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PROLOGUE

| ,Illllum\& "

Dear colleagues!

First of all | would like to say a warm thank yauall authors who helped creating the 7th issue
of our magazine. Take it as greetings in the newademic year 2012/2013. Letters with your opinion,

thoughts, and suggestions are more than welconreei@ail is still the sameveplay@inbox.lv

This time the magazine is dedicated to anniversasie2 significant events in the Latvian
musical life. Both involve our future, our hope$€elevents areX International Festival — Competition
of Chamber Ensembles for Young Performéfe Play Music with FriendRiga, May 31 — June 2)
andX International Latvian Young Musicians Master Césddew Dimensions in Musi{Sigulda, July
14-23). Authors of this issue have put their hesntis organizing these celebrations and taken ipart
them enthusiastically one way or another. Besitethie last decade children’s chamber ensembles and
participants and teachers of master classes in @uteSigulda have often visited each other at bbth
these inspiring events. We cooperate, share with ether and enrich mutually.

Speaking of new dimensions, an inspiring thoughtne® to mind which Kaspars Bikse
(Kaspars BikSg Psychologist and Conductor of Continuing EdwaiCourses for Teachers suggests
repeating to yourself every single day: “Our ainm@ to be the best or the most perfect but tohlee t
happiest!” It is time to discover and sense thmahsion of happiness in music pedagogy, teacher and
student life as well.

(Translated by INNOTESCO)

We will make it - together with friends!



REVIEW, IDEAS, COMMENTS

Mara Rozendle, conductor,
director of the Dobele School of Music (Latvia)ncoictor and artistic
director of the mixed choWViesturzemeA graduate of the choir
conducting programme at the Latvian State Consery#1964) and
received her Professional Master’s degree in M{i&e Latvian
Academy of Music, 2009). Added to her expertisdsgminars in
Germany, Estonia, and Finland. Directed choirgstivals in
Hungary, Slovakia, and Germany. M.Rozémis a distinguished
caretaker of her region’s cultural life, havingrfadd many projects for
the enrichment of the musical life of Dobele. A¢ thobele School of
Music, she established a chamber concert hall -eamsWith a
tireless enthusiasm, she has supported the V,ndIVal International
Festival — CompetitiolVe Play with Frienddhosting it inher home-
the Dobele School of Music in 2007, 2008 and 2009.

For ten years, the International Chamber Ensembigivieé — Competition for Young
PerformerswWe Play with Friend$as lived, resounded, and grown. At a time whemrvary
turn, we are all burdened by the light entertainhedustry’s attempts to gain superiority, this
personally significant work by young musicians aedchers is particularly significant. It
should be, at all costs, supported and grown, abtkie young generation develops true values
in the field of both music and social development.

Over the past ten years, this festival has beed imeimany different places. Young
musicians have performed Jumprava, Mrupe, Kuldga, Baldone as well as in our town,
Dobele and, as of 2010, it has own homen Riga, at thelazeps Medis Riga ¥ Music
Sdool. In the large, wonderfully restored building Kronvalda bulvris 8, many broad
opportunities are presented to young students eidnrg to become familiar with our nation’s
culture and art.

The 18" anniversary of this festival was for us, the lgtes, a remarkable, emotional
and long awaited event! Children’s and youth endesfrom Lithuania, Estonia, Finland,
Poland, as well as from Latvia (the music schodlOtine, Ventspils, Engurekekava,
Dobele and Riga) participated. This was a majonef@ these young musicians. Participation
facilitated and expanded their musical ability, awgpather benefits. A large and dedicated
effort is needed to prepare such a programme. Aictl Bappiness as a result of a successful
performance — this gives pride not just to the wiass themselves, but listeners, parents,
friends, and teachers as well!

The preparation of a successful festival was madssiple by the founders and
organisers — the Foundatit¥e Play with Friendss well as theazeps Medi$ Riga I' Music
School. The energy and great love of music of gigBunta Mellarde, the festival founder, is
impressive, organising this event, and who, inatmration withGunta Sprge, professor at
theLatvian Academy of Musimaintains the tradition of youth chamber musidgrenance.

Listening to the closing concert of the award wnsné was particularly moved by the
performance of the very young musicians in ®erba (Juniors)category. | particularly
empathised with the students Wija Embovica— the attractive performance of our young
musicians from Dobele, winning'place with a commanding performance. Also notaids



the duet of the Pardaugava Music and Art SchothéA category(teacherdnga Grinvalde
andSigne Dode) and the piano trio of the Olaine School of Musi@ Art, prepared by three
teachersAilita Vidauska, Anita Roze, Olga Zujéa). The flute quartet from Ventspils, led by
teacherAina Lodzga, performed freely and easily. However, the mostdvimpression was
created by the *iplace winner inC category— duet from the Kaunas Jozus Naujalis Music
Gymnasium.Arturas Sukys(clarinet) andMantas Serniugpiano), with a genuine joy of
performing, fascinated me both with of their tecju@ and virtuoso interaction, a performance
free of nervousness. It was a joy to listen to wenderful sound and performance of the
clarinet. True talent could be heard in both & young musicians’ performances, which was
developed by the masterful teachinddafiva Stulgyte

The international jury (which was, as it has bekthase ten years, led by professor of
Latvian Academy of Musi&unta Sprge) awarded special prizes both for the most artistic
ensemble, as well as for the best romantic and modeusic performance, as well as
Impressionistic performance and performance obtilgatory work by a Latvian composer.

| would like to repeat the words of the honoraryrgaess of the Festival — competition,
deputy of the Saeimkngizna Rbena ,Love and music are the most beautiful things wieh
encounter in life. | wish — may you never be witrethen”

(Translated by Egils Kaljo)

* ok Kk

Marcis Kuplais cellist,
born in 1983 in Riga. First teachers (in Latvid) Sudraba and A.
Strauss. From 2002-2010 studied in Music Acadenasfel
(Switzerland) by prof. lvan Monighetti. His chambmeusic teachers
were G. Wyss, A. Oetiker, F. Renggli, B. Enge

In July 2006 he got the teaching diploma with mark$/ery good”
and in July 2008 — the concert diploma with thenbig marks of
“excellent”. In July 2010 he finished his studi¢$tee Music Academy
of Basel, getting the highly prestigious Mastergii®e with Soloist
distinction with the highest marks of “excellent

Since July 2011 he is a teacher in a children madiool Binningen-
Bottmingen (Baselland). He has given concertssdaist and
chamber music player in Latvia, Switzerland, Genmdtaly, France,
Irland, Portugal, Spain, Georgia, Cyprus, BrazlbA) South Korea
and Japan. He has had master classes with B. GressmbhA. Bylsma,
D. Geringas, Troels Svane, Y. Feigelson, M. Vilisrand others.

| took part in thelnternational Latvian Young Musicians' Master Clasalready few
times: four times in Ogre and in this year thehfifiime in Sigulda. As usually, artistic director
of Master classes, composer Dace Aperans (New Yd84) and the whole organizer team
made a great job to make the camp really succeasillthat it stays for all participants in
memory.



Different courses, master classes with excelleathers, lectures and dance lessons
changed one by one all the time. Often in the sanmoment were two, three and more courses,
so it was difficult to choose, what to attend. ©ticse, | was happy to be inside in this creative
musician circle. | tried to give out from me evéryig, what | can - theoretical acknowledge,
musical experience, tried to inspire young muskiay playing in many concerts on the stage.

| tried to share my experience in individual celéssons. | told how to avoid stage
fright, how to study correct and few important nwasirules. | tried to play as much as possible
chamber music with teachers and students, that Irspire young musicians with my energy,
keenness and playing happiness on the stage totbpsrselves, not to hide emotions, to feel
similar keenness and happiness to play with oldreavd friends.

| think, music notes are like letters, motives &ke words, which together creates
sentences. Sentences are building a story — miggie.pA story can be told by one person, like,
for example, Ch. Dickens. But it is possible td tee story by many people together — two,
three, four and so on. They have to know and hawanalyze the story very precise — who and
in which moment is the leader, where starts andhes the musical lines, sentences; where are
musical climaxes, which needs to show. They havée& each other. In the life 1+1=2,
1+1+1=3 or 1+1+1+1=4, but in the music in one erdemM+1=1, 1+1+1=1 and 1+1+1+1=1.
Listeners enjoy or criticize duo, trio or quarid not separately first violin, viola or cello.

Then comes emotional part. Each letter, word, seete
and story means something, has own emotions. The
most interesting story without an emotional nanrato
can be boring. Every person feels emotions, but not
everyone is developing the deepness and sensitivity
level of emotions. In my opinion, the life and rewy
books helps to create emotions. It is necessatny ttm

feel in life everything — joy, happiness, spree,
friendship and love, as well as sadness, longing,
unhappiness, loneliness and tragedies. As much life
experience someone gets, as rich emotionally hasis.
much someone gets emotions from the life and books,
as sensitive he becomes. Musician should be like an
actor, narrator, in one moment he should feel paic
hate, in the second moment he should laugh and feel
happiness. It is up to text.

| was happy in Sigulda to listen many ¢

concerts, where the chamber music played by vy

After the concert with famousdian dance people in high technical and emotional quality, dit
teacher, choreographérija Vetra let the audience to be bored.

| am happy about the next possibility to hear yoahgmber music groups and to share
my experience and emotions in Winter master clag6&8 for Chamber music teachers, which
will take part in Riga, akeps Medi$ I Music School of Riga.

(Translated by Mrcis Kuplais)



Andra Darzipa, violist, . “

born in Australia, and studied at the UniversityAoelaide, and - % 1
subsequently with Wolfram Christ in Berlin at theisic University, ':'f'{’% L
where she graduated with honours. She is a priaeexiof various 74 "
competitions, including the "ABC Concerto Competiti in Australia, the
International Music Competition in Geneva, as \vaslthe "Lionel Tertis =
Viola Competition" in England. She was principadligt with the
Hamburg Philharmonidrom 1993 till 2004. From 1998 till 2003, she wa

appointed a part time Professorship at the Hamblusjc University, and 2
from 2003 till 2004 she took over the viola cla§3abea Zimmermann at ‘f“‘él
the "Hanns Eisler" Music University in Berlin. Sen2004, she is a -

Professor at thMusikhochschule in Stuttgar\ndra Darzins gives mastels
classes in Australia, Italy, Germany, Latvia, Pdland Spain, and acts ag§
a judge at various competitions. She leads aneastlo and chambe
music performance career at home and abroad

New dimensions in my pedagogical experience

Speaking at the pedagogical cyMeldh International Latvian Young Musicians Master Clasddew
dimensions in musiqJuly 14-23, 2012 Sigulda, Latvia)

In the beginning, | would like to say that this ist going to be a lecture in the
traditional meaning, but more like an exchange witlieagues. | thought over some things
while coming to this meeting and | will share mypexences with you. What are the new
things, what is the difference in my work with \addtudents today; what has changed or stayed
the same in these 17 years since | teach?...

In the Music Academy of Stuttgart where | work las thair of String department, there
are viola players from all over the world learnmigages 19 to 29 (exceptionally we enroll also
17 year olds). A new approach is that | ask atvdry beginning of their studies: what is your
goal in music, in working life? Today you can partreate and influence your career yourself
— it can be orchestra as well as chamber musiedagpogical work. Sometimes a combination
of these fields, one thing complementing the otfibe student must realize what he wants and
what can he actually achieve. Some of them sagnltdvant to play in an orchestra, | would

rather play only chamber music. It is necessaryatk about job opportunities at the very

beginning. | try to explain what snd_what is nopossible or realistic. Our students participate
in international competitions, in auditions for lbestra positions and play chamber music.

If we talk about methods in everyday werthere is the question, whether or not student
should play exactly like his or her teacher, cogyiis manner? Now, when technology allows

to record (video and/or audio) a particular piecewen the whole lesson, sometimes students



(especially diligent ones from Asia) literally copyery nuance, every bowing and movement
of the body. | don't really support that.

Previously teachers gave their bowings and fingsrio students, and the pupil was not
encumbered with this difficulty, with creative tking and searching. Some teachers do this
today because at first it seems faster. But, iropigion, in the long run the students must learn
to think for themselves. | do not give my fingesnand bowings at the beginning of studying a
new piece (only sometimes, maybe...), and | suggssistudents to search, find and write
down their own &dition’ of the piece, that is, the technical side of gegformance. . In this
way some interesting and exciting discussions afise same principle should be used (and
this is different than before) to scales and etudeshing is to be drilled without thinking,
mechanically. Practicing scales can and must kettigee to create your own system, changing
the rhythm, dynamics, bowing and so on.

| would like to refer to the role of the teachettle student's everyday. We have to train
them to get along without ababysittef, to think and listen themselves, to organize rthei
studies and daily chores themselves. For example nlot call my students if | know he is busy
with concerts or writing an academic paper. Allmsaand papers in other subjects they must
organize themselves. | believe that with this adigt they are more prepared for life than, if we
“babysit them too long.

A new development which helps the student immentebtontrol and teach himself? It
is the technology of recording and video. Sometimesdon't see and hear inaccuracies in our
performance (false bowing, bad posture etc.), lmrave do not see ourselves from the side.
Teacher's remarks remain insufficient, if studeitit mot see and analyze himself. Sometime it
is almost a revolution in motivation, once a studaes his strengths and weaknesses as from
the side, through help of a video.

Another innovation which didn't exist in my studgays — the Internet. Students can find
music, download them for free or buy, for exampleod editions of pieces (includingdrtext),
also various descriptions of teaching methods amibrmation about composers and
interpreters can be found in the Internet. They kistien to recordings even oviouTube
because it is not always possible to attend cosicéfiamous artists. Besides that, a number of

famous musicians are not among the living anymdng, their performances are worth



listening, comparing, analyzing etc. Teachers abould orientate themselves with this
information to be able to suggest performancestudests, to help them separate meritable
from less so. In a way, it is possible to say thatelps students to choose and make their own
repertoire, and this is a novum.

There is one more new challenge for teachers. Newep are created every day, written
in various modern techniques and styles. Somettmepieces included in contest repertoires
are very modern and complicated. To help studenpsdpare, a teacher should study and learn
these pieces, learn new techniques and modern raugitiages, so that it would not be a
“foreign languagé One must constantly follow the development irs theld. In this context —
what can be defined as “modern™? We used to sagiaroi the 28 century. Now the division
is more detailed: the request is to play the pawaposed after the 1950, or after 1970, or after

2000 (so — the Zicentury music). Exam requirements are changingeds
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Concert inthe MeZotne’s Castle (Latvia) ... and after concert
(A.Darzipa, L.Skride) (P.Vasks, D.Apeaine, L.Skride, A.[xrzipa)

Progressive teachers will recommend their studientgtend masterclasses of other artists. In
the past some teachers did not support this (jegldnsecurity?) There are numerous master-
classes, summer academies and camps, for exanplejaster courses here $igulda And

they are not only limited to specific musical scogeiolin, piano or chamber ensemble etc.).
Students can also participate in courses where ¢hmylearn a minimum of knowledge about
so called music management (how to organize caneed how to apply for vacancies in some

good orchestra or learning institution etc.).



There is another new dimension in the learning ggscEvery young musician (and, of
course, teacher) who has participated at least oneecontest or audition, for an orchestral
position, or taking the entrance exam for a unigrsnust know that you give an impression

of your playing, your musical and technical aleliin the first 10 minutes your performance

the time space is usually even shorter! So one pregtare particularly for that. There is a so-
called Probespiel-Trainingmethod, which can be helpful. Video recordingsoen playing
can help here again. Besides you leave an impressibonly with your playing. | can share a
funny experience. Once | met a young female vagaltko was on her way to the entrance
exam at the music academy, at about midmorning. vl wearing a fancy evening dress,
long gloves and all. Like a real opat&va! For the audition this was completely inapproptiate
| persuaded her at least to get rid of the gloves..

| can say that in my time there was not great atierdevoted to a relaxed, organic and
effective body language, to the consonance of thwine music played. Although many
techniques are not so new, today they attract gntatest. Many well-known teachers are
invited to give master-classggfa, Feldenkrais, Tai Chi, Dispokinesis, Alexantiechniqug

Another new thing. Some music academies have &plant teacher, who works with
Musiker Medizin Of course, it is a privilege; not everywherehgtpossible (irStuttgart we
do have one). But today it is not hidden or regdsthing that many musicians suffer both
physically and mentally; there are a variety aiedses, characteristic to musicians. And it is
necessary to identify them and actively works tasacures. IrFreiburg, Germanythere is
particular Institute {entrum fur Musikermedizipwhich deals especially with these problems.

| want to mark as a very important dimension thesgality of playing music together
(both in lessons and in concerts). It is greatddeacher to play chamber music in ensemble
with his students (in quartet, quintet or duo witlo violas etc.) This live process sometimes
bears more fruit than theory and remarks. Chamheianas we all know, is the conversation
in music between intelligent people. The studeaihg self-esteem being an equal partner,
listening and learning, but also leading the inegrp

In conclusion, | would like to remind a long-knownth:

“The best teacher makes himself unnecessary fathaents”.

(Translated by Andra &ziga and Lauris Melbrdis)



AN ARTISTIC PORTRAIT. INTERVIEW

Normunds Dregis, conductor
of the Latvian National Opera, artistic directorJateps MediS
Riga f' Music School chamber orchestrrmonico (Riga,
Latvia). Pedagogue and conductor of chamber onchéstthe
Latvian International Young Musician’s workshopn@ 2004) in
Ogre and Sigulda.

His academic degrees include the MA in Music (20@8) in
symphonic orchestra conducting with prof. Viest@lis (1997)
and BA in choir conducting with prof. Imants Kokg@$992); all
awarded byakeps \tols Latvia Academy of Music.
The professional competence was upgraded by profkey
Wangenheim at the Cologne Music Academy, Germarof, Rri
Klaas at the Sibelius Academy in Helsinki, Finlaad master

' classes with prof. Helmuth Rilling in Stuttgart, i@&ny.
N. Dl‘egIS collaborated with the Latvian National Symphddschestra, Liefia Symphony Orchestra (Latvia), the
New Rhine Chamber Orchestra (Cologne, Germany)thSMestphalen Philharmonie-Orchestra (Germany) and
early music ensembleudus(Riga, Latvia) He has given concerts in Estonia, Lithuania, Pgl@®fmany, Austria,
France, Italy and England.
Conductor's repertoire includes more than 20 opebaliets and operettas in the Latvian National r@pe
Conducted many recordings includigumenic ChristmasArmonico (2007). Since 2012 the Youth chamber
orchestraArmonicois a member of European Orchestra Federation (EOFe

Conversation with the conductor NORMUNDS DREGIS

Gunta Melbarde: Was becoming an orchestra conductor your childood dream?

Normunds Dregis: | recall an episode from my childhood when my neotand | were
listening to a wind orchestra concertMarmandarzs (Wehrmann's Garden) was 5 years
old then, and during most of the concert | stoost e the stage passionately trying to
imitate the conductor’s actions. After the lastcgieas | made my way back to my seat, an
elderly lady said with a smile on her fdcethis boy is going to become a conduttor
Seriously though, from the very first age | can eember myself | always liked listening to
most different types of music and tried myself muthis sphere as well. | used to play the
cello a little; | also played the piano, sang ia toys’ choir ofEnils Darzins Music School
(EDMV) and performed as a soloist. | have studiedircconducting with professémants
Kokars whose personality inspired and enthralled me, laanke founded and supervised
several choirs in Latvia.

The turning point in my creative activity occurriedthe late 80s, when conductidgzeps
Vitols’s ballade for mixed choir and symphony orchesirhe’ Singer of Beverinat the
finals of the 2 International conductors’ contest in tfBeat Aula of the University of
Latvia an immense irrational urge to become a specifiaabhestra conductor took over
me. | was fascinated by the magnificent sound efttitti, by the rich colors of timbres,
which together with the chorus created a very sphpeanforgettable music adventure. That
was the point when | decided that | would headriedepth studies in symphony orchestra
conducting at the first opportunity.



GM: Which character features are necessary to becomspecifically a chamber orchestra
conductor? Is it desirable to master an orchestranstruments?

ND: Of course being able to play an orchestra instransevery valuable. For instance,
one can demonstrate a passage to a less experiamtestra musician. However, it is not
the main or the most important task for an orclaestmductor. An orchestra conductor has
to possess knowledge about the specific featuresewary instrument, understand
instrumentation, the form and the musical contdrd piece. It is also important to have a
good hearing, because during the work with an @tthe lot of attention has to be paid to
articulation and intonation. Sense of rhythm andpe, manual technical skills, which the
orchestra’s being in sync depends on, are essetd@l During the rehearsals of a new
piece it is important to pay a lot of attentionpgbrasing, style and musical content. An
orchestra conductor has to possess knowledge incohogy, pedagogy and psychology.
This, of course, is not a recipe how to becomeuwastanding orchestra conductor, but all of
the skills mentioned above help to form the perbgnaf a conductor. If you have talent,
musicality, education and the ability to work haydu have all the chances to become a
good orchestra conductor.

During my studies inJazeps Vitols Latvian Academy of Musiy first ever teacher in
orchestra conducting professdesturs Gailissaid to me:

‘... a professional symphony orchestra conductor ttae able to conduct both a
symphony and an instrumental concert, both an ncaemd an opera, both a ballet and a
musical or an operetta’.

Of course, every conductor narrows his range [ateand makes his choice to focus on the
closest, the most interesting genre to him, buinduthe mastering of this difficult yet
exciting profession, one must obtain all kinds nbWwledge. In my view, it is the same with
character features and compatibility with differéypges of orchestra. A professional must
be able to adjust to a symphony orchestra, a chaaonbleestra or a wind orchestra.

During the 20 years of my life as an orchestra cotw | have collaborated with both
symphony/chamber orchestras and different theatkestras (including 16 years in the
Latvian National Opera | cannot really stick to a concrete preferenteoime type of
orchestra or genre over other ones, but | knowsime, that | have chosen the right
profession, through which | can fully express miygelmusic. During every performance
with an orchestra and every opera or ballet | cohdmy primary goal is to take the
audience to the wonderful world of sounds and iragéere everyone can have his own
associations and enrich his world of emotions.

GM: What are the differences between conducting aify orchestra and a little chamber
orchestra, like the one of yours -Armonico, the chamber orchestra ofJazeps Medis ™
music school of Riga?

ND: Having worked with different professional orchestrand youth orchestras in
Latvia and abroad | understood that the only thitlgst differ are caliber, status and
ambitions, but the most important things, the otlest unite the orchestra and the
conductor, are the same — mutual respect, undeistarand trust and shared love for
music. | am very pleased and satisfied that my & yeork has resulted in the creation of



not only an outstanding study orchestra, but algoad, artistically qualitative concerting
unit. The evidence is the international recogni@ma our successful concert life in Latvia.
The young musicians ggm —— |
forming Armonico .
change frequently, which
is common for school
orchestras, but the
creative spirit, positive
relationships between g
students and the joy ofige
making music are the gt
values, that are preserved

surely say thatArmonico
is something | have
carefully cherished as a
beloved child.

GM: Managing a youth chamber orchestra you are surdo feel your “Teacher’s mission’.
Please tell about it more!

ND: Having worked with youth orchestras for more thayefrs, | came to a conclusion
that working with school students a conductor d@désacher’s mission and contributes to
the education of the children. It is crucial to aiee a creative and positive atmosphere
during the rehearsal process. Students come froffierehnt families with different
mentalities, conduct culture and understanding abwking music together. | try to listen
to all of them, understand them, and encourage tterapeak about important issues
connected with our joint work and the tasks to ddelieve that a conductor must be
sympathetic and understanding, but | have alwaystg out, that it is not possible to
achieve good results without discipline. That isatvham trying to be at work — strict but
with a good will.

Rehearsal time is strictly limited and | have tbifito schedule to manage to get all the
work done, but it is also essential to talk to stud, and not only about the creative activity
of the orchestra, but also about general humanesalu always try to balance it, for |
believe | am not only raising future professionalsiians or passionate music amateurs,
but also educated and intelligent people that @ivian society needs.

GM: Concerts, festivals, contests... What are the osethat remain as the brightest
memories now?

ND: | have had a lot of notable music events in my lifés somewhat difficult to focus
on several particular ones. However | would likartention those that are connected with
the word FIRST for me as a conductor.

My first ever concert that | had prepared and cotetl entirely on my own was the one
with Liepaja Symphony Orchestrma 1992. | chose to make the program out of mirsin



the romantic period - the one that appeals to neentost: F.Liszt's symphonic poem
‘Preludes’, P.Tchaikovsky'&/ariations on a rococo theméhe cello solo part was
performed by my schoolmatériks Kirsfeld9. In the second part | conducted one of the
most beautiful German romantic music pearls Schubert’'s Unfinished Symphotyecall

the warmth of the attitude of the musicians of ttepaja Symphony Orchestes well as
the positive atmosphere at the rehearsals and weewbelming emotions during the
concert.

| have a special feeling when remembering my fa@bhducted singspiel in 1993 at the
Music Theatre of Riga ‘The Green Meadowby J. Benesh and also my first operette —
‘The Land of Smile'sby Franz Lehar(the same year).

| have bright and unforgettable memories of thstfapera | conducted in 1994 Hdnsel
and Grettel by Engelbert HumperdinkThe Latvian National Operawas being
reconstructed and the staff had to adjust theifop@ances to other stages in different
Latvian theatres. | was invited as a guest conductaevive the show and to review the
instrumentation, to decrease the number of instnisnas possible in order to be able to
perform in theatres without an orchestra pit. Besjdhe target audience is kids, and a
smaller orchestra would be easier for them to hedrunderstand. It is known tHichard
Wagnerwas a good friend dlumperdinkand had an influence on his style, too. And the
evidence is this fairy-tale opera, where a massuah sound of the orchestra is deployed.
And so | started to edit the instrumentation. Res8pg the author’s ideas and his music
dramaturgy | preserved only the string quintetaadard set of woodwinds (two of each), 4
French horns, 2 trumpets and one trombone. | was amxious before the first rehearsal,
but it turned out that to my delight, the orchesivanded good and no damage was done to
Humperdinks music. Together with the directdgis Brikmaniswe managed to renew this
splendid children opera and do several shows ilNtwe Theatre of Riga

My first collaboration with the LNO ballet troupaids back to 1997 when we worked on
Johann Strauss’s ‘The Blue Danub&hat was an aesthetically beautiful, visuallyusated
show. The choreography was by the legendideiena Tangijeva-BirznieceConducting a
ballet is a very special thing to do, because ¢nepb and rhythm has to be adjusted to the
choreographer’s ideas and the dancers’ level dinieal skills. Even though | strongly
believe that music is the main part and the movesnenst be adjusted accordingly, as the
outstanding ballet mastdarina Pankratekept telling me, a good conductor must feel the
movement and help the dancer.

A particular memory is the premiere BfTchaikovsky'®pera Yevgeni Oneginin 1999. |
was working as the conductor&intars Rinkvics's assistant then. That was an
unbelievably exciting process and so was the cotktion with outstanding LNO soloists,
such asSamsons lzjumovs, Zida Krigere, Nikolajs Gorsans, Sergejs Martinovs, Lilija
Greidane, as well as those who only made their debut baek tAndzella Gobaand
Aleksandrs Anteenkq who is one of the most popular tenors in the dvadw.

It turned out later on, that after the second sl@awtars Rinkvics suddenly had to go
abroad for an unplanned performance and | wasadfés conduct the third show. | had
been working a lot in the preparation process & show and had studied the score
thoroughly, but | hadn’t conducted a full rehearséhich is so essential to any conductor,
who must grasp the sense of the overall pulseeo$hiow, lead the dramaturgy of the music
and conduct all of it without stopping. Relying mry inner sense of it all, | agreed, because



| really wanted to live through the passionateystor A. PushkinandP. Tchaikovskyl had
worked well with the soloists and the choir and dhehestra musicians did their parts in an
excellent way. Everything ran perfect and my unp&hshow turned out to be a success.
Another unforgettable event is connected with W.AZslrt's operaThe Magic Flute’ This
show (2001) was a premiere not only for me, but & my son Oskars, who was singing
the part of one of th&hree BoysThat was a wonderful moment, for | was overwhelme
with double joy.

Another opera worth mentioning is W.A.MozartlBdn Giovanni, which was the centre of
two important events, videlicet my first guest pemiance with the LNO troupe in Estonia
at the Saaremaa opera music festival in 2002 amdéhbw in 2003 in the LNO, when the
world famous owner of a golden voibtaija Kovgevskamade her debut.

In fact, my biography is rich with concerts, fesls;, opera and ballet shows, that were
important events for me, but this time | would liteefinish the list with the first Charity
Concert (2009) in th®iga Society of LatviandRLB), which | organized in collaboration
with Strazdumuiza boarding school aheé Latvian Children Foundation

After several years of regular concerts, this Hesady become an RLB tradition that keeps
attracting new and new participants, listeners supporters. The main goal of the concerts
is to give children with special needs the abilibybe fully integrated into our cultural
environment, to discover their music talent andps&rform together with their peers in
different ensembles and orchestras.

All the incomes from the concert are spent on newsioal instruments and other goods
necessary for the education of handicapped children

| always address professionals and ask them tacipate in these concerts. Many soloists
have contributed, such &onora Vaice, Krishe Gailte, Antra Big@a, Miks Vilsons, Inita
Abolira, Oskars Petrauskias well as my wiféAndra’s vocal group Putni (Birds). In my
view, this joint making music together with a phillaropic goal always is a great pleasure
for both the helper and the ‘helpee’.

GM: Since 2012 your chamber orchestra Armonico hadeen in theEuropean Orchestra
Federation (EOFed). What new possibilities for the youngstefduture and development

(both musical and social) do you see opening becau®f the participation in this

international organization?

ND: | am truly pleased that our chamber orchegtmamonico has been accepted as a
member of theEuropean Orchestra Federatio®uring the general assembly this year in
Tallinn, the president of the Federatibaniel A.Kellerhalexposed his plans and ideas,
which would also give our orchestra the opportutatyully fit in in the European orchestra
movement as a rightful member of the Federation.

The Festival, which is organized by EOFed evergdhyears, is a big event, in which both
youth and amateur symphony and chamber orchestradl over Europe take part.

EOFed has been working since 1988. Its main gaatask is to popularize and support the
creative activity of youth and amateur symphony ahdmber orchestras. The European
orchestra movement is well developed and rich walitions, and is comparable with our
Song and Dance Festivadadition. During this international festival oestra musicians
have the opportunity to meet colleagues from a#irahe world, to perform in front of an



educated audience and to obtain more knowledghersphere at masterclasses with the
help of experienced professional conductors.

This year, the Festival gathered more than 700qggaaihts, including 26 orchestras from 13
European countries. The honorary patron of theirdshaestrdNeeme Jarveonducted the
Estonian National Youth Symphony Orchesitahe opening concert. Four days in a row
orchestra concerts were held in churches and coha#s, and all the participants had the
opportunity to participate in different orchestraster classes held by conductors from all
over Europe invited by EOFedTdomas Siitan, Risto Joost, Konstantin Kukuschev,
Normunds Drgis, Martin Studer-Miller, Christoph Brunner, Ari Biainen, Gerhart
Drijvers, and Marco Schadlgr

Our chamber orchestrarmonicoperformed with a solo program #t.John’s Churcland
participated in classical music, romantic music Bkl music master classes.

| am sure that our youngsters’ active participation this international event and
communication with musicians from other countriesadened their horizons and played a
significant part in their professional growth aretgonality development.

GM: For the fifth time now it is you who conductedthe orchestra of thelnternational
Young Latvian Musician Master Course@used to be inOgre, now in Siguldg). | admire
your capacity to prepare a full program, and an ineresting one! How did you make it?

ND: Thank you for the compliment! Talented musiciare e ones that usually apply
here, those who can and want to work with full catnmant and excitement. Our rehearsal
time is limited, therefore the conductor has tacbestructive and implement a professional
approach. Usually there are 5-6 orchestra rehearsmiring which we must prepare
absolutely new pieces together with younglings fabifferent countries and schools.

If the repertoire is found in time, if the scoree prepared and the rehearsal process is well-
planned, it is possible to achieve a lot evenshart period of time.

The orchestra is one of the main concerting unithef Master courses, which unites both
Latvian and foreign students. Usually these ardesits from Latvian Academy of Music,
Emils DarzinS Music School,azeps MediS Music Secondary School and other schools.
As I've already mentioned, every time we study reeces from different époques and of
different styles, which | select according to teit of the mastercourse, but one of my
goals is to perform and popularize the music ofvisst composers. This year we
performed, in my view, emotionally colourful pieagsh with subtleties composed Dace
Apemne, llze Arne, Bteris Plakidis and Andris Vecumnielhe solo parts were performed
by our outstanding musiciamsntra and Normunds iXsne, Artis Bnanis and Dzintars
Beitans

Having conducted this orchestra for five years nbuwnderstand that the main values of the
mastercourses is the joy of making music, professiapproach, a positive creative
atmosphere and cordiality in relationships amondests and the teaching staff.

In conclusion, | would like to add that this israly immense contribution to the education
of the younger generations, all initiated by thestc director of the master cour8ace
Apemne. The master course, the idea of which belongsetofatherMartin$ Stauvers
started out as a music camp for young Latvian nusscliving abroad. It was first held in



Orford, Quebec (Canada) in 1985. Starting with 1882 master course has been held in
Latvia, and this year we celebrated ouf &niversary irSigulda

GM: Having a look through the concert programmes tfat you have created, one can see
that Latvian music takes an important place thereboth Latvian classics and brand new
compositions. This is your mission, too: to collabate with contemporary Latvian
composers and young talented performers and to poparize the name of Latvia
throughout the world via music.

ND: Who else, if not us, Latvians, is going to takeecalr our national values, including
popularization of Latvian music?
During the last years | have worked a lot with yoatchestras in particular, and thinking
about the choice of the repertoire | pay a lot tiérdgion to both Latvian classics and
modern music by encouraging composers to write erfesidifferent youth orchestras.
| have successfully collaborated with many Latvieaamposers, who wrote pieces
specifically for my youth chamber orchest#amonicq such asllona Brege, llze Arne,
Dace Apedine, Indra RiSe, Dzintra Kurme-Gedroica, Georgsétml, Jinis Zandbergs,
Andris Vecumnieks, Andris Balodis, Ingmars Zemzaia others.
We also performed a lot of Latvian music with thBNEVY symphony orchestra, such as
‘Ballade’ by Dzintra Kurme-Gedroicg2009), ‘Rituale Focoso’ byanis Zandbergs‘13™
London Symphony’ and ‘Approaching the Fetes’ (20l@¥seorgs Peicis and ‘Perpetuum
Mobile’ (2010) byValts Rice
When conducting different mastercourse orchestralsatvia and abroad, | often include
pieces byJazeps Wols, Fkabs MediS, Emis DarzinS, Feteris Plakidis, Imants Zemzars,
Imants RamiS and other Latvian composers in the repertoire.
Speaking of performers, | would like to point otltat here in Latvia we really have many
talented musicians. | collaborate with the teacloéisstrumentalists and try to give gifted
students the opportunity to perform solo accompmhbiethe orchestra. That, of course, is a
great challenge for any young musician and a gesgtonsibility, too. Not all children who
start out as wunderkinds preserve the status ihshigpol and/or their higher education
institution though. Nevertheless, | know some yotelgnts personally, who, in my view,
have all the chances for a great music careehely tontinue their studies and keep their
industry and passion in them and most importaritgebarrogant.
Here | would like to mention only some, who havélafmrated with me as soloists and
who have proved themselves by now, in my view, @sdgmusicians with personality and
keep purposefully moving ahead in their profesdiatevelopment. My best regards to
violinists Paula $imane, Konstams PaturskisandMadara Liepiia, cellistsDace Zilite,
Agate Ozoka and Mara Botmane flutist Maija Zandberga percussionistsGuntars
FreibergsandEdgars VaivodssingersGunta (Zse, Tna GelnereandAgris Hartmanis

GM: | guess there are many new ideas in your headght now as well as many new scores
in your folder!

ND: Yes, that's what makes a conductor’s work so irstang and versatile. One always
has to generate creative ideas, encourage compusersllaborate and look for new



repertoire. | know for sure that in the next seasenArmonicg are going to perform fresh
pieces byGeorgs Peicis, llze ArneandAndris Balodis

In collaboration with the boarding school &trazdumuizaand theLatvian Children
Foundation| am going to organize the already mentioned ti@ual charity concert
‘Adventa Gaisii in the Riga Society of Latviansn the first Advent Sunday of the year.
There is also some collaboration with the chambeheastra of Turku Conservatory
(Finland) and the chamber orchestra Gfichester UniversityEngland) scheduled for
2013.

There are also many other beautiful ideas and igeegtlans, but one must take into
account, that nowadays in culture and art a loteddp on lucky coincidences, positive
attitude of some institutions, financial resourcBserefore, | will temporarily withhold the
information about the projects that are still ie 8tage of design.

In conclusion, | would like to wish all the chambrusic teachers and other readers of the
E-Journal a creative, fruitful and successful neademic year 2012/2013. May the love
for music and the creative spark in you fill yowegy day with joy! Good luck!

GM: Thank you very much for the conversation!

(Translated by Alexey Pegushev)
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MUSICAL GATEWAYS
Interdisciplinary Activities in the Music Classroom

Part One: Words as Musical Gateways

“Where the word stops there starts the song,
exultation of the mind bursting forth into the voice.”
(Thomas Aquings

In the process of teaching young students withedsffit learning styles or multiple
intelligences in the elementary music classroohgJe discovered that certain activities linked
to words, images, gestures and sounds can greatlsrfstudents’ awareness of various musical
elements and help them become more engaged listemel performers. To initiate these
activities, often a single word, image, gestursaind may be able to serve as a “gateways” in
helping children explore musical and interdiscipiyn concepts in imaginative and thought-
provoking ways.

| have found that sources for these “gateways” rbay musical or non-musical.
“Gateways” may be inspirebly a musical score or inspire the creat@ra musical score, as
well as associationsith a musical score. Eventually, “gateways” can alsatoesen or created
by the students themselves. When this high leveledtive activity or critical thinking occurs,
my role as a teacher is to act mainly as an adwsabserver within the students’ learning
environment.

In Part oneof this article “Words as Musical Gatewayswill describe three activities
that use the spoken and written word as the maateVgays” for musical exploration.



The first activity — “Clouds”,will be discussed in more detail than the subseigien
activities. The descriptions of “Clouds” and thtber activities approximate their content and
implementation and can be freely developed and fieoldi

First activity — Clouds
The “Clouds” activity enriches young
children’s (primarily six to seven year
olds’) understanding of melodic or
pitch contours, in addition to elements
of dynamics, tempo and timbre. This
activity is especially enjoyable to a
child if done with a partner, but can
also be completed without one.
Materials needed for “Clouds” are a
, large blank piece of paper, a set of
colored markers or crayons and a list of
the word “cloud” in different
languages, written on both a long,
' scroll-like sheet of paper and on cards
for the children to use.
Students can be encouraged to research the tianskat the word “cloud” in different
languages with their parents at home and sharefthdings with the class. In this way, new
words can be added to the primary list or “wordlijadovided by the teacher.

The “gateways” for this activity is in essence omerd, which with its timbre and
pronunciation leads the child into a sonic envirentrof various pitch designs or contours that
he or she can both create and perform. The souritie aord in a Ianguage foreign to
the child often lend an aura of mystery and F E
wonder to the overall process of exploration. ."' : il |
A list of “cloud” words could includenube J ¥
(Spanish) makonis (Latvia), ulap (Filipino),
pilvi (Finnish), awan (Indonesian),nuage
(French), molnet (urdu), weolcan (Old i
English) and others. I '

After introducing the children to the ! [
sound of each word, the teacher can call Tl

Drawing of the Latvian word for cloud — “@&onis”.

upon a volunteer to demonstrate the main  prawing of the Spanish word for cloud - “nube”.

components of the “Clouds” activity by first of athoosing one word and then, sounding it out
clearly. After doing so, the student can chooseagker or crayon and begin pronouncing the
first syllable of the word, while at the same tidrawing a line that matches the pitch contour
of his or her voice. Once the line has been drdla student can say the syllable again, but
now write the letters of the vocalized sounds exhe drawn line.
The next step in this activity consists of thedsti tracing the contour and sounding

out the letter sounds that he or she has writtemndo Afterwards, the student can trace the
contour, with a partner or a group of students dmghout the letter sounds at least three times



with or without arm movements that reflect the coamis shape. To continue the demonstration
of this activity, another student volunteer canchfled upon to repeat the same set of actions,
but with the remaining second syllable of the wordjuestion; if the word should have more
than two syllables, then more students can be wedohccordingly.

After the two students have completed their lind latter contours, they can be called
to reflect upon the similarities and differencesn@en their respective line shapes, letter sizes
and colors. They can be asked to think about plessbnnections between the size of a letter
and the dynamic level of its pronunciation, theocobr texture of a letter and its timbral
quality.

\.+il Most children will be mainly fascinated with
tracing their drawn contours and hearing their
voices ascend and descend in pitch. After
seeing, hearing and performing their own and
other students’ melodic contours, students will
develop an appreciation of the great variety of
melodic designs and the ability of their voices to
reflect them in a melismatic, legato way, or in a
more separated, staccato manner. To deepen this
experience, students can be given the opportunity
of transferring their contours to Orff instruments,
the piano or even virtual musical instruments,
such as electronic renderings of the American

~ Sounding out the letter sounds with arm  cOmposerHarry Partch’s instruments. During
movements. this process, students can be encouraged to view
their work as a musical composition. In additioamparisons can be made between the non-
traditional or graphic notation of sounds in theud drawings to a musical score composed
with traditional notation. The teacher may alseadtice students to well-known melodies that
mirror some basic melodic contours.

In addition, music from Claude Debussyuages, both its main themes and complete
score can be listened to in short segments withithwout choreographed movements that may
include scarves and small percussion instrume8tmgs about clouds may also be taught and
artwork or photographs of different types of clowds be displayed in a special designated
space or throughout the classroom. Poems aboud<lcan also deepen this activity with the
addition of dramatic play and movement, such asti@s” by Christina Rossetti:

White sheep, white sheep, When the wind blows,
On a blue hill, You walk away slow.
When the wind stops, White sheep, white sheep,

You all stand still. Where do you go?



Words in multiple  language: &
representing other natural or man-mal
objects can also be substituted for th
activity, such as “flower”, “tree”, “rock”, )
“bird”, *“building”, “road”, “car” - the
options are limitless. The word “rock” o v f
“stone” would adapt especially well to thib) :
activity.

Drawing of the Indonesian word for cloud — “awan”

Second activity “Word Sound Posters

Another way to use individual words or word phraassgateways” is to have students
create “Word Sound Postersh a theme, using the sizes and designs of wordsitiate a
spoken and sung improvisation with varying musitghamics, tempi and rhythmic accents.
After having created their posters by drawing, pagor in the style of a collage, students can
perform their words by vocalizing the word soundsl &y adding body percussion to their
vocal renditions. Small percussion instruments asao be included to heighten an awareness
of musical textures. This activity lends itselfliM® children in the seven to eight year-old
range. Music with dynamic contrasts, accents andngimg meters can be connected
successfully to this activity.

Third activity — Musical Haiku

Haiku poems act as wonderful “gateways” for oldeildren in activities that concern
musical improvisation based upon poetry. In thMuSical Haiku activity students, especially
in the eight to nine year-old range, are encouragednprovise melodies based upon the
pentatonic scale (on an Orff instrument or the @jaand improvise rhythms on a small
percussion instrument. The haiku that the im@maton is based on may be either student-
written or a traditionahaiku

In this partner activity two students individuatlgad their own haiku poem and make a
decision as to which two lines of haiku poetry theyl musically illustrate with a short
melodic, pentatonic improvisation and which oneeliof poetry they will illustrate with a
rhythmic improvisation on a small percussion insteunt.

When experimenting with their melodic improvisasoistudents are asked to be aware
of the type of melody they are improvising — a bally step-wise or “up and down” melody, a
melody with repeated tones or a melody that skiosirad, the so-called “back and forth”
melody. This activity helps students expand theiaginations within very concise realms of
poetry and music. In doing so, it also encouragedents to think more deeply about a set of
poetic image or moods, while using a limited settamfies and timbres to interpret them
musically.



When performing their musical haiku, it is impottdor students to do so in complete
silence, or as | like to remind them, in “white spa This helps them listen carefully to each
sound, just as if it was one of the seventeenlsg$aof the haiku or a series of brush strokes on
a white paper scroll. In general, thusical Haikuis an activity that fosters a young child’s
sensitivity to musical pitches and timbres.

Inspiration for the above activities has been mesiby my students, the writings of R.
Murray Schafer in his bookWhen Words SirigBerandol Music, 1970) and Hajo Duchting’s
book about Paul Klee,Painting Musi¢ (Prestel Verlag, 1997). The following websiteoab
Harry Partch’s musical instruments can be usedomumnction with the “Clouds” activity:
http://musicmavericks.publicradio.org/features/ieat partch.html#f substituting “Rocks” for
the “Clouds” activity, a valuable resource would the book “The Sight of Silence John
Cage’s Complete Watercoldrdy Ray Kass (Taubman Museum of Art and the Nation
Academy Museum, 2011).

In the second part of this article, | will discussng images as “musical gateways.”
(Continuation of the next issue of the e-joujnal



Hans Erik Deckert (b. 1927, Hamburg), cellist.
Founder (1978) and Honorary President of the Deségtion of
ESTA and resident conductor with the Cello AcadeHrw .also holds
a visiting post at the Freie Musikschule in Hamburg
He studied cello and conducting in Copenhagenchiiser in these
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H. E. Deckert runs music workshops such as: Cdiiid@&n Camp
at his home, Cello Master Class in Steinfeld/Geym@rchestra and
Chamber Music in Alsbach-Hahnlein/Germany, Chanhbesic in
Jindrichuv-Hradec/Czech Republic and others.
The main topics in his musical practise:
1. the individual musical experience, conditioneddach person by
musical phenomena - listening with the heart,
2. the communal musical experience on the bags/ofg and
taking — listening to others,
3. the development of independence in the teagiocess —
each participant learning to become his or her teaoher.

Kammermusikalische Gesetze

Anregungen zur gemeinschaftlichen musikalischen Angnung
Musikalische Aneignung bedeutet in Besitz nehmemswerden mit dem Werk.
Verbindlichkeitallem gegenuber, was erklingt! Musik ist nicht malisserhalb von mir. Ich
selbst bin das Intervall, das Thema, der RhythrdigssHarmonie. Der schdone Klang allein tut
es nicht. Der Klang ben6étigt den inneren Strom,stiéndig die Vergangenheit mit der Zukunft
verbindet. ,Der Klang ist der Kdder, hinter demhsitie Wahrheit offenbaren kann“ (Sergiu

Celibidache). Wie soll es klingen? So wie es klimgell!

Partiturstudium. Einteilung in  Taktperioden.  Haufiger  Ausgangspunkt
Viertaktsperioden.

Rhythmus. Obligatorisch in der Kammermusik: Derkollektive Rhythmus. Der
kollektive Rhythmus entsteht durch Verzahnung ddrytRmen der Einzelstimmen. Bei
Polyrhythmen gelten die gemeinsamen ,TreffpunkteElementare Voraussetzung fir jede
rhythmische AneignungEinteilung eines gewahlten Pulses igleiche Teile (zweiteilig,
dreiteilig, vierteilig, flnfteilig,sechsteilig, dsenteilig, achtteilig, neunteilig). Jede Einteilung

muss als eine zusammenhangende Gruppé&jeisitat erlebt werden.



Intonation. Erkennen der jeweiligen Tonart alsoraussetzungir die Intonation.
Melodische DimensionStufenbewgtsein (Grundton, Sekunde, Terz,Quart, Quint, Sext, oder
Septime) Leittonbewytsein (Zuordnung zur jeweiligen Stufe der Tonart, z.B. f&s in C-Dur
fahrt zur 5. Stufe g; ein ges in C-Dur fuhrt zurtufe f). Harmonische DimensioBrkennen
der Akkorde Bei Bedarf systematischer Aufbau der Akkorde aBsgehend vom Grundton
mit anschli@ender Quint, Terz und eventuell folgenden diss@raitonen (Ausnahme: Bei

mitwirkenden leeren Saiten ist immer von der bé&tredfen leeren Saite auszugehen).

Erstellen von Geriststimmen Der Extrakt einer Melodie, der ,rote Faden® ,hinter*
einer Passage muss gehort werden. Ken eines Akkordes muss festgestellt werden (z.B.
Orgelpunkte, Auslassen ,fremder‘ Harmonietone delgianzung solcher Tone). Die tragenden
Elemente eines rhythmischen Verlaufs missen erkamstden (Reduktion auf einen

uberschaubaren Zusammenhang).

Vereinfachungen bei Schwierigkeiten Prioritaten erstellen Melodisch durch
.Hauptttone” (z.B. keine Vorhalte), rhythmisch dir@erwandlung in leicht zu bewaltigende
Einheiten (z.B. keine Synkopen oder bei schnellassBgen nur die erste Note in einer

Gruppe).

Euphonisches Zentrum Entscheidende Hilfe bei der Aneignung schwer zerder
Prozesse Euphonisches Zentrum bedeutet die vortubergeherattagérung eines Problems
dorthin, wo unser Auffassungsvermdgen optimal EShe Melodie in der dreigestrichenen
Oktave bzw. in der Kontra-Oktave wird in die Mitieseres Hérbereichs (etwa zwischen ¢ und
c’’) versetzt. Eine weit auseinanderliegende Harenowird analysiert und erklingt
anschligend alsenge Lagen der Mitte unseres Horbereichs. EHrestobzw. ein Adagio wird

zunachst alé&\ndantegespielt. Eirfortissimobzw. ein pianissimavird alsmezzofortgeulbt.

Ubungen, abgeleitet aus ProblemenDie immerwahrende Bereitschaft, spontan
zusatzliche elementare Studien jeglicher Areinzufliigen, die einen entsprechenden
musikalischen oder technischen Pifbzirdern. In jedem Werk liegen eine Fille von

Maoglichkeiten.
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Unsere Erfahrung
Anlasslich des X Jubilaum Internationales Kammermus ik Festivales — Wettheverbs fir

Jugend We play music with friends
(ECMTA — Treffen; Tallinn, 4.05.2012)

Ich freue mich Uber die Mdglichkeit direkt heutefteeten, denn in Lettland in diese
Tage wird Wiederherstellung der Unabhangigkeit igefeEs ist merkwirdig in Hinsicht auch
der musikalischen Bildung — wir sind nicht mehrAdahangig von Zentralisierung und sind frei
in Auswahl.

....Und so entdeckten wir einen anderen, bessemg, Rleren Spitze wir anstreben
wollen. Die ist Kammermusik. Vor 10 Jahren wurdé attland ein internationales Kinder- und
Jugend-Festival-Wettbevekllve Play Music With Friendgegrindet. In den ersten Jahren, als
meine Schule Gxeps MediS Rigaer 1. Musikschule) noch keine so groRRartigarnke hatte,
fanden Festivals jedes Mal in einer anderen schéhanstadt in Lettland statt.

Die Struktur des Verlaufs unseres Festivals-Wetésbs ist relativ einfach. Das ist ein
Fest des Kammermusizierens an drei aufeinandeeridign Tagen am Ende eines Schuljahres,
in der schénen Fliederzeit. Am ersten Tag — Ankuleft Teilnehmer und Proben; am Abend
Eréffnungskonzert, in dem Mitglieder der Jury uritiBgogen musizieren (traditionsgemal in
einer Kirche); am zweiten Tag — der Wettbewerb;Admnd — Party; am dritten Tag — Treffen
der Padagogen mit der Jury (Meinungen, EmpfehlunBemwertungen, Gedankenaustausch),
danach Konzert im Botanischen Garten, am Abend rzEx der Preistrager und Vergabe der
Preise.

Im Laufe dieser Jahre wurde auch die Satzung geéraadanglich gab es nur 2 Werke
aus verschiedenen Epochen und Charakter und Ensemhlrden nur in 3 Altersgruppen
unterteilt. Derzeit gibt es 3 Gruppen nach Besajzder Ensembles (Duos mit Klavier, Trio



und grol3ere klassische Besetzungen mit Klavieradiiionelle Besetzungen mit Klavier und
ohne). Es gibt 5 Alterskategorien (6 bis 21 Jal)e lan Repertoire — drei Werke: Ein Werk
muss groRe Form haben, anderes — frei gewahlt)y eat — obligatorisches Werk eines
zeitgenossischen lettischen Komponisten.

Die Zahl der Teilnehmer tbersteigt nicht 150 Musi{@5-50 Ensembles). Geografisch
gesehen nehmen Kammerensembles der MusikschulenLettind, Litauen, Estland,
Finnland, Polen, manchmal auch aus Russland ted. JOry ist international besetzt. Die
Vorsitzende der Jury wahrend dieser 10 Jahrer&t Professorin Gunta Sge Leiterin des
Lehrstuhls fur Kammermusik der Lettlands Musikakagevon dzeps \tols; Mitglieder der
Jury: Herr Prof. Evan Rothstein, vertritt ECMTA,0Rrssoren aus Litauen, Estland, Finnland
und einige Jahre auch aus Russland. Im Wettbewertten 25 Punkte vergeben. Man bewertet
das Zusammenspiel der Ensembles, Prazision desntdgte, Intonation, das technische
Niveau, kunstlerische Darbietung und Bihnenkultur.

Dieses Jahr ist ein Jubilaumsjahr — wir treffen beseits zum zehnten Mal. Heute,
rickblickend auf all diese Jahre, ist ein MomemhAdachdenken und Restimieren gekommen:
Was sind unsere gemeinsame Erwerbe flr unserengéglLehrer, Eltern und das Publikum?
Jetzt ist die Zeit, zu erfahren, womit wir uns \@rderen Festivals dieser Art unterscheiden.

Unsere Erwerbe verflechten sich und schaffen eigergrtiges Netzvielseitiger
Beziehungen, Erganzungen und Bereicherungen.

1. Professionelle Erwerbe

* Es wird eine aktiv_musizierende Umwelt geschafiarder sowohl Schiiler als auch
Lehrer Schulter an Schulter musizieren: in den Koten des Festivals, in den
Meisterklassen, im Wettbewerb. Das Interesse hgermummen, einander zu zu
horen, sowie anderen Ensembles und Lehrer. In deundschaftlichen
Zusammenarbeit, die die Grundlage des Kammermusiseausmacht, sind alle
Niveaus vereint.

* Dank der Erfolg, Popularitat und internationale étesz diesem Festival -
Wettbewerb, eine Reihe von Musikschulen in Lettlafim&hlich beginnen, um ein
Lehrfach "KammerensembBl¢als Wahlfach) auch in 1.-9.Klasse, einzufiihren;

* Fortschrittliche und zukunftsorientierte Schulleiseichen nach Mdglichkeiten den
Lehrern — Kinder-Kammermusik-Enthusiasten diesend&uvon Budget zu zahlen
(es ist immer noch nicht Uberall so);

* Vielleicht — inspiriert gerade von unserem FestivaWWettbewerb Modell, wird in
Lettland Marupe and Daugavpil§ noch 2 neue Youth Chamber Music Festivals
gegrundet;




Hier kommt das padagogische Meisterturm der Lelwen Vorschein: ,Spreu von
Weizen trennen®, in dem man nach einem passendeérnachwertigen Repertoire
sucht.

Die Lehrer lernen von ihren Schilern und Kollegenan findet besondere
methodische Handgriffe in der Aneignung der Grugdfades Kammermusizierens.
Nach Wettbewerben tauschen wir oft Noten mit Kalegon anderen Schulen und
anderen Landern; die sind die unmittelbarste Byevdiir die Bereicherung des
Repertoires fur die Zukunft.

Am Festival und Wettbewerb nehmen auch Kammerengemii untraditioneller
Besetzung teil, fir deren ist es schwer origindkrke zu finden. Dann machen die
Lehrer selbst Bearbeitungen, indem sie sich neuggkeiten aneignen.

2. Musikalische Erwerbe

Wir haben viel neue Musik kennengelernt, die aufgtef3en Biihne praktisch nicht
gespielt wird. Das ist wie_eine parallele Walie in Bezug auf die musikalische
Qualitat ist nicht weniger inhaltsreich und wertvdWir lernen auch Komponisten
kennen, deren Namen uns bisher fremd waren.

Das Festival ist ein Ort, wo wir auch das Repegtonler _gegenwartigen
Kammermusik der anderer Ladnder zu Ohr bekommen sgdagiell fir Kinder und
Jugendliche komponiert wurde.

Dank der eingefuihrten Regel, ein obligatorischegclStgegenwartigen lettischen
Komponisten zu spielen, sind auch unsere junge Kuomsgen aktiv geworden.
Dieses Jahr unsere Zusammenarbeit mit dem Kompeonestband Lettlands ist mit
20 Neuwerken fur Kinder- und Jugendkammerensendeé&sont wurden, die vom
Verlag Musica Balticaherausgegeben wurden. Am 24. Marz in Riga fandhiere
dieser Musik in der Kinder-Performance. Als un&uld zu ECMTA, ich wirde
gerne diese zwanzig Heften Gbergeben.

3. Menschliche Erwerbe

Man kann sagen, es ist uns gelungen, eine eigeespnbere musizierende
Gesellschaft zu erschaffen; es ist uns gelungerht mur engere Kontakte mit
Kollegen in Lettland und im Ausland zu knlUpfen, dem auch eine echte
briiderliche Verbundenheit und herzliche, ungeniereaindschaftsbande.

Wir haben mutiger geworden, auf der Suche nachm®&degen und Mdglichkeiten;
unsere Initiative ist frei gelést und das Selbstagienerhoht.



» Verhéltnis Lehrer zu Schilern und unter der Scinideibst haben eine neue Qualitat
erreicht: dort herrscht ein anderer Geist — freighd, gesunde Beziehungen, mit
Liebe, ohne Rivalitat und Eifersucht; wir sind eiclh wie Geschwistern geworden.

* Und dank dies allem beziehen sich auch die Elte&mnSthler, (Verwandtschatft,
Freunde, Bekannte) mit mehr Engagements in dasvikestn, wie auch in die
alltagliche Lernarbeit.

Im Laufe dieser Jahre gab es auch manche Zweiéezws.
* Ob man den Wettbewerb jedes Jahr organisieren soll

* Ob das nicht eine zu hohe Forderung ist, im Ensanditbewerb auch eine
grol3e Form und ein obligatorisches Stlick zum Repereinzufligen, denn
Kammerensemble in unseren Musikschulen nur ein Abffach ist.

* Ob Sieger des vergangenes Jahres erneut in dens&ltersgruppe auftreten
darfen.

* Wir haben uns geeinigt, dass Duos getrennt vonsTuoad grof3eren
Ensembles bewertet werden.

Ob und wie weit unser Festival sich von ahnlicheravistaltungen in anderen Orten
unterscheidet — das ist fur uns selbst vielleiatiwer zu bewerten. Lehrerin Frau Daiva
Stulgyte aus Kaunas sagte: ,Im ihren Wettbewerbrsbht eine besondere Fest- und
Freundschaftsatmosphéare, wo jeder Teilnehmer delmaufgenommen wird, und man gute
Bedingungen fur Proben und Auftritte, als auch Waieft und Verpflegung sicherstellt”.

Und wann wir anschlieend in die Klassenrdume #keloren, wo uns Kinder mit
leuchtenden Augen erwarten — gibt es so viel, warilir uns unterhalten und woran wir uns
erinnern konnen. Als Folge schmieden Kinder neuinélund wollen sofort neue Musik
einstudieren. Und die ist Dimension unseres wal@kitk, dass wir solche Freunde haben,
mit denen man gemeinsam musizieren kann.

(Translated by Elmira Christensen)



AMMUNITION

http://ecmta.eu/

http://www.ensemble-magazin.de/

www.staccato-verlag.de

www.hedmusic.netun arf www.cellifamily.com

www.Imic.lv

http://www.baltaisfligelis.lv/muzika/meistarklases/

www.Kkorporacija.lv

http://www.muzikosidejos.It/

http://www.incorpore.com.ee/IN CORPORE ENG/HOME.htm

http://www.dvariono.lt/index.php?option=com contview=article&id=83&Itemid=29

http://www.kaunassonorum.kaunas.lt/article/en/nmariu/home

http://www.musicabaltica.com/lv/katalogs/?zanrs=233

http://www.mic.lt/en/classical/info/185

http://etd.ohiolink.edu/send-pdf.cgil/ANDERSON%20MNNA.pdf?ucin1085758063

http://www.music.indiana.edu/precollege/summenmdsitindex.shtml

http://music.indiana.edu/precollege/year-roundigsiindex.shtml

http://www.estonianmusic.com/index.php?page=35&grad=62

http://www.k1mm.kaunas.lm.lt/muzikosmokykla/Reng@iiRenginiai.html




