for the best Jazeps Vitols performance

httpy//rigapiano.info/en/nolikums-314941

Emils Darzin$ described these compositions as small musical
pictures, founded on known folk motives where the composer observes the
main character of the folk song and tries to embellish it (Darzins, 1975: 178).
Looking into the 10 Latvian Folk Tunes for Piano Op. 29 and 8 Latvian
Folk Tunes for Piano Op. 32, we notice a variable use of pianistic means
which enhance the picturesque qualities of the music: a wide range of
virtuoso passages, trills, arpeggios, double-stops, chords and octaves.
Also, the rich texture with harmonic figuration and polyphonic-like
writing technique is characteristic for Vitols.
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CONCLUSION

Janis Zalitis, Vitols former student at the St.-Petersburg Conser-
vatoire, published an article in 1911, summarizing 25 years of his
teacher’s career: [..] the longer a musical work attracts interest and gives
food to fantasy, the greater its artistic value and the longer its life. One needs
to approach Vitols music first, and later it approaches one and captures one’s
attention (Zalitis, 1960: 108). This view is still true: Vitols piano music
continues to attract listeners and performers up to this day.

Alexander Glazunov termed his Latvian colleague a national
composer and remarked on Vitols compositional style: according to
Glazunov, Vitols was influenced by Russian music mainly in his
professional compositional technique, whereas his musical style was
strongly individual. Vitols creative world grounds on the folk song, the
arrangements of which he undertook with the utmost enthusiasm, armed with
great talent and knowledge of the profession. He also authored a large amount
of music on his own themes, such as his first piano sonata, many piano pieces,
romances and a string quartet. They all demonstrate a singular “vitolique”
style (Glazunovs, 1933: 265).

Vitols own pianistic taste is noticeable in the performance
annotations, found in each work. Vitols used the common Italian
terminology as a tool to help the interpreter to develop the special
refined wvitoligue pianistic manner. The four predominant types of
annotations are:

¢ tempo with metronome annotations,

* dynamics,

* attack,

* performance character.

In the early Sonata Op. 1, Vitols made use of only three additional
annotations along dynamics and tempo: legato (molto legato), sotto voce,
and leggiero. In the following works, he successively made use of a
wider scope of more detailed annotations. For example, Allegro in Vitols
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music is often used with additional specifications: brillante, con brio, con
passione, moderato, molto, non tanto, non troppo, risoluto. Allegretto can be
found with eight specifications: con anima, con tenerezza, deciso, leggiero,
ma teneramente, scherzando, vivace, vivo. Fastest tempi used by Vitols
are Presto and Vivacissimo, slowest - Grave. Crescendo and diminuendo
Vitols often used with specifications, such as molto, ritenuto, agitato,
accellerando, poco stretto.

For Vitols, the attack, or the aesthetics of sound production was
always of great importance. When Vitols wanted to emphasize a
melody, he used the annotation sonore la melodia. For the result of a light
and simultaneously determined touch, Vitols used the combination of
staccato and accent.

Most characteristic Vitols piano annotations are brillante, leggieris-
simo, con delicatezza, sotto voce, mezza voce, smorzando, velocissimo. For
a dramatic effect, he used marcato (twice) and pesante (five times).
The use of annotations amabile, brioso, calando, con anima, deciso, energico,
espirando, grazioso, misterioso, morendo, passionato, risoluto, semplice,
serioso, slentando, tempesto, molto espressivo helped Vitols to describe the
intended artistic goal with maximum precision.

Although Vitols exquisite style was most suited for the miniature
genre, it also found expression in larger compositions. Vitols fondness
for a multilayered texture posits difficulties for positional technique, but
also enriches his music with expressivity and reflects the development
of his compositional style.

Sophisticated use of the pedalling technique is essential for Vitols
music. The pedal should be applied frequently but with clear starts and
stops, in order not to obscure the voice leading. Agogics or the use of
rubato are of high importance in Vitols music, for which he used plentiful
detailed annotations. Further characteristic points for the rendering of
Vitols music are attention to detail and an airiness in the piano sound.
A clever choice of fingering is essential to support the rendering of the
exquisite, fragile character of Vitols music, retaining the clearness of the
voice leading therein.

Vitols piano music represents the basis for the growth of the Latvian
pianistic tradition. The next generation of composers, including Janis
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Kepitis, Janis Ivanovs, Licija Gartata, Arvids Zilinskis, Adolfs Skulte,
Margeris Zarins, and Volfgangs Darzins, were all inspired by Vitols
and continued his tradition.

The interpretation history of Vitols piano works is a witness to the
musical performance as a continuously evolving process that changes
with the contemporary conditions. The current renderings of Vitols
piano music are dominated by an epically real sound, resulting from
a vigorous touch technique. This currently popular style enhances
the dramatic aspect of the miniatures, whilst departing from the lyri-
cally intimate expression. Similarly as Vitols compositions have and
continue to enrich Latvian musical culture and move it closer to the
highest accomplishments of the European Romantic tradition, contem-
porary renditions of this music are themselves an important stepstone
for the future development of Latvian music performance.

It is our duty to offer our shoulders to those that come after us, so that they
may overgrow us, rise above us. A talented man can carry several generations
on his shoulders and not collapse under the weight (Vitols, 1922: 758).
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* Igors Kalnins: CD ieraksts JVLMA biblioteka, NAVI-76869

Preladija b moll op. 16/2
* Konstantins Blamentals: firmas Melodija izdota skanuplate’ 33D-11662
e Igors Kalnins: CD-ieraksts JVLMA biblioteka, NAVI-76869

Siluets op. 38/1
* Konstantins Blumentals: firmas Melodija izdota skanuplate 33D-11662
e Vilma Cirule: CD ieraksts JVLMA bibliotéka, FR-67137
e Vilma Cirule: interneta resursi
httpsy/www.youtube.com/watch?v=UgKDlgv9_e8
httpsy/fwww.youtube.com/watch?v=KAL4YkZT R0
httpsy/fwww.youtube.com/watch?v=40151uifbxY

Sonate op. 1
e Vilma Cirule: Latvijas Radio ieraksts
* Vilma Cirule: interneta resursi
https./fwww.youtube.com/watch?v=XsUn5rG6ReQ
https./fwww.youtube.com/watch?v=al_3Ajiiflg
https./fwww.youtube.com/watch?v=HEsIVp32968

* Daina Vilipa: firmas Melodija izdota skanuplate 33D-11574
e Daina Vilipa: CD ieraksts JVLMA biblioteka, F-76777A

Siipla dziesma H dur op. 18/1
e Igors Kalnins: CD ieraksts JVLMA biblioteka, NAVI-76869
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Variacijas op. 6 par tautasdziesmas Ej, saulite, driz pie Dieva temu
* Valdis Krastins: firmas Melodija izdota skanuplate 33D-12219
e DPeteris Pecerskis: CD ieraksts JVLMA bibliotéka, AVI-78500
* Arnis Zandmanis: Latvijas Radio ieraksts un CD ieraksts JVLMA biblio-
teka, F-67130
Variacijas-portrejas op. 54
* Vilma Cirule: interneta resurss
https:/fwww.youtube.com/watch?v=H3DLjroQuwSs

1 &i un citas sadala minétas skanuplates Latvijas Nacionalaja bibliotéka pieejamas ari
CD albuma formata.
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https://www.youtube.com/watch?v=KAL4YkZT_R0
https://www.youtube.com/watch?v=4OIS1uifbxY
https://www.youtube.com/watch?v=XsUn5rG6ReQ
https://www.youtube.com/watch?v=al_3AjiifIg
https://www.youtube.com/watch?v=HEsIVp32968
https://www.youtube.com/watch?v=H3DLjrvQwSs

¢ Arta Arnicane: interneta resurss
https./fwww.youtube.com/watch?v=bGKR_CChT35&1=465s

Vilnu dziesma op. 41/ 2
e Arta Arnicane: interneta resurss
https./fwww.youtube.com/watch?v=dDWLhvZP_CY

* Valdis Jancis: firmas Melodija izdota skanuplate 33D-12220

* Arnis Zandmanis: Latvijas Radio ieraksts, ari CD ieraksts JVLMA
bibliotéka, F-76778
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