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MUZEJS SABIEDRIBAI: GABROVAS NACIONALA
IZGLITIBAS MUZEJA PIEREDZE

Museum for society: experience of National Museum of Education in Gabrovo

Rita Burceva
Rézeknes Tehnologiju akadémija, e-pasts: Rita.Burceva@ru.lv

Maija Karagjozova (Mas Kapazvo3osa)
Nacionalais izglitibas muzejs, Gabrova / Museum of Education, Gabrovo
e-mail: nmopr@abv.bg

Dasa Nedkova (Jawma Heokosa)
Nacionalais izglitibas muzejs, Gabrova / Museum of Education, Gabrovo
e-mail: nmopr@abv.bg

Abstract. The direct didactic interpretation of the educational activity of museums has exhausted itself,
therefore these cultural institutions should turn to more current methods of promotion of material and non-material
heritage along with the tradition forms of activity. The purpose of the research is to establish and analyse the
possibilities of museums in terms of public education, making use of the modern technologies. Methods: theoretical
literature analysis, collaborative field research, case analysis.

The National Museum of Education of Bulgaria in Gabrovo is famous for its artefacts, which characterise
the historical development of education in Bulgaria since the 9" century. Therefore this museum is unique in
Europe. As a result of the digitization of the museum’s collection it can offer extensive information opportunities
and tools to the visitors and users of the museum. According to the legislative changes of 2016, the functions of the
National Museum of Education are also expanded, and it becomes a special link of support in the education system
of Bulgaria, developing the Centre for Study Visualisation. An innovative element of the museum’s activity is the
professional development and dissemination of study visualisation for the purpose of enriching the choice of
teaching aids (education films, multimedia presentations, tables and schemes, exhibitions) for use in the study
process at general education establishments. The development of such planned, coordinated, state financed and
corresponding to the demand study visualisations is an example of good practice of the contribution of the National
Museum of Education in public education and it creates bases for adopting the positive experience in other
countries.

Keywords: contributing of museum in public education, experience, National museum of Education in
Gabrovo, society.

levads

Muzeja vesturiskas veidoSanas un attistibas gaita ir konceptuali mainijusies gan izpratne
par to ka kultiras iestadi, gan arT pati muzeju pastavéSanas filosofija. Ja muzeju idejas
veidoSanas pirmsakumos to apmekl€jums bija iesp&jams tikai atsevisSkiem, TpaSi izredz€tiem
interesentiem, sabiedribas elitei, tad ar laiku tie kluva publiski pieejamaki un nostiprinajas to
kultiirizglitojo$a nozime. Muzejos esosie autentiskie priekSmeti un citas véstures liecibas veido
savdabigu un nozimigu kulttiras komponentu, bez kura nav iedomajama sabiedribas vispargjas
kulttras pilnveide. Miisdienu muzeji sevi poziciong€ ka vertibizglitibas instrumentu un vienlaikus
ar1 vidi cilvéka personibas attistibai. Kultorologs A. Kravcenko uzsver, ka, pateicoties rupigajai
un sist€miskajai priekSmetu atlases, uzglabasanas un eksponésanas praksei, muzejs biitu jauztver
ka kulturvides etalons (KpaBuenko, 2003: 163). Tomér kultiirvides radiSana un uzturé$ana 1pasas
iestades pati par sevi v€l nenozimé tuliteju sabiedribas izglitoSanos, un $aja zina ir svarigi prast
darit zinamu muzeja potencialu, izmantojot komunikaciju ka pedagogisku lidzekli.

Muzejpedagogija ir zinatnes nozare, kas “p€ta muzeja komunikacijas formas un lidzeklus
kultiras pieredzes nodoSanai un uztverSanai muzeja vid€é no pedagogijas viedokla.
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Muzejpedagogijas petijumu priekSmets saistits ar muzeja izglitojosas un audzinosas iedarbibas
satura, formu un metozu problematiku.” (KpscreBa, 2003: 196). Savukart muzejpedagogs ir
“persona, kas profesionali nodarbojas ar izglitoSanas un audzinasanas darbu muzeja”. (Kpbcresa,
2003: 191).

Kulturas ka sociala fenomena pamata ir dabaszinatniskais un kultlirve@sturiskais
mantojums, kas pastav artefaktu, tradiciju, notikumu, dabas vertibu, ritualu savstarp&ja saistiba.
Katra atseviska muzeja esosa specifiska priekSmetu kolekcija nosaka ta vestijuma saturisko bazi,
tacu komunikacijas kvalitati, kas iesp€jama, izmantojot So artefaktu kopumu, determing ari citu
resursu (finanSu un tehniskie, personala profesionala kvalifikacija, iestades vadibas vizija par
prioritat€tm un vértibu izpratne) kapacitate. Aizvien vairak muzeju sava darba ievie$ novitates,
kas saistas ar IKT (informacijas un komunikacijas tehnologiju) izmantojumu, jo ta lauj muzeja
kolekcijas izmantot ne tikai klatieng, bet arT attalinati un atkartoti, pastiprinot $ada sabiedribas,
bet 1pasi — skolu jaunatnes, izglitoSanas veida nozimi ilgtermina.

Petijuma mérkis ir noskaidrot, raksturot un analiz&t specializ€ta nacionala muzeja iesp&jas
sabiedribas izglitoSanas joma, izmantojot misdienigas tehnologijas. Metodes: teorétiskas
literatiiras analize, lidzdaligs lauka pétjjums, gadijuma (Nacionalais Izglitibas muzejs Gabrova
(Bulgarijas Republika)) analize.

Muzejs sabiedribas izglitoSana: teoretiskie aspekti

Kulturas mantojuma un ieprieks$gjo paaudzu dzives pieredzes un vertibu saglabasana ir
liela atbildiba, ko uznemas muzeji, un lielakajos no tiem ir specialas darbnicas un laboratorijas,
kur var notikt pilnvertiga muzeja prieckSmetu konservacija un restauracija, izmantojot miusdienu
zinatnes sasniegumus un modernakas tehnologijas. Tomér butiskaka muzeju funkcija ir darit
zinamas un pieejamas Sis vertibas sabiedribai. Muzeju izglitojosas darbibas tieSs didaktisks
trakt€jums ir sevi izsmélis un novecojis, tade] §m kultiiras iestadém japieverSas misdienigakam
formam un metodeém savu funkciju veik$ana, domajot par pastavéSanas ilgtsp&ju un maksimalu
devumu sabiedribai. Teoretiskas literatiiras analizes rezultata iesp&jams formulét vairakus
problémjautajumus, kas saistas ar muzeju iespg&jam ietekméet sabiedribas atsevisko individu
izpratni aksiologiska konteksta un bagatinat vinu personisko pieredzi.

Dazkart muzeju ekspozicijas redzamajam kolekcijam ir fragmentars, eklektisks raksturs,
un tas ne vienmer sp€j radit vispusigu izpratni par apkopoto priekSmetu dzilaku kultirveésturisko
jégu, ka ar1 saikném un ietekmi citas jomas. Netiek apstridéts muzeja izglitojoSais potencials,
tacu muzeologu profesionalaja vidé nav vienota viedokla par to, kada veida muzeji biitu jaatzist
par optimalo variantu — specializ€tie vai starpnozaru. Jebkura gadijuma muzejam ir javeic divas
pamatfunkcijas: saglabasana / dokumentéSana un lidzdaliba sabiedribas sociokultiiras procesos.
Par saméra novecojuSu tiek uzskatits muzeju dalijjums p€c Cetram specializacijam (makslas,
vestures, dabaszinatnu un tehniskie), ka tas minéts, pieméram, S. Nedkova pétijumos (Henkos,
1998: 15). Muzeji meédz bit ne tikai Sauri specializ&ti, bet ari starpdisciplinari vai regionali
orient€ti, un centieni saglabat vietgjo kulturvésturisko mantojumu ir arpus galvaspilsétas esoso
muzeju tipiska iezime. Muzeju daudzSkautnaino darbibu raksturo “starppersonu, starppaaudzu un
starpetniskas komunikacijas vide” (Kpscresa, 2001: 99). ST atzina ir batiska, planojot muzeja
aktivitates sabiedribas izglitoSanas joma.

Muzeja autentiskais priekSmets nonak péc riipigas izvertéSanas, un nakamais uzdevums ir
ta zinatniska izp€te, reprezentativas informacijas ieguve un klasifikacija. TieSi informacijas
patiesums ir viens no muzeja darbibas kvalitates kriterijiem, kas nav savienojams ar parak brivu,
nepamatotu un pat diletantisku faktu interpretaciju (t.s. “muzeja priekSmeta stastu”) saskarsme ar
apmekletajiem. Ilgtermina tas var trauc€t muzeja giitos iespaidus, emocionalo iesaisti un
informaciju uztvert ka pilnvertigu un jégpilnu mizizglitibas vai ikdienas macisanas dalu.

Pedgjas desmitgades dazadu profilu muzejos aktualiz&jusies tendence klasiskas
ekspozicijas papildinat ar atraktivitates elementiem. Telpiskais noform&ums un priekSmetu
mérktiecigs izvietojums, pardomats skanu fons un specials apgaismojums palidz atklat izstazu
koncepciju un eksponatu semantiku. Izglittba muzeja ietver sevi artefaktu eksponé€Sanu un
10
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interpretaciju visdazadakajos veidos, specialas izglitibas programmas, seminarus un citas
aktivitates muzeja telpas un arpus tam, informacijas un uzzinu pakalpojumus, ka ari citas
darbibas un kontaktus ar mérkauditoriju plasa amplitida no individualas saskarsmes lidz
sadarbibai ar masu medijiem. (bopucosa, 2008: 92).

Aktualizgjot jeédzienu “nacionalais muzejs”, vairaki bulgaru zinatnieki nonak pie vienotas
izpratnes defin€juma:

1)  muzejs — zinatniskais centrs kada noteikta profila;

2)  muzejs, kas veic administrativas un zinatniski metodiskas vadibas funkciju attieciba

pret lidziga profila iestadém vai filialem;

3)  muzejs, kas veic administrativas un zinatniski metodiskas vadibas funkciju attieciba

pret dazada profila iestazu apvienibam un to filialem. (KpscreBa, 2003: 201,
[Tpoxomnog, 2006: 134).

Masdienigi organizéts darbs muzeja nozimé paredzet un radit vidi, kura apmekletaji var
izpaust savu radoSumu, demonstrét esoSo pieredzi un uzkrat jaunu. No muzeja tiek gaidita
daudzveidiba un pasvirzitas pé€tniecibas iesp€ja, interesantas situacijas, kas rosina zinatkari,
iesp&ja redzet savas darbibas rezultatus, seviski stradajot ar bernu auditoriju (Kpsctesa, 2016:
151). Tradicionali izmantojamie panémieni apmekl&taju izglitojosas, ieklaujosas un radosas
darbibas veicinasanai ir refleksijas jeb atsauksmes veidoSana, jaunu jédzienu un to skaidrojumu
apguve un izmantojums runa, vesela un dalu identific€Sana un atrasana objekta, salidzinaSana,
spéles, viktorina, sacensibas. Inovativie un aktivak ievieSamie panémieni ir radosas, lomu spéles
un teatralizacija (arT ar pargérbsanos), lidzpardzivojuma un lidzdalibas efekta radiSana (ipasi
darba ar bérnu mérkauditoriju), nestandarta radoSie uzdevumi un jautajumi, praktiska darboSanas
ar materialiem kultirvides konteksta, konstruéSanas uzdevumi un modelu veidoSana (Burceva,
2012: 145).

Muzeja un skolas sadarbiba liclakoties pastav ka muzeja palidziba skolotdajam, kas
organiz€jama dazados veidos: macibu vides maina, lai uzturétu bérnu interesi, piemé&roti apstakli
veéstures, geografijas, socialo zinibu, vizualas makslas, audzinataja stundu vadiSanai, iesp&ja
apskatit un praktiski lietot autentiskus priekSmetus, speciali sagatavots emocionalais fons
zinasanu, izpratnes un attiecksmju apguves procesa. Bitiska nozime ir apmekl€taju iespgjai
uztvert piedavato informaciju, izmantojot dazadus kanalus: redzi, dzirdi, tausti. “Muzeja
apmeklejumu personiski emocionalaku padara ta atbilstiba ekspektacijam (ko esmu planojis un
velgjies iegiit, redzet, saprast, uzzinat un vai es to sasniedzu?), kas ikvienam cilvékam ir
individualas, un piedavajuma novitate, kas ari katram bis vertejama atkariba no jau esoSo
zinaSanu bazes, vispargjas erudicijas, izzinas vai hedoniskajam interesem un iepriek$&jas
pieredzes. Saja zina apmeklétaja viedoklis var biit pilnigi individuals un var atkirties no citu
cilvéku vertejuma, kas biis sanémusi identisku tiirisma produktu.” (Burceva, 2015: 19).

Misdienu komunikaciju tehnologijas rada un nostiprina muzeju fondu ,,paralelizacijas
tendenci” (Kpscrera, 2003: 232), tadgjadi nodrosinot tiem piekluvi, bet vienlaikus rada ari
jaunas problémas, piemé&ram, saistiba ar autortiesibam. Pastavot iespgjai saglabat muzeja
priekSmetus uz cita nes€ja, dodot pilnigu ta aprakstu, iesp&ams apmierinat interesentu
vajadzibas péc specifiskas informacijas un veicinat kultiiras mantojuma, ka visparcilvéciskas
vértibas pieejamibu. Saja zina mérktiecigas un efektivas biitu atsevisku muzeja fondu vai to dalu
tematiski vienotas un uz autentisku priekSmetu izmantojumu sava vEstljuma orientétas
vizualizacijas, ko skolotdjs varétu integrét macibu procesa ka pamatsaturu vai papildus
izmantojamu informacijas avotu skoléniem dazadu t€ému apguve.

Modernas tendences muzeju komunikacijas attistiba pasaulé saistas ar1 ar socialo mediju
izmantojumu muzejpedagogija, izglitibas programmu parveidi un adaptaciju, izmantojot IKT,
mobilo aplikaciju lietoSanu utt. (Christidou, 2014: 1).
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Gabrovas Nacionala Izglitibas muzeja pieredze

Tendenci, kas apliecina muzeju tuvinasanos sabiedribai, uzskatami ilustré Bulgarijas
Nacionala Izglitibas muzeja darbiba, kas apvieno sevi gan jau tradicionalas un parbauditas
formas, gan tadas, kas ir jaunas un mérktiecigi attistamas.

Nacionalais Izglitibas muzejs ienem noteiktu niSu Bulgarijas sociokultiiras telpa: tas
darbojas Bulgarijas Izglitibas un zinatnes ministrijas paklautiba un faktiski ir nozimigs $1 profila
zinatniskas pétniecibas centrs valstt. Vienlaikus tas ir vienigais Nacionalais muzejs starp lidziga
profila kultiiras iestadém Bulgarija. Muzeja ekspozicija ievérojama ar to, ka te atrodas artefakti,
kas raksturo izglitibas attistibu un vesturi Bulgarija kop$§ IX gadsimta, Iidz ar to Sis muzejs
uzskatams par unikalu visa Eiropa.

Analizgjot reglament&josos dokumentus, var konstatet, ka Izglitibas muzejs péc savas
tematikas uzskatams par specializ€to, bet p&€c aptvertas teritorijas — par nacionalo. Muzeja
statuss, mérkis, uzdevumi, struktiira un darbibas nosacijumi nostiprinati Bulgarijas Republikas
Izglitibas un zinatnes ministrijas 2012. gada izdotajos noteikumos. Lidztekus citam muzejiem
raksturigam funkcijam, tam ir delegéts uzdevums uzturét bulgaru skolu un citu izglitibas iestazu
publisko datubazi. (IlpaBunHuK 3a ycTpoiicTBoTO M nAelHocTTa Ha Harmonanen Mmyseil Ha
obpazoBanuero — rp. ['abposo, 2012: 1-3).

Lémumu izveidot $adu muzeju pienema Bulgarijas valdiba 1973. gada, un tas tika izvietots
pirmas bulgaru nacionalas skolas (Vasila Aprilova gimnazijas) €ka, ko ari zinama méra var
uzskatit par likumsakaribu. Kops§ 1979. gada pati €ka pasludinata par kultiiras pieminekli. Paslaik
§T skola un muzejs apdzivo vienu &ku, veidojot unikalu kompleksu, kas aptver gan v@sturi, gan
misdienas (muzejs un prestizaka Gabrovas izglitibas iestade — Valsts Vasila Aprilova
gimnazija).

Sakotn&jas muzeja izveides idejas autors ir zinatnieks un sabiedriskais darbinieks profesors
Ivans Sismanovs. Jau 1905. gada Sofija tika atklats Skolu muzejs, ko veidoja tris nodalas:
vestures (lai uzglabatu ar izglitibas attistibu saistitos dokumentus), miisdienu (macibu gramatu
un paliglidzeklu kolekcija) un pedagogiskas literatiiras nodala. Dala $o savakto materialu
atrodama tagad€ja Nacionala Izglitibas muzeja fondos. Fondu saturs un miisdienu sabiedribas
realijas nosaka muzeja ka kulturas iestades iestades misiju: ,kultiiras mantojuma, kas saistits ar
Bulgarijas izglitibas attistibu, vakSana, izp€te, eksponéSana un popularizéSana” (Kaparro3osa
M., 2004: 1). Muzeja fondos glabaSana esosas 60000 dazado autentisko priekSmetu vienibas ir
biitisks kolekcijas pilniguma raditajs. Muzeja IpaSuma ir vertigi Gabrovas skolu biblioteku
izdevumi, bulgaru nacionalas skolas attistibas atbalstitaja un sabiedriaka darbinieka Vasila
Aprilova personiga bibliotéka, ko veido 223 vienibas, no tam daudzas ir bibliografiskie retumi.
Vecaka gramata ir 1551. gada izdota Homéra ,,Odiseja”. Muzeja krajuma ir vértiga dazadu
macibu priekSmetu gramatu kolekcija no bulgaru Atmodas laikiem (XVII-XIX gs.) lidz
misdienam, izglitibu reglament&joso dokumentu originali, skolu karogi un zimogi, dokumentu
par izglitibas iestades absolvéSanu (apliecibu un diplomu) paraugi, skolénu formas terpi utt.
Specializétaja muzeja biblioteka ir vairak neka 30000 izdevumu pedagogiskas, vésturiskas,
uzzinu literatiiras, retas un unikalas gramatas un enciklopédijas. (Tuxosa, 2016: 8).

Ekspoziciju zalé un fondos atrodas dazadi tehniskie macibu Iidzekli, ko skolotaji
izmantojusi sava darba galvenokart dabaszinibas XX gs. un v&l agrak. Apmeklétaju interesi
raisa, pieméram, telarijs (skat. 1. att.) — ierice, ar ko demonstré Zemes un Méness, un rinko$anu
ap Sauli. Gan 81, gan citas ierices joprojam ir laba tehniska stavokli.

Skolotaji sanem metodisko palidzibu un ieteikumus muzeja ekspozicijas un arhiva fondos
esoSo materialu izmantoSanai macibu procesa.
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1. artels. Ierice debess kermenu demonstrésanai. Foto: E. Mihovs.,

Atskirtba no Latvija ierastds prakses par vienu no muzeja darbibas efektivitates
nozimigakajiem raditajiem uzskatit apmekletaju skaita pieaugumu, $ada mehaniska interesentu
daudzuma dinamika Nacionalaja Izglitibas muzeja Bulgarija nav aktuala (skat. 1. tabulu).

1.tabula
Muzeja apmeklétaju skaita dinamika

Gads Apmekletaju skaits Novadito nodarbibu skaits

2010 7708 275 (9 no tam — sves$valodas)
2011 9385 555 (7 no tam — sve§valodas)
2012 7494 321 (23 no tam — sve$valodas)
2013 7908 317 (22 no tam — sve$valodas)
2014 10515 328 (13 no tam — svesvalodas)
2015 8285 319 (9 no tam — svesvalodas)

2016. gada pirmaja pusgada par 1200 personam ir palielindjies apmekl€taju skaits, un kopa
muzeju ir apmekl&jusi 9500 cilveki (no tiem 8000 — skoléni) (Kaparso3zosa, 2016: 8). Muzeja
regulari tiek analiz€tas apmakl&taju velmes un gitie iespaidi, vinu priekslikumi un iesp&jamie
uzlabojumi tiek apspriesti dazados Iimenos, sekojot teorijas un prakses novitateém muzeju darba
Bulgarija un Eiropa. Darba standartu uzlaboSanas noltika tiek analiz&tas apmekl&taju atsauksmes
par redz€to un piedzivoto. Lai gan ir sanemts identisks ttrisma produkts, apmekletaju viedokli
un iespaids par muzeju var but atskirigi, jo cilvékiem ir individuala pieredze noteiktos
jautajumos, atSkirigas ekspektacijas un iepriek$€ja informacija par konkréto muzeju un ta
ekspoziciju.

Bulgarijas Nacionala izglitibas muzeja potencials ir veiksmigi izmantojams komunikacija
ar dazadu vecumu, socialo statusu, intereSu mérkauditoriju. Pakapeniski ieviestas un realiz&tas
dazadas radosas darbicas, hobiju un iepriek§ nezinamu jautajumu izpétes nodarbibas. Muzeja
centieni ir versti arT uz piedavajuma pilnveidi cilvékiem ar specialam vajadzibam.

Kopiespaidu par Nacionalo Izglitibas muzeju pastiprina atrasanas vienota eku kompleksa
ar Vasila Aprilova gimnaziju un §Ts izglitibas iestades vizuala profila izmantojums muzeja logo
un cita simbolikd (zZimoga, muzeja izdotaja literatiira u.tml.). Dazadam mérkauditorijam
(skoléniem, studentiem, bérniem, picauguSo ekskursantu grupam, noteiktu nozaru specialistiem,
arzemniekiem) paredzetas atSkirigas informacijas un muzeja artefaktu interpretacijas formas,
t.sk., lietojot IKT.

Bulgarija vesturiski pirmais organiz&tas maciSanas veids bija ta saucamas “celles skolas”,
kad garidznieka vai amata meistara vadiba zelli apguva lasiSanas pamatus un rakstitprasmi.
Viena no muzeja telpam atveidota $ada “celles skola”, tacu tas loma nav statiska. Neparveidojot
interjeru, te tiek vaditas dazadas darbnicas: baltas un sarkanas dzijas lellites pavasara svétkos
1. marta (“maptenunuka”), traucini un citi prieckSmeti no zavétam kukuriizas lapam (skat. 2. att.)
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u.tml. No vienas puses, $ada veida tiek popularizétas nacionalas tradicijas un amatu prasmes, no
otras puses — apmekl€taji iesaistas praktiska darbiba, paplasinot savu personisko kulttiras dzives
pieredzi.

2. attéls. Radosa darbnica muzeja. Foto: E. Mihovs.

VElama un planota ir sabiedribas iesaistiSanas muzeja ikdiena: V. Aprilova gimnazijas
skolénu prakses un brivpratigais darbs, sadarbiba ar sievieSu labdaribas organizaciju “Mates
ripes” (HpyxectBo ,,Maitunna rpwka”), labdaribas tirdzini Ziemassvétkos, aktiva islaicigo
izstazu veidosana, kad savas unikalas kolekcijas apskatei piedava Gabrovas vietgjie iedzivotaji,
gadskartu un bulgaru tautai vesturiski nozimigi svétki un pasakumi muzeja, muzejpedagogiskas
programmas dazadam skolénu vecuma grupam (Hamumonanen myseit Ha oOpa3oBanuero, 2016),
ipasi sertifikati autentisko priekSmetu davinatajiem un ieraksti “Zelta gramata”, regularas
tikSanas ar zurnalistiem, lai inform@tu sabiedribu par svarigiem pasakumiem un aicinatu
apmeklet muzeju.

Bulgarijas Nacionalais izglitibas muzejs nav pasmérkigi orientéts uz kolekciju
papildinasanu, bet gan, nemot véra nakotnes viziju, darbibu koncentré uz jaunas kultiirizglitibas
vides veidoSanu. Muzejs stimulé sadarbibu ar pedagogiem, piedavajot izglitibas saturu un
ievieSot interesantas darba formas ar bérniem, skoléniem un studentiem. Par 1pasi rezultativu var
uzskatit sadarbibu ar iestadém, kur uzturas bez vecaku apgadibas palikusie bérni. Vairaku gadu
laika aprobétas un aktivi izmantotas programmas So bérnu adaptacijai socialaja vide.

Nacionala Izglitibas muzeja darbinieki katru gadu piedalas zinatniski praktiskas
konferencés un pieredzes apmainas sesijas, informgjot par jaunindjumiem un paplasinot savu
profesionalo kompetenci. Nostiprinajusies ari prakse veidot publikacijas specializétos
periodiskajos izdevumos, uzzinu krajumos, katalogos un celvezos par dazadiem tematiem.

Muzejs ir nodibingjis lietiSkus kontaktus ar Iidzigam iestadém arzemés — Polija, Ungarija,
Francija, Griekija, Tanzanija un citas valstis. Tada veida ir iesp&ja noslégt ligumus par
starptautisku sadarbibu, specializ€tas informacijas apmainu, lidzdalibu starptautiskas iniciativas.

Muzeja novitates tiek atspogulotas socialajos tiklos dazadas domubiedru grupas. Visi
materiali, kas muzeja raditi, gatavojot pasakumus, planojot ekspozicijas un izstades, tiek uzkrati
1pasa zinatniskaja arhiva.

Muzeja krajuma digitalizacijas rezultata iesp&jams piedavat plasakas informativas iesp&jas
un rikus muzeja apmeklétajiem un lietotajiem. Nacionala Izglitibas muzeja darbibu
reglament&joSajos dokumentos ir paredz&ts, ka tas izstrada un izplata multimediju produktus, kas
tematiski ir saistiti ar nacionalo kultiras mantojumu, veicina ar izglitibas attistibu un atsevisku
skolu vesturi saistitus petijjumus, palidz bagatinat izglitibas iestazu muzeju fondus ar jauniem
autentiskiem priekSmetiem, atbalsta izglitibas tradiciju saglabaSanu un stiprinaSanu bulgaru
skolas arzemés (IlpaBumHUK 3a YCTpPOHMCTBOTO M JAeWHOCTTa Ha HammonameH wyseil Ha
obpazoBanuero — rp. ['abposo, 2012: 1-3).

Sakara ar jauna “Pirmsskolas un skolas izglitibas likuma” staSanos speka 2016. gada
1. augusta paplasinas ar1 Nacionala izglitibas muzeja funkcijas — tas kliist par specialu atbalsta
14
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posmu Bulgarijas izglitibas sistéma, veidojot Macibu vizualizaciju centru. Jaunakais elements
muzeja darbiba biis macibu vizualizaciju profesionala veidoSana un izplatiSana ar mérki
paplasinat macibu paliglidzeklu klastu (izglitojosSas filmas, multimediju prezentacijas, tabulas un
shémas, izstades) izmantoSanai visparejas izglitibas iestad€s. Planotas vairakas atSkirigas macibu
paliglidzeklu formas: vesela macibu stunda par kadu konkrétu tematu, stundas fragments vai
tikai paliglidzeklis jaunas, vél nezinamas informacijas noskaidro$anai. Sadu filmu veido3anas
pieredze muzeja jau ir, tacu $aja gadijuma, veidojot specializ&tu centru, javeic izmainas muzeja
nolikuma, paredzot paplasinat darbinieku skaitu un sadalot pienakumus (scenarists,
muzejpedagogs, videorezisors, fotografs u.tml.).

Secinajumi

Veicot teorétiskas literatliras analizi, saistot nozimigakas atzinas ar tieSiem noveérojumiem
lauka pétijuma, apkopojot muzeja darbinieku praktisko pieredzi, var formulét vairakus bitiskus
aspektus, kas lauj veértet Nacionala Izglitibas muzeja lomu un devumu sabiedribas izglitosana:
muzeja komunikacijas kvalitate, ka informacijas patiesuma garants, atraktivitates elementi un
izglitibas vides mainas iesp&jas piedavajuma, muzeja, ka metodiska centra nozime ta
funkcionalitate.

Inovativs elements muzeja darbiba ir macibu vizualizaciju profesionala veidoSana un
izplatiSana ar mérki bagatinat izglitibas paliglidzeklu klastu (izglitojoSas filmas, multimediju
prezentacijas, tabulas un shémas, izstades) izmantoSanai macibu procesa vispargjas izglitibas
iestades. Sada planveidiga, koordinéta, valsts finanséta un pieprasijumam atbilstosa macibu
vizualizaciju veidoSana ir labas prakses piemérs Nacionala izglitibas muzeja devumam
sabiedribas izglitoSana un rada pamatu pozitivas pieredzes parnemsanai citas valstis.

Summary

Preservation of the cultural heritage and life experience and values of previous generations is the
responsibility undertaken by museums, nevertheless, the most essential function of these institutions is to inform the
public and make the content of the authentic items stored in the archive collections available to the public. The
direct didactic interpretation of the educational activity of museums has exhausted itself, therefore these cultural
institutions should turn to more current methods of promotion of material and non-material heritage along with the
tradition forms of activity. The purpose of the research is to establish and analyse the possibilities of museums in
terms of public education, making use of the modern technologies. Methods: theoretical literature analysis,
collaborative field research, case analysis.

The National Museum of Education of Bulgaria in Gabrovo is famous for its artefacts, which characterise the
historical development of education in Bulgaria since the 9" century. Therefore this museum is unique in Europe.
As a result of the digitization of the museum’s collection it can offer extensive information opportunities and tools
to the visitors and users of the museum. The museum regularly analyses the visitors’ wishes and gained impressions,
the potential improvements are discussed at various levels, following the novelties of theory and practice of museum
work in Bulgaria and Europe. The visitors’ feedback is analysed for the purpose of improving the standards of work.
Although an identical tourism product is received, the visitors’ opinions and impressions about the museum can
differ, because people have individual experience in particular matters, different expectations and previous
information about the particular museum and its exposition. The general impression about the National Museum of
Education is strengthened by its location in the joint complex of buildings with the Vasil Aprilov Grammar School
and the use of the visual profile of this education establishment in the museum’s logo and other symbols (stamp,
literature published by the museum, etc.). There are different forms of interpretation for the museum’s artefacts and
information, including by the use of ICT, provided to various target audiences (pupils, students, children, adult
tourist groups, specialists of particular sectors, foreigners). Public involvement in the daily life of the museum is
welcomed and planned: training placement and voluntary work of the students of V. Aprilov Grammar School,
collaboration with the women’s charity organisation, development of temporary exhibitions, when their unique
collections are presented by the local citizens of Gabrovo, annual and historically significant celebrations and events
for the people of Bulgaria in the museum, special certificates to the donors of authentic items and entries in the
“Gold Book™, regular meetings with journalists in order to inform the public about important events and invitations
to visit the museum. The novelties of the museum are reflected in various interest groups of the social networking
sites. All materials created by the museum, preparing events, planning expositions and exhibitions, are kept in the
special scientific archive.
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According to the legislative changes of 2016, the functions of the National Museum of Education are also

expanded, and it becomes a special link of support in the education system of Bulgaria, developing the Centre for
Study Visualisation. An innovative element of the museum’s activity is the professional development and
dissemination of study visualisation for the purpose of enriching the choice of teaching aids (education films,
multimedia presentations, tables and schemes, exhibitions) for use in the study process at general education
establishments. The development of such planned, coordinated, state financed and corresponding to the demand
study visualisations is an example of good practice of the contribution of the National Museum of Education in
public education and it creates bases for adopting the positive experience in other countries.

10.
11.
12.
13.

14.

15.
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Abstract. The objective of the research is to describe the popularisation experience of documentary heritage
at the department of the particular archive in Bulgaria, emphasizing the specific aspects of this practice in order to
formulate recommendations for similar activities in Latvia. The methods used in the research: analysis of some
individual aspects of popularisation of the documentary heritage based on the normative enactments governing the
activity of archives in Bulgaria, case analysis. Popularisation of documents is the body of communication events,
which are used to cover a wide circle of persons and institutions. It is directly connected to the social, political,
cultural life in the country and region and it is aimed at the reflection of upbringing, educating, cultural, and
science matters. Each department of the archive plans and implements the popularisation events of the documentary
heritage separately from one another or in cooperation with museums, creative associations, scientific institutions
and education establishments, other governmental and public institutions, the mass media, etc. They are initiated in
order to introduce or remind the public of any significant events, processes, persons. There are varied forms of
exhibition offerings: mobile and stationary, permanent and temporary, taking place in the premises of the archive
and in the specifically adopted environment outside of it (in other institutions or outdoors), including in the
electronic form. The archive of Gabrovo has substantial experience of work with the student group excursions from
the city and the nearby neighbourhood, which require special preparation and ability to communicate with the
youth, using understandable and acceptable to them materials and visual aids. Main conclusions: Despite being
dully planned, in most cases under the situation of limited resources the popularisation events of the documentary
heritage are based on the personal initiative, experience in building contacts and the ability to find some
possibilities for improvement of this work through purposeful customer-oriented communication of the employees of
the Archive of Gabrovo. It is important to use the personal connections and unforeseen events creatively in the work
with the current and potential creators. In the public space the Archive Department of Gabrovo positions itself as an
open institution that is ready to cooperate with all organisations and individuals interested for comprehensive and
quality satisfaction of all public needs at all levels.

Keywords: archival resources, cooperation, popularisation of documentary heritage.

levads

Arhivu materialu jeb dokumentara mantojuma popularizéSana ir viena no galvenajam
arhiva darbibas formam. Dokumentu pieejamiba (tieSa un attalinata) un to daudzveidiga
izmantoSana nodroSina arhivu saikni ar sabiedribu, paplaSinot priekSstatu par uzkrato
dokumentaro mantojumu un arhiva darba nozimi.

Sabiedribai demokratizgjoties, paplasinas dokumentu izmantoSanas iesp€jas dazadiem
mérkiem, un arhiviem S$aja zina ir izvirziti savi uzdevumi. Pirmkart — palielinat sabiedribas
izpratni un veicinat inform&tibu par arhiva ka institlicijas nozimi un funkcijam. Otrkart —
sagatavot pieejama veida arhiva dokumentus, t.sk. digitaliz€jot, un informaciju par tiem atbilstosi
sabiedribas interes€m. Arhivu un tajos uzkrato dokumentu popularizacija tiek veikta, organiz€jot
informativos pasakumus un komunikacijas aktivitates, un to mérkauditorija ir ka privatpersonas,
ta ar1 sabiedriskas, valsts un paSvaldibu institiicijas. Arhivos uzkrato dokumentu popularizacijas
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pasakumi ir tieSi saistiti ar noris€m socialaja, kulttras, politiskaja dzive, vienlaikus tiek domats
par audzinaSanas, izglitibas, zinatnes, kultiiras un citiem jautajumiem.

Pétijuma merkis ir raksturot dokumentara mantojuma popularizacijas pieredzi viena
atseviska valsts arhiva nodala Bulgarija, akcent&jot Sis arzemju vestures liecibu saglabaSanas
institucijas prakses specifiskos aspektus.

Petijuma izmantotas metodes: Bulgarijas Republikas arhivu darbibu reglament&josas
normativas bazes atsevisSku aspektu (dokumentara mantojuma popularizacijas joma) analize, kas
atklaj vispar&jo iestades funkcionalitati, un monografiska metode, kas aptver ne tikai pétama
objekta apsekosanu, bet ar1 paradibas raditaju detalizé€Sanu.

Pétijuma objekta un normativas bazes raksturojums

Bulgarijas Republikas Valsts agentiira “Arhivi” (turpmak teksta — VAA) ir iestade, kas
realizé valsts politiku vesturiski nozimigu arhiva dokumentu vakSanas, uzglabasanas,
sistematizacijas un izmantoSanas joma. 2007. gada pienemtaja likuma par Nacionalo arhiva
fondu (‘“Sakon 3a Harwonannus apxuBeH (oun”) definéts iestades tagadjo nosaukumu
“JIepkaBHa areHIus ,,ApxuBu““‘un statusu. VAA galvenas funkcijas: nacionala arhiva fonda
veidoSana un uzturéSana, operativa funkcionala, administrativa, personalvadibas, ka arl
dokumentu meklesanas, vaksanas, saglabasanas un izmantosanas metodiska atbalsta vadiba un
kontrole visas arhiva regionalajas struktiirvienibas un nodalas. Veicot savas funkcijas, VAA
balstas uz likumibas, pieejamibas, atklatibas, atbildibas, sadarbibas un profesionalitates
principiem. (3akon 3a Harmonanuus apxusen ¢oua, 2007: 1-3).

Par Bulgarijas valsts arhivu sist€mas veido$anas pirmsakumu var uzskatit Nacionalas
padomes 1951. gada 10. oktobrT izdoto dekrétu Nr. 515, ar ko likuma nostiprinata Bulgarijas
Tautas Republikas valsts arhiva esamiba. Taja noteikti biitiskakie centraliz€tas arhivu sist€mas
darbibas principi un attiecibas starp So iestadi un dazadu valsts un pasvaldibu, ka ari privato
uznémumu arhiviem, noteikta kartiba, kada izskata dokumentu uzglabasanas terminus.
Pamatojoties uz So dekrétu, tika izveidota Arhivu parvalde valsts IekSlietu ministrijas ietvaros.

1952. gada tika izveidots Centralais Valsts v&stures arhivs, Bulgarijas Tautas Republikas
Centralais valsts arhivs un regionalie valsts arhivi 12 apgabalu centros. P&c administrativi
teritorialas reformas 1959.-1963. g. Bulgarija pavisam kopa tika izveidoti 15 valsts regionalie
arhivi. Laika perioda no 1961. lidz 1992. gadam regionalie arhivi darbojas tiesa
pasvaldibu/tautas padomju parraudziba. 1974. gada tikai izveidots treSais — Centralais Valsts
tehniskais arhivs. (http://www.archives.government.bg/).

Arhivu materialus uzglabajosa iestade vairakkart mainijusi savu nosaukumu un paklautibu:
1961. gada ta pargaja Kultiras un izglitibas ministrijas parraudziba, péc tam — Informacijas un
sakaru ministrijas Makslas un kultiiras komitejas vadiba, ve€lak arhivu darbibu koordingja
Ministru padome (kop$ 1976. gada iestades nosaukums bija “Galvena arhivu parvalde”).

Atskiriba no Latvijas Valsts arhiva, kura darbibu parrauga LR Kultiiras ministrija,
Bulgarija paslaik arhivi nav paklauti nevienai ministrijai un darbojas saskapa ar Ministru
padomes (MunucTepckus ChbBeT) pienemtajiem noteikumiem.

Bulgarijas Republika ir izveidotas 6 regionalas arhiva direkcijas (Montana, Sofija, Veliko
Trnovo, Varna, Plovdiva, Burgasa), kuru paklautiba darbojas 4-5 nodalas lielakajas regionu
pilsétas, kas vienlaikus ir arT administrativo apgabalu centri. Katru regionalo direkciju vada un
publiskaja telpa parstav tas direktors, kas organize, koordin€ un kontrolé arhiva nodalu darbu
visos virzienos: dokumentara mantojuma apzinasana, komplektéSana, registréSana, saglabasana,
aprakstiSana, izp€te, pieejamibas nodroSinasana un izmantoSana. Savukart par nodalu darbibas
planoSanu un rezultatiem atbildigi to vaditaji.

Veliko Trnovas regionalas direkcijas paklautiba ir arhiva nodalas $adas pilsétas: Razgrada,
Veliko Trnova, Gabrova, Silistra, Ruse.

Dokumentara mantojuma popularizacijas aktivitates plano un isteno katra arhiva nodala
atseviSki vai sadarbiba ar muzejiem, radoSajam apvienibam, zinatniskajam institlicijam un
macibu iestadém, citam valsts un publiskajam iestadém, masu medijiem utt. Pasakumi tiek
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iniciéti, lai iepazistinatu vai atgadinatu sabiedribai par nozimigiem objektiem, procesiem,
personam, ka art saistot pagatnes un tagadnes notikumus.

Likums par Nacionalo arhiva fondu (sk. 90. punktu) paredz, ka arhiva apmekl&tajam ir
tiesibas un iesp&ja iegiit sava riciba ne tikai faktologisko informaciju, ko satur konkr&tais
dokuments, bet ar1 ta kopiju vai attélu uz dazadiem nes¢jiem.

Interneta iesp€ju izmantoSana bitiski atvieglo un uzlabo komunikaciju ar visdazadako
Itmenu mérkauditoriju. Tadel Bulgarija arhivu darbs tiek orientéts uz to, lai optimizétu
administrativos pakalpojumus iedzivotajiem, nodroSinatu valdibas un biznesa informacijas
pieejamibu un izmantoSanas iesp€jas iedzivotajiem. Paral€li tradicionalajiem arhivu resursu
reklamas pasakumiem pastavigi tiek aktualizéts agentiras majas lapas saturs, novitate ir
aktivitates socialajos tiklos u.c. Tafu vienlaikus nozimiga loma ir arT tradicionalajai
izdevéjdarbibai (dokumentu kolekciju publikacijas papira formata, uzzinu literatiira, periodika
u.tml.), ka arT dokumentaro liecibu ekspon&sanai izstades.

Dokumentara mantojuma popularizacija VAA Gabrovas nodala

Gabrova valsts arhivs izveidots 1959. gada, tatu administrativi teritorialo reformu un
arhiva iek$gjo strukturalo parveidojumu rezultata kops 2010. gada tas pastav ka VAA Veliko
Trnovas regionalas direkcijas nodala. Iedzivotaju apkalposana tick nodroSinata lasitavas telpas,
kur vienlaikus netrauceti var stradat 8-10 apmeklétaji. Ir pieejams ar1 bibliotekas fonds (1587
vienibas), kas aptver specialo literatiiru tadas nozares ka vesture, arhivnieciba; interesentiem te ir
pieejamas enciklop&dijas, vardnicas, uzzinu izdevumi, celvezi, dokumentu krajumi, katalogi,
periodiskie izdevumi. Tacu bitiskakais resurss, kas tiek piedavats sabiedribai, ir uzkratie
dokumenti (ka autentiski, ta ar1 kopéti vai digitalizéti). To publiskas izmantoSanas iesp&jas
apkopotas un vizualiz&tas 1. attela. Piedavatais daltjums ir visai nosacits, jo atseviskos gadijumos
arhiva resursu izmantoS$ana vienlaikus sasniedz vairakus mérkus (pieméram, arhiva sagatavotas
dokumentu publikacijas izmanto v&stures pé&tnieki, savukart ekskursija var tikt apvienota ar
izglitojoSu nodarbibu u.tml.).

Sociali tiesisko pieprasijumu apmierinasana un izzinu sagatavosana jau vesturiski ir bijusi
arhiva darbibas pamatfunkcija. ST darba intensitati nosaka iedzivotaju pieprasijums un personiska
iniciativa. Pasu iedzivotaju interese un aktivitate determin€ ar1 arhiva dokumentu izmantoSanu
novadpétnieciskos un dzimtas véstures veidosanas noliikos. Sajos gadijumos darbibu iniciators ir
pats apmekl&tajs.

Savukart arhivs izrada iniciativu citas situacijas, populariz€jot dokumentaro mantojumu.
Laika un darbietilpigs process ir dokumentu publikaciju sagatavoSana atbilstoSi pienemtajiem
standartiem. IzglitojoSa nozime ir arhiva ekspertu veidotajam publikacijam vietéja prese
periodiskajos izdevumos vai citos masu medijos, piem&ram, saistiba ar izcilu novadnieku
jubilejam vai atceres dienam, pagatnes notikumiem. Specialas publikacijas tiek sagatavotas, lai
informétu sabiedribu par jaunizveidotajiem fondiem arhiva kratuvés un stiprinatu saikni ar
esoSajiem un potencialajiem fondraZiem, kuru riciba esoSie unikalie dokumenti varétu nonakt
arhiva krajuma un klut pieejami plasakai sabiedribai. Tomeér jasecina, ka dokumentara
mantojuma popularizacijas pasakumi ierobezotu resursu situacija, lai ar1 tiek savlaicigi planoti,
liela dala gadijumu balstas uz Gabrovas arhiva darbinieku personigo iniciativu, pieredzi kontaktu
veidoSana un sp&ju mérktieciga klientorienteéta komunikacija atrast iesp€jas §1 darba uzlaboSanai.
Katru gadu davinato dokumentu kopumu daudzums arhiva glabatavas palielinas, un tie tiek
pievienoti jau esoSajiem fondiem, atseviskos gadijumos péc ekspertizes un izveért€juma veidojot
jaunus. Ipatn&ja paradiba ir t.s. “daléjie fondi”, kad materialu daudzums nav pietickams jauna
fonda veidosanai, tos nevar pievienot citiem fondiem, tacu, nemot véra to arhivisko vértibu, tie
tiek ieklauti speciala registra un ir publiski pieejami, izmantojot dokumentara mantojuma
elektronisko datu bazi.

19



V STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,,MAKSLA UN MUZIKA KULTORAS DISKURSA”

sociali tiesiskie
pieprasijumi

novadpgétnieciba

individualo
apmekletaju
iniciativa

dokumentu
publikacijas

masu mediji arhiva resursi

ekspongsana
izstades

informativie
pasakumi

atverto durvju
dienas

prezentacijas

izglitojoSas
nodarbibas

1. attéls. Arhiva resursu izmantoSanas iespéjas

Aktivakie novadpétnieki, kas regulari izmanto arhiva resursus, un fondrazi, kas davina
arhivam vertigus dokumentus, tiek godinati TpaSos pasakumos. 2016. gada $adi tika suminats
Veselins Dimitrovs, aizrautigs novadpétnieks, kas péc darba gaitu beigam atrodas pelnita atpiita
un ir pieversies sabiedriskajai darbibai. Vins ik svétdienu publisko savus pé€tniecibas cela giitos
atklajumus par véstures aktualitatém avizé “100 Bectu” (“100 Zinas”).

VAA Gabrovas nodalas veidoto izstazu piedavajuma formas ir daudzveidigas: mobilas un
stacionaras, pastavigas un pagaidu, arhiva telpas un pielagota vid€ arpus tam (citas iestades vai
ara), t.sk. ar1 elektroniska formata. Vairakas izstades ir organizetas, izmantojot gan arhiva, gan
Gabrovas pilsétas bibliotekas, gan muzeja esosSos fondus.

Nozimiga pieredze darba ar sabiedribu dokumentara mantojuma popularizacijas konteksta
Gabrovas arhiva ir pils€tas un tuv€jas apkartnes skolénu grupu ekskursijas apvienojuma ar
izglitojosam nodarbibam, kas prasa specialu sagatavoSanos un arhiva darbinieku spé&ju
komunicgt ar jaunieSiem, izmantojot viniem saprotamus un piepemamus materialos un vizualos
lidzeklus. Lai inform&tu pedagogus par iesp&ju apmeklét arhivu, ir aktivizéta sadarbiba ar
apgabala izglitibas parvaldi (inspektoratu). Skolas izv€las arhiva apmekléjuma laiku un pazino
skolénu skaitu. Arhiva ekspertu pieredze rada, ka popularitati guvuSas Sadas tematiskas
ekskursijas: “Virtuala pastaiga pa Gabrovu” un “Aprila sacelSanas 140. gadadiena”. Gada laika
VAA Gabrovas nodalu $ada veida ir apmeklgjusi 400 skoléni. Bé€rnu un jaunieSu interesi izraisa
viss neparastais, un arhiva eksperti labprat demonstré darbu ar sabiedriski nozimigiem,
unikaliem dokumentiem un fotonegativiem, uzvelkot rokas baltus cimdus, stastot par rakstibas
izmainam veéstures gaita un izmantota papira veidiem, ka ar1 dokumentu restauracijas iesp&jam.
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Diskusijam paredzetais laiks nereti parsniedz planoto, un tas liecina par b&rmu un jaunieSu
motivaciju iepazit arhivu darba specifiku.

Secinajumi

Dokumentara mantojuma popularizacijas pasakumi ierobezotu resursu situacija, lai art tiek
savlaicigi planoti, liela dala gadijumu balstas uz Gabrovas arhiva darbinieku personigo
iniciativu, pieredzi kontaktu veido$ana un sp&ju mérktieciga klientorientéta komunikacija atrast
iesp€jas ST darba uzlabosanai.

Biitiska ir personisko sakaru un nejausu gadijumu radoSa izmantoSana darba ar esoSajiem
un potencialajiem fondraziem, lai paplasinatu dokumentu pieejamibu.

Gabrovas publiskaja telpa arhiva nodala sevi pozicioné ka atvértu iestadi, kas gatava
sadarboties ar ieinteres€tajam organizacijam un personam dazados Itmenos pilnvertigai un
kvalitativai sabiedribas vajadzibu apmierinaSanai.

Summary

The objective of the research is to describe the popularisation experience of documentary heritage at the
department of the particular archive in Bulgaria, emphasizing the specific aspects of this practice in order to
formulate recommendations for similar activities in Latvia. The methods used in the research: analysis of some
individual aspects of popularisation of the documentary heritage based on the normative enactments governing the
activity of archives in Bulgaria, case analysis.

The State Agency “Archives” (SAA) of the Republic of Bulgaria is the institution that implements the
national policy for collection, storage, systematisation and use of the historically significant archive documents. The
Law on the State Archive Records adopted in 2007 defined the present name “/I»p>xaBHa areHuus ,,ApxuBu““ and
status. Unlike the State Archives of Latvia, which are under the supervision of the Ministry of Culture of the
Republic of Latvia, Bulgarian archives are not under the supervision of any ministry and they operate according to
the regulations adopted by the Cabinet of Ministers (Munucrepckust csBet). Popularisation of documents is the
body of communication events, which are used to cover a wide circle of persons and institutions. It is directly
connected to the social, political, cultural life in the country and region and it is aimed at the reflection of
upbringing, educating, cultural, and science matters. The documents stored by the archive are permitted to be used
in the premises of the search-room, receiving a copy of the document by mail or a saved text or picture reproduction
on a different information carrier, it is allowed to obtain information through the use of traditional and digital media,
and in the exhibitions, motion pictures, radio and television broadcasts, etc. Each department of the archive plans
and implements the popularisation events of the documentary heritage separately from one another or in cooperation
with museums, creative associations, scientific institutions and education establishments, other governmental and
public institutions, the mass media, etc. They are initiated in order to introduce or remind the public of any
significant events, processes, persons. There are varied forms of exhibition offerings: mobile and stationary,
permanent and temporary, taking place in the premises of the archive and in the specifically adopted environment
outside of it (in other institutions or outdoors), including in the electronic form. The archive of Gabrovo has
substantial experience of work with the student group excursions from the city and the nearby neighbourhood,
which require special preparation and ability to communicate with the youth, using understandable and acceptable to
them materials and visual aids. Especially much attention in the Archive of Gabrovo is paid to the current and
potential creators, who possess some unique documents that can come to the collection of the archive and become
available to the wider public. Every year the number of these documents continues to grow, and they are added to
the existing collections, in some individual cases following examinations by a body of experts, some new collections
are created. One peculiarity is the so called “partial accessions”, when the quantity of materials is insufficient to
create a new collection, they also cannot be added to other collections, but considering their archival value, they are
included in a special register and are publicly accessible, using the electronic database of the documentary heritage.

Main conclusions: Despite being dully planned, in most cases under the situation of limited resources the
popularisation events of the documentary heritage are based on the personal initiative, experience in building
contacts and the ability to find some possibilities for improvement of this work through purposeful customer-
oriented communication of the employees of the Archive of Gabrovo. It is important to use the personal connections
and unforeseen events creatively in the work with the current and potential creators. In the public space the Archive
Department of Gabrovo positions itself as an open institution that is ready to cooperate with all organisations and
individuals interested for comprehensive and quality satisfaction of all public needs at all levels.

21



22

V STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTORAS DISKURSA”
Literatiira un avoti

Hwvpocasen apxue — Iabposo. (2016). Retrieved: 04.07.2016. http://www.archives.government.bg/.

3axon 3a Hayuonanuwua apxugen ¢ono (06H. JIB, O6p. 57 ot 13 romm 2007 r., mm. [B, 6p. 101 or
28 nexemBpu 2010 ., mm. [IB, Op. 38 or 18 mait 2012 1., w3m. B, Op. 15 ot 18 despyapu 2013 r.).
Retrieved: 20.07.2016. http://www.archives.government.bg/uploaded_files/ZNAF-2.pdf.

Hapeoba 3a peda 3a nonssane na odoxymenmume om Hayuonannus apxusen ¢ono. (2009). Retrieved:
20.07.2016. http://lwww.archives.government.bg/uploaded_files/naredba2.pdf.

Ipasunnuk 3a peda u opeanHu3ayusmMa HA U3NON36AHEMO HA APXUGHU OOKYMenmu 6 [[vpoicasna azeHyus
,Apxueu”. (yrBppa. cve 3am. Ne 48/ 24.03.2015r., momban. cbe 3am. Ne 99/25.06.2015r.). Retrieved:
23.08.2016. http://www.archives.government.bg/uploaded_files/Pravilnik_izpolzvane_final ALL_26 06
_2015.pdf.


http://www.archives.government.bg/
http://www.archives.government.bg/uploaded_files/ZNAF-2.pdf
http://www.archives.government.bg/uploaded_files/naredba2.pdf
http://www.archives.government.bg/uploaded_files/Pravilnik_izpolzvane_final_ALL_26_06%20_2015.pdf
http://www.archives.government.bg/uploaded_files/Pravilnik_izpolzvane_final_ALL_26_06%20_2015.pdf

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

FOTOGRAFIJAS KA TAUTAS MUZICESANAS TRADICIJAS
REPREZENTETAJAS

Photographic images as representation of the folk music tradition

Iveta Dukalska
Rézeknes Tehnologiju akadémija, Muzizglitibas centrs, e-pasts: ivetadukalska@inbox.lv

Abstract. The present study analyses the documents obtained in a field study - photos from the family albums
of the informants, representing the folk music making tradition in the period between 1920s —1960s. These photos as
one of the types of communication known in culture, provides information on both the part of the local culture and
the global culture in a certain time period. While researching the photos it is important to understand how truthfully
the photographer has documented the events and the persons involved, what message regarding the tradition the
particular photo carries.

The folk music-making tradition is represented in most cases by images taken at a wedding, but also
individual photos from family albums can provide the following data: 1) usage of musical instruments and the
instrumentarium of the musical groups; 2) provides some indication of the musicians’ social prestige, as the
musicians are always present on the photos. A special oral message is provided by the family aloum photos when
these are combined with the interviews of field research, providing information of the family’s social situation,
individual information about each musician, the importance of folk music-making traditions in the local community,
along with the information about the photographer himself.

The present study analyses folk music-making tradition in the cultural environment of Latvia’s countryside in
1920s — 1960s, based on the photos from the author’s personal archive and information about them.

Keywords: ethnographic photograph, traditional music, musician groups, countryside cultural environment.

levads

Ikvienai sabiedribai ir savs nematerialas kultiiras jeb tradicionalas kultiras mantojums, kas
tiek nodots nakamajam paaudzém ka saglabatais senais, nemainigais mantojums vai tradicijas
balstitais jaunraditais kultiiras mantojums. Tradicionala kultiras mantojuma nodoSana
nakamajam paaudzém ir daudzveidiga: pirmkart, ta ir kadas tradicijas praktiska nodoSana,
otrkart, tradicija tiek saglabata to dokumentgjot, arhivéjot un, piemérota bridi, atjaunojot tas
dzivotsp&ju sabiedriba. DokumentéSana 21. gadsimta visbiezak izpauZas audio un video interviju
veida vai process tiek fiksets fotografijas, tacu petot kadas loti senas tradicijas (vismaz pirms 50
vai 100 gadiem eksistéjosa tradicija), fotografija var klust par nozimigu pé&tniecibas avotu.
Fotografija ir sabiedribas dzives neatpemama sastavdala, makslas veids un zinatniskas izpétes
objekts, kas pastav atseviski no rakstita un mutvardu teksta vai ar1 papildina Sos tekstus.

Tautas muzic€Sanas tradiciju, ka sabiedribas kultiiras izpausmes dalu, ir iesp&jams pétit
gan dokument€jot mutvardu tekstus un praktisko muzicé€Sanu, gan izmantojot fotografiju ka
izpetes avotu. Fotografijas ir viens no komunikacijas veidiem, kas nodod véstijumu nakamajam
paaudzém lokalas un globalas kultiiras konteksta.

Tautas muzic€Sanas tradiciju visbiezak reprezenté kazas uznemtas fotografijas, tacu ari
atseviskas fotografijas no gimenes albiimiem sniedz $adas zinas: 1) par mizikas instrumentu
lietojumu un instrumentarija sastavu muzikantu grupas un 2) norada uz muzikanta prestizu
sabiedriba, jo fotografijas muzikanti vienmer ir klatesos$i un izvietojusies, parsvara, fotografijas
centra. Gimenes albumu fotografijas 1paSu mutvardu veéstijumu nodod kopa ar lauka petijumos
iegitajam intervijam, kas sniedz zipas par gimenes socialo stavokli, individuali par katru
muzikantu, tautas muzic€Sanas tradicijas nozimi vietgja kopiena, ka art sniedz informaciju par
pasu fotografu.

Petijuma tiek apskatitas zinatniskas teorijas un literatiira, kas sniedz izpratni par
etnografiskas fotografijas izmantoSanas iesp&jam pétnieciba. Pamatojoties uz zinatniskajam
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atzinam, tiek atklata sabiedribas dzives un 1pasi tautas muzic€Sanas tradicijas petniecibas iespgja
caur fotografiju un analiz€ta tautas muzic€Sanas tradicija Latvijas lauku kultiirvide 20. gs. 20.-
60. g. Petijuma tiek izmantotas autores personiga arhiva fotografijas, kas iegiitas lauka p&tijumos
un informacija par tam.

Fotografija ka atsevisSks zinatniskas izpétes objekts

Petijuma tiek analizétas 6 fotografijas, kas iegiitas petijuma lauka pé€tijumos dazadas
Latvijas vietas no gimenu albiimiem laika posma 2003.-2016. g.: Deks$nu gimenes albums
(Rézekne, 2013), Valerijas Solzemnieces albums (Murmastiene, 2003), Erika Burvja albums
(Rujiena, 2016) un Andra Meistera albums (Idus, 2016). P&tjjumam izmantotas fotografijas ir
izvEletas apzinati, lai biitu iesp§jams reprezentet tautas muzic€Sanas tradiciju attiecigos laika
posmos. Lauka pétijumos fotografijas tiek iegiitas lidzvertigi intervijam, jo katra maja ir gimenes
albumi, kas tiek izmantoti ilustréjot un papildinot stastito dzivesstastu vai stastu par kadu
notikumu, ta¢u saméra reti fotografija tiek izmantota ka atsevisks zinatniskas izp&tes objekts.

Vards fotografija (no grieku phos, gen. photos, gaisma, graphein, rakstit) nozimé attélu
iegiiSana ar gaismas palidzibu (LatvieSu konversacijas vardnica, 2000: 9044).

Latvija nav pétita etnografiska fotografija ka patstavigs izpetes objekts, maz ir zinatniskos
noliikos pétits arT dokumentalais foto, [idz ar to ir griiti nodalit abu fotografijas veidu atskiribas
un nozimibu attieciba pret kadu citu izp&tes objektu, Ipasi tradicijas izpéeti.

2013. gada notikusas zinatniskas konferences ,,Dokumentala fotografija misdienas:
transformacijas, diskusijas un prognozes” mérkis bija rosinat diskusiju par misdienu
dokumentalas fotografijas attistibas transformacijam, tendencém, un nakotnes attistibas
prognozém, pieveérsoties gan fotografijas nozares profesionalajiem aspektiem, gan diskut&jot
fotografijas mediju teor€tiskos jautdjumus, jo izmainas ieskaruSas ne tikai dokumentalas
fotografijas apriti, pieejamibu, arhivaciju, ekspon€Sanu un kolekcion&Sanu, bet ari dzili
transformé&jusas dokumentalas fotografijas butibu institucionala konteksta, skarot fotoagentiiru,
galeriju un muzeju darbibu (Stakle, 2013). No konferences materialiem var secinat, ka griti ir
noteikt to situaciju, kad etnografiska fotografija klust ari dokumentala un otradi, jo abas ir
vienlidz nozimigas zinatniskaja izp&te (ar1 tradicijas izpete).

Savukart, 2014. gada ir iznacis foto albums ,Folkloras vakSanas vé&sture fotografijas”
(sastaditajs Aigars Lielbardis), kur albuma ieklauti 223 foto uznémumi par folkloras vakSanas
procesu laika posma no 1925. gada lidz 1992. gadam un albums reprezent€ ievérojamus teicgjus,
folkloras vacgjus, pierakstitajus un ieskanotajus, ka ari sniedz zinas par folkloras pierakstiSanas
vietam Latvija min&taja laika posma. Ka norada albiima sastaditajs, Emilis Melnfailis bija
Latvija pirmais, kas teicgju fotografijas pievienoja savaktajam materialam (1899. gada,
pierakstot ebreju dziedatas dziesmas Kedainos Lietuva). LatvieSu Folkloras kratuvé registréto
fotografiju un zim&umu skaits sniedzas pari 1000 vienibam (Folkloras vakSanas vésture
fotografijas, 2014: 10).

Foto albums ir vért§jams ka dokumentala foto albums, tacu, neizslédzot iesp&ju, ka
dokumentalais foto atseviSkos gadijumos klist etnografisks un reprezenté kadu no tradicijam.
Pieméram, $aja gadijuma — tradiciju, ka tiek vakta folklora.

Vesturniece Jekaterina Tolmaceva (Exarepmna TonmaueBa) uzskata, ka misdienas nav
precizi noteiktas etnografiskas fotografijas, ka avota un kultiiras fiksacijas 1pasa veida
pétniecibas robezas, priekSmets un objekts, lietoSanas iesp€jas un zinatniskais potencials. Nav
skaidri definéti kritériji, kas etnografisko fotografiju atSkir no cita veida fotografijam dazadas
zinatnes nozar€s (Tonmauesa, 2011: 3).

Antropologs Dzonatans S. Marions (Jonathan S. Marion) uzskata, ka fotografija ir ka
etnografiska pase, kas vienlaikus klast par socialo pasi, kultiiras pasi vai ari pétamo attelu.
Fotografijas ir ka kultiiras pases izpratng, fotografs atvieglo piekluvi socialam véstijumam, bet
pati fotografija nodroSina kultiras ierakstu un ta izpratni. Fotografija satur vestijjumu par
nozimigiem notikumiem, personam, to estétiku, vérttbam un standartiem (Marion, 2010: 26).

Fotografija satur ne tikai kulttiras, bet ari socialo véstijumu. Sociologs Pjérs Burdjé (Pierre
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Bourdieu) 20.gs. 60. gados izteica domu, ka kopiga fotograféSanas nostiprina radnieciga
kolektiva savienibu. Savukart tieSi kazu fotografijas P. Burdjé nosauc par sociogrammam, kas
norada uz kontaktiem, socialo ietekmi un prestizu (Bourdieu, 1990: 19).

Gimenes albumu fotografijas, 1pasSi kazu fotografijas, sniedz nozimigu veéstijjumu par
gimeni vai pat dzimtu. Tiesi kazu fotografijas bija jabut visiem klateso$ajiem viesiem un noteikti
ar1 kazu muzikantiem, kas fotografija parasti ir tieSi vidii pie notikuma galvenajam personam —
ligavas un ligavaina. Kazas nes ari socialu véstijumu par gimenes, dzimtas turigumu un prestizZu.
Fotografs un teorctikis Stefans Sors (Stephan Shore) uzskata, ka fotografija ir analiz&jama no
diviem aspektiem: 1) fotografija ir fizisks objekts, izdrukats materials, kas ir statisks un
nekustigs, kuram varam noteikt vizualo kvalitati un atbilstosi krasam aprakstoSo informaciju,
2) fotografijas attels ir ka iltzija uz pasauli, kas rodas cilvéka galva, to vérojot un veidojot
asociacijas (Shore, 2010: 5). P&tot gimenes foto albumu vai atsevisku fotografiju, p&tnieks
vispirms redz fizisku objektu, kas sniedz pirmreiz&ju vizualo informaciju: fotografijas izmers,
izdrukata materiala specifika, kvalitate un noformeéjums. P&c fotografijas vizualas informacijas
var apméram noteikt tas izgatavoSanas gadu, ja pé@tnieks padzilinati ir ieguvis papildus
informaciju par kada laika posma fotograféSanas tradicijam (tehniku, materialiem u.c.).
Piem@ram, 20. gs. 20.-40. gados atseviski fotografi noform&ja fotografijas malas ar latviesu
rakstu zimém. Ja uz fotografiju skatas ka atte€lu, tad pétnieks nolasa to informaciju, ko izveido
asociacijas un piep@émumi. Piemé&ram, attéla ir redzami pieaugusie un vairaki bérni, kur pirma
asociacija — gimené bija daudz bérnu, kas realaja dzivé ne vienmer apstiprinatos.

Makslas kritikis DZons Bergers (John Berger) uzskata, ka skatoties uz kadu bildi, rodas
prieksstati, pec kuriem v&lamies izklastit savu skatfjumu un attieksmi, tacu vienmér ir atSkiriba
starp to, ko més redzam un to, ko més zinam. To, ko m&s zinam, un tas, kam ticam spgj ietekmét
to, ka mes skatamies uz lietam mums apkart. Ikkatram no mums ir savs redz&ums un més dazadi
skatamies uz dazadam lietam, ko parasti ietekmée pieredze un zinaSanas (Ashley la Grange, 2005:
9). Pétijuma lauka pétijumos iegist dazadas dokumentalas lietas, ka primara parasti ir intervija
vai dzivesstasta intervija, tacu vienmé&r ka dokumentala lieciba ir arT fotografija. Biezi vien
fotografiju pavada atsevisks stasts tieSi par fotografiju, ka materialu priekSmetu (kur un ka
fotografets, kas bijis fotografs u.c.) un stasts par fotografiju, ka attelu (fiks€tais notikums,
cilveki, laikmets u.c.). TieSie stasti par cilvekiem ir svarigakie p€tniekam, jo tiek atklats So
personu socialais stavoklis attieciba pret kopienu, un ari gimenes attiecibas, ka ari tiek iegts
subjektivs vertejums no stastitaja puses.

Filozofs Rolans Barts (Roland Barthes) uzskata, ka ,,tas, ka skatitajs atpazist fotografijas
rokrakstu, ir atkarigs no vipa zinasanam par fotografijas valodu, ko var saistit ar cilvéka
ieprieksgjo pieredzi” (Barthes, 1961: 207).

Fotografija un fotografi Latvijas mazpilsétas

Par fotografijas attistibu Latvija Konversacijas vardnica ir sniegta Sada informacija:
,,1880. gads tiek uzskatitas par fotografijas attistibas sakumu Latvija, kad slapjo plasu® perioda
fotografija iecelo no Vacijas. Pirmie arodfotografi ir R. Borhards, K. Sulcs, L. Virzikovskis u.c.
Pirmo latvie$u fotografisko darbnicu Riga atver A. Saulitis. Provinci apkalpo Sulcs, atvérdams
fotodarbnicas visas Baltijas pilsétas. Ta ka fotografa darbs vél ciesi saistits ar tumsSo telpu, tad
laukus apbrauka pasa laboratorija uz riteniem. 1902. gada nodibinas M. Buclera foto piederumu
veikals, ap ko pulcgjas latviesu fotografi un amatieri” (LatvieSu konversacijas vardnica, 2000:
9047, 9048).

Lauku mazpilsétas tiek atvertas fotodarbnicas un fotografi izbrauc ari uz pagastiem un
turigako iedzivotaju majam péc aicindjuma. Pieme&ram, Rijiena 20. gs. 20.-30. gados populari ir

1, (...) Slapjas plates saista ar fotografu ar tum3o laboratoriju, kadel celojumos griiti lietojamas. 1871. gada anglu
arsts Medoks atrod sausas plates, kas nozimé veselu revoliiciju fotografijas attistiba” (LatvieSu konversacijas
vardnica, 2000: 9047, 9048).
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bijusi fotografi K. Ampermanis un P. Meisters (Dukalska, 2003.-2016)2. Savukart Mazsalaca no
20. gadsimta 20.-40. gados strada vairaki fotografi — Balodis, Zvirgzdins, Grinvalde, Luste.
Lauka pétfjumos mazsalacie$i visbiezak atceras fotografu J. Aboltinu, ko cilveki milgja saukt par
Zaniti. Mazsalaca 1935. gada atver gramatu un rakstamlietu veikalu, un vienlaikus, blakus telpa
iertko fotodarbnicu. Zanitis strada ka salonfotografs, bet vairak pievérsas apsveikumu un skatu
kartinu izgatavosanai, kuras pardod sava veikala (Dukalska, 2003.-2016.)%.

20. gs. 20.-40. gados visbiezak tiek bildétas portretu fotografijas un gimenu, radu
fotografijas foto salonos, tacu lauka pétijumos teicgju albimos ir atrodamas ari socialos
notikumus reprezent€joSas fotografijas, kas nav bildétas ar konkrétu mérki iemiizinat kadu
petniekam interes€joSu kulturas tradiciju. Tikai kopa ar ieprieks iegiito informaciju par konkrétas
kultirvides tradicijam, gimenes albuma atrodama fotografija var klut par etnografisko
fotografiju, kas vizuali papildina tekstualo materialu.

Foto: K. Meisters.

Portretfoto ir iegits lauka petjjuma 2016. gada Mazsalacas novada, S€lu pagasta, Idus
ciema, majas ,,Kausas”, intervéjot maju saimnieku A. Meisteru (dzim. 1932. g.), kur§ norada, ka
gimené ir bijis fotografs K. Meisters un P. Meisters (téva brali). P. Meisters 20. gs. 30. gados
izdeva savu avizi ,,Riijienas Domas”, kas konkurg€ja ar ,,Rijienas Véstnesi”. Par fotografu ir
stradajis ar1 vél viens téva bralis R. Meisters, Kas ir bijis skolotajs un paSmacibas cela apguvis ari
fotografeésanu (Dukalska, 2003.-2016)*.

2 Intervija ar teic&ju Andri Meisteru 2016. gada 20. augusta Mazsalacas novada Sglu pagasta Idus ciema, majas
,Kausas”.

% Informacija no Anda Aboltina (Mazsalacas fotografa Jana Aboltina déls) personiga arhiva materialiem 2016. gada
maija Mazsalacas novada S€lu pagasta S€los.

4 Intervija ar teicg&ju Andri Meisteru 2016. gada 20. augusta Mazsalacas novada Sglu pagasta Idus ciema, majas
,Kausas”
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2. attels. Fotografu K. Meistera un R. Meistera paraksti (zimogu nospiedumi) uz fotografijam.
Fotografijas no gimenes albuma un tautas muzicésanas tradicija

Lauka pétfjumos iegiitajam fotografijam ir nozimiga vieta tautas muzic€Sanas tradicijas
izpete: 1) kopa ar informaciju par attela redzmo, ir iesp&jams pétit tautas miizikas instrumentu
lietojumu konkréta laika posma un kultiirvid€; 2) iegtit vizualo informaciju un kopa ar interviju
zinas par forografija redzamajam personam; 3) apskatot dazadu laika posmu fotografijas ir
iesp&jams konstatet tautas muziceSanas tradicijas attistibu vai ar1 transformaciju.

3.attéls. Idus pagasta ,, Likénos”, 1921. gada 21. julija. Foto: M. Lusan(?).

Atbilstosi fotografa un teorgtika Stefana Sora (Stephan Shore) uzskatam, ka fotografija ir
analiz€jama no diviem aspektiem, tad 3. att€ls pirmkart ir fizisks objekts, kam var noteikt vizualo
kvalitati, otrkart, tas attéls ir ka iliizija, kas petnieku rosina domat veidojot asociacijas.

Savukart pamatojoties uz makslas kritika Dzona Bergera (John Berger) uzskatu, ka
vienmér ir atSkiriba starp to, ko més redzam un to, ko més zindm un, ka miisu skatijumu uz
lietam ietekmé& pieredze un zinaSanas, tad, ja 3. att€lu aplilko tautas muzic€Sanas tradicijas
pétnieks att€la centra izvirzas tie$i miizikas instruments un tikai vélak tiek salidzinata iegta
tekstuala informacija par So attelu.

2016. gada augusta, veicot petfjuma lauka pétjjumu projekta ,,Nematerialais kulttras
mantojums Mazsalacas novada S€lu pagasta”, nokluvu A. Meistera majas ,,Kausas” (S€lu
pagasts, Idus). Fotografija (3. att€ls) iegiita no A. Meistera gimenes albuma, tacu par fotografija
redzamo ir tikai ta informacija, kas noradita fotografijas aizmuguré (vieta, gads, fotografs).
Raksta autores uzmanibu piesaistija muzikants ar ermonikam. Lai analizétu min&to fotografiju
un noteiktu tautas muzic€Sanas tradicijas laika posmu, ir nepiecieSamas papildus zinaSanas par
tautas muzicéSanas tradicijas specifiku 20.gs. 20. gados konkréta regiona t.i. Valmieras
apkartn€. Nemot par pamatu informaciju, kas ir iegits Valmieras apkartné (Rencéni, Valka,
Karki, Jércéni u.c.) 2006. gada un pamatojoties uz etnomuzikologa O. Potjanko veiktajiem
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pétijumiem par levinas tipa ermonikam, vizuali apskatot 2. att€lu, secinams, ka muzikants ir
spelgjis Ievinas tipa ermoniku®, jo attgla instrumentam redzami registru parslégi.

20. gs 20.-30. gados Valmieras apkartné tautas muzikanti gan individuali, gan kapelas ir
spelgjusi levinas tipa ermonikas, ka ar1 apkartn€ ir bijusi instrumentu izgatavoSanas meistari.
Apkartné popularakais meistars ir bijis A. levins (Potjanko, 2014: 31). 20. gs. 20.-30. gados
levinas ir sp€létas $ada instrumentarija sastava: ievipas, vijole, pogu citara, lielas bungas.
Velakos laika posmos instrumenti ir variéti, tacu ermonikas ir bijusas vadosais solo instruments
(Dukalska, 2003.-2016.).

2013. gada Rézekné pétot raksta autores gimenes draugu Ineses un Marijas Snevelu
sagatavoto prezentaciju Deksnu dzimtas saietam, pamaniju ari fotografijas ar tautas
muzikantiem, papildus iegiistot ar1 informaciju par attéla redzamajam personam. Fotografija
redzamais vijolnieks otraja rinda no kreisas ir Donats Avisans Jazepa d€ls (dzim. 1914. gada
5. februari — miris, nav datu) izveidoja vienas sadzas muzikantu (draugu) kapelu. Sikakas
informacijas par attéla redzamajiem cilvékiem nav (Dukalska, 2003.-2016.).

Ve

4. attéls. Berzgale, ,, Leidaci”, apm. 1932. gads. Foto autors nav zinams.

Uzlikojot atteélu bez paskaidrojosa teksta, bet, parzinot tautas muzic€Sanas tradicijas
attistibas posmus, 4. att€lu var attiecinat uz 20. gs. 20.-30. g., kad muzikantu grupu sastavos tika
izmantoti, parsvara, stigu muzikas instrumenti (att€la no kreisas otra rinda vijole, balalaika un ka
ritma instruments, mazas bundzinas jeb bubyns, pirmaja rinda mandolina), savukart attieciba uz
bildeé redzamajam ermonikam pirmaja rinda, izmantojot ieprieks$€jas zinaSanas par tautas
muzicéSanas tradiciju 20.gs. 20.-30. gados, var teikt, ka ermonikas tika sp&létas ka solo
instruments kopa ar ritma instrumentu (bubynu) vai arT kopa ar stigu instrumentiem (muzikantu
grupa) Ipasos gadijumos. Mingtaja laika posma vienas sadzas muzikanti apvienojas lielaka
muzikantu grupa parsvara tikai tad, ja bija jaspélé kazas, tacu izp€mumi bija arT deju vakars
(Latgal€ vecerinka), ja uz to bija atnakusi lielaka dala sadzas muzikantu vai arT talka. 4. att€la ir
redzams, ka cilvéki ir darba drébés, no ka var secinat, ka Bérzgales ,,Leidacos” visi muzikanti ir
bild&jusies beidzoties talkai vai péc kada cita padarita darba. Savukart apskatot bubynu, tas
atgadina miltu sietu. Nemot véra pavisam skopo informaciju par attéla redzamo, apstiprinosi
nevar apgalvot, ka tas ir sitamais ritma instruments, nevis pielagotais miltu siets, tacu
pamatojoties uz pétnieka zinaSanam un salidzinot tas ar iepriek§€jos petijumos iegiitajam, tad
tie$i miltu sieta ramis tika izmantots bubyna izgatavoSanai, parstiepjot to ar supa adu (Dukalska,
2003.-2016.).

5 Jlevinu izcelsme nav skaidri zinama. To konstrukcija, visticamak, nav lokalas izcelsmes, bet nemta no Vacija
razotu instrumentu tipa érgefermonikas (Orgelharmonika) jeb rokas érgeles (Handorgel). STm ermonikam raksturigi
daudz registru parslégu-bija sastopami pat 10-balsigi instrumenti (...). Var piepemt, ka 19. gs. pedgja desmitgade
sada veida instrumenti bija zinami arT Vidzeme, kur p&c parauga vietgjie instrumentu meistari saka pasi izgatavot
instrumentus” (Potjanko, 2014: 20).
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5. attels. Murmastienes pagasta muzikanti, 1939. gads. Foto autors nav zinams.

Fotografija (5. attels) ir iegiita apmeram 2003. gada Madonas rajona Murmastienes
pagasta no skolotajas un novadpétnieces V. Solzemnieces gimenes albiima. Sikakas tekstualas
informacijas par 5. att€lu nav, tapec pamatojoties uz minéto gadu, att€la redzamo instrumentu
sastavu un pétnieka zinaSanam un pieredzi, var secinat, ka fotografija reprezenté 20. gs. 20.-
30. g. tautas muzic€Sanas tradiciju. Muzikantu grupas instrumentarija sastava ir izmantoti tikai
stigu instrumenti (divas vijoles, citara, base) un ritma instruments — lielas bungas. Mingto
instrumentu sastavu muzikanti un citi teic€ji parasti apzimé ar nosaukumu Stigu muzikas
ansamblis (Latgale — Steigu muzyka). Minétaja laika posma $ads muzikantu grupas
instrumentarija sastavs spéléja kazas vai kada ipasu deju vakara. Att€la vizuali redzams, ka
muzikanti ir uzposusies: uzvalki, kurpes, zabaki, kakla lakatini.

.
.
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-
.
s
.
)
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6. attels. Rijienas muzikanti no labas pirmaja rinda J. Biss (lielas bungas), E. Sloka (akordeons), no
labas otraja rinda Dz. Sloka (trompete), A. Bétaks (klarnete), 1952. gads. Foto autors nav zinams.

Fotografija (6. attéls) iegiita individuala lauka pétijuma 2016. gada Rijjiena no E. Burvja
gimenes alblima. Fotografija reprezenté 20. gs. 50. gadu tautas muzic€Sanas tradiciju, uz to
norada ptuSamo instrumentu lietojums un ari akordeona klatesamiba muzikantu grupas
instrumentarija sastava. 20.9s 50. gados mazpilsétas tiek organizétas un atveértas kultiras
iestades, aktivu darbibu sak kultiiras namu vai lauku klubu muzikantu kapelas vai ar1 piiteju
orkestri. Muzicét minétajos kolektivos tiek aicinati iedzivotaji, kuri prot spélét kadu mizikas
instrumentu vai ar tiek organizeti instrumentu spéles apmacibas kursi. Savukart arpus kultiiras
iestadeém muzikanti turpina tautas muzic€Sanas tradiciju (muzic€Sana kazas, dzimSanas dienas
u.c.), bet izmantoti tiek muzikantu izpratn€ jau modernaki miizikas instrumenti. Analiz&jot
pétijuma lauka pétijumu materialus, pirmie akordeoni lauku mazpilsétu muzikantu grupas saka
paradities 20. gs. 50.-60. gados (Dukalska, 2003.-2016.).
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Fotografiju, kas iegiitas petfjuma lauka p&tjjumos, analiz€$ana ir visai sarezgits process, jo
ne vienmer fotografijai ir klat apraksts vai to papildina intervija, ta¢u, pamatojoties uz pétnicka
zinaSanam par konkréta laika posma vai vietas tradicijam, vai arT pamatojoties uz zinatniskajam
publikacijam un avotiem, fotografijas var kliit ar nozimigu p&tniecibas objektu.

Secinajumi

Fotografija ir nozimigs objekts tradiciju izp&t€, 1pasi tautas muzic€Sanas tradicijas izp&te.
Ta sniedz vizualu un asociativu informaciju par konkrétu kultirvidi un personibam. Ne vienmer
fotografija ir skatama, ka etnografisku informaciju sniedzoSs objekts, tacu ja pé€tniekam ir
zinaSanas par fotografija reprezentgjoso laika posmu, tad no fotografijas ir iesp&jams nolasit
informaciju par tradiciju. Tradicijas izp€t€ tomer galvena ir tekstuala informacija, kas tiek
papildinata ar fotografiju.

Ikviena gimenes albuma ir fotografijas ar muzikantiem. Lai pétitu tautas muzicéSanas
tradicijas attistibas, transformacijas vai atjaunoSanas procesu tikai p&c iegtitajam fotografijam, ir
svarigi ilgstosi lauka pétijumi, kas nodroSina pétnieka zinaSanas. Fotografiju analiz€ nozimigi ir
vairaki faktori: 1) teksts fotografijas aizmuguré ar vismaz noraditu gadu skaitli un vietu, tad
pielietojot ieprieks iegiitas zinasanas, ir iesp&jams identificét tautas muzic€Sanas tradicijas laika
posmu, 2)ja fotografija redzami tikai muzikanti un mizikas instrumenti, tad pé&tnieks var
aptuveni noteikt tradicijas laika posmu un instrumentarija sastavu, 3) ja fotografija ir portretfoto
ar individualo muzikantu un citu zigu nav, tad var laika posmu identificét p&c miizikas
instrumenta, ja ir pamatzinasanas par miizikas instrumentu lietojumu konkréta laika posma un
novada (p&c etniska iedalijuma — Latgale, Vidzeme, Zemgale) vai arT pienemt, ka portretfoto
persona nav muzikants, bet instruments ir izmantots ka butaforija. Lidzigus secinajumus ir
jaizdara, kad 20. gs. 20.-60. g. fotografijas ir redzami b&rni ar miizikas instrumentiem. Atbilstosi
tautas muzicéSanas tradicijas specifikai, par kopienas atzitu muzikantu, jaunietis kluva tikai
apmé&ram 14-16 gados, kad bija sp€l€jis deju vakara (Latgalé — vecerinka) ka mainas muzikants,
un, jauna muzikanta spé€les prasmes bija atzinigi noveért§jusi vecakas paaudzes kopienas
muzikanti un deju vakara apmeklétaji. Bérni lidz min€tajam vecumam netika atziti par
muzikantiem un 11dz ar to par tradicijas nesgjiem.

NepietiekoSo pétiju rezultata Latvija ir visai gruti noskirt etnografisko no dokumentalas
fotografijas. Pielauju, ka gan etnografiska, gan dokumentala fotografija var mijiedarboties,
atbilstoSi petnieka zinatniskajai pieredzei un fotografija reprezentétajam laika posmam.

Summary

Every society has its own intangible culture or traditional culture heritage, one that is handed down to next
generations as the preserved ancient and unchanged heritage or some tradition-based creative culture heritage. The
ways of transmitting the traditional culture heritage to next generations are diverse: first, a practical transmission of
a tradition, second, preservation of a tradition by documentation, archiving and reintroducing the tradition into the
society at an appropriate moment. The year 1880 is believed to be the year when photography started its
development in Latvia, with the wet plate technology photography is brought from Germany. The first professional
photographers in Latvia are Roberts Borhards, Karlis Sulcs, Leonhards Virzikovskis, et al. Andrejs Saulitis is the
first Latvian to open a “photography workshop” in Riga, while the province is served by Sulcs, opening his
workshops in nearly all towns of the Baltic. The smaller provincial towns have their own workshops, with
photographers travelling over the countryside and visiting the better-off people at invitation. In 1920s — 1940s the
mostly portrait photographs are shot (Figure 1), as well as family photographs in photography salons. At that time
the photographers use personal signature or stamp (Figure 2) on the back of the photograph.

Folk music-making tradition as part of manifestation of a society’s culture can be studied by documenting the
oral texts, the actual playing, and using some photographs as a source. Folk music-making tradition is most
frequently represented by wedding photographs, but also some individual photographs from family albums can
provide the following data: 1) usage of musical instruments and the instrumentarium of the musical groups;
2) provides some indication of the musicians’ social prestige, as the musicians are always present on the photos and
mostly placed in the centre of the photo.

The present study views scholarly theories and literature providing understanding of use of ethnographic
photograph in research. As the theoretical basis of the study the following materials were used: the scholarly ideas
of historian Ekaterina Tolmacheva, anthropologist Jonathan S. Marion, sociologist Pierre Bourdieu, art critic John
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Berger, as well as the view of photography from two separate aspects by the photographer and photographer and
theoretician Stephen Shore, namely: 1) photograph as a physical object, printed material — static and motionless, the
visual qualities of which and the descriptive information according to the colours can be stated, 2) photograph as an
image and illusion of the world, created in a person’s head, while watching the photo and creating associations.
When researching a family photo album or an individual photo, the researcher first sees a physical object providing
primary visual information: the dimensions of the photo, the specifics of the print, quality and finishing. By the
visual information of the photograph it is possible to establish an approximate year of its making, in case the
researcher has sufficiently familiarised him-/herself with additional information on the photography traditions
(technique, materials, etc.) of a particular time period.

Based on the scholarly ideas, the opportunity for study of social life and in particular folk music-making
traditions through photos, and an analysis of folk music-making tradition in the countryside cultural environment of
Latvia in 1920s — 1960s is given. There are used photos from the author’s personal archive, acquired during the field
study (between 2003 and 2016) along with the information on those in this study. During field research six photos
acquired from family albums from different parts of Latvia were analysed, and namely: the Deksni family album
(Rézekne, 2013), the album of Valerija Solzemniece (Murmastiene, 2003), the album of Eriks Burvis (Rjiena,
2016) and that of Andris Meisters (Idus, 2016). The photos used in the study represent music-making tradition,
where in 1920s-40s musician groups or bands of stringed musical instruments (the main instruments being: violin,
zither, mandolin (in eastern Latvia — Latgale — also balalaika), bass) where greatly popular (Figures 4 and 5). At the
same time around Valmiera the harmonicas — the so-called /evina — were popular (Figure 3), being played both as
solo instruments and in groups of musicians together with stringed instruments. Innovations in folk music-making
tradition can be observed in roughly a decade, when the musical instruments used by the bands start featuring more
modern instruments (Figure 6), like: accordion, clarinet, trumpet, etc.

Photos are important object in study of the traditions, especially those of folk music-making traditions. They
provide visual and associative information on particular cultural environment and personalities. Not always a photo
can be viewed as an object providing ethnographic information, but when the researcher has sufficient knowledge of
the time period represented in the photograph, it is possible to read the information on tradition found in the
photograph. The research of the tradition is still based on the textual information, to which the photo is a
supplement.

Every family album contains photos featuring musicians. In order to study the process of folk music-making
tradition’s development, transformation or renewal exclusively by the acquired photographs, long-term field
research is of great importance, providing information to the researcher. There are several factors important to the
analysis of photos, namely: 1) text on the back of the photographic print, providing at least a year and location of the
picture having been taken, allowing to use the researchers expertise in order for identification of the period of folk
music-making tradition, 2) in case the photo only shows musicians and musical instruments, the researcher can
approximately establish the period of the tradition and mark the instrumentarium, 3) in case the photo is a portrait
with an individual musician and no additional data, the time period can be identified by the particular musical
instrument, using the researchers expertise regarding usage of musical instruments in a particular period and region
(by the ethnographic division in to regions — Latgale, Vidzeme, Zemgale); it must be kept in mind that the person
depicted may be no musician at all, with the instrument only being used as a prop. Such conclusions can be derived
from photographs of 1920s-60s showing children with musical instruments. According to the specifics of folk
music-making tradition a youngster could only become a recognised musician at an age of ca. 14-16 years, after
having played in a dancing (in Latgale — a “vecerinka) as a substituting musician and the skills of the younger
musician had been found good by both the older musicians of the community and the dancers. Children under that
age simply were not recognised as musicians and thus also — carriers of traditions.

Due to lack of sufficient research in Latvia it is difficult to separate ethnographic and documentary
photography. The author of the study assumes that the ethnographic and documentary photography may interact,
according to the researchers expertise and the period represented in the photo.
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MAKSLAS VERTIBAS MUZEJOS UN TO PIEEJAMIBA
CILVEKIEM AR REDZES TRAUCEJUMIEM

Art Treasures in Museums and Their Accessibility for People
with Visual Impairment

Inese Dundure
Rézeknes Tehnologiju akadémija, Latgales Kultirvéstures muzejs
e-pasts: inese-d@inbox.lv

Diana Apele
Rézeknes Tehnologiju akadémija, e-pasts: diana.apele@ru.lv

Abstract. Recent tendencies show that the museum social status changes from a narrow range of interested
cultural institutions to the public open both intellectually and physically accessible to various social groups meeting
place.

Museums have intended their heritage at the stock to make available to the public thinking specifically about
the people with special needs. The study aims to identify ways to discover art treasures and make them available in
museums for the people with visual impairment. Museum work experience and recently collected information inspire
author to think about opportunities of graphic design and technologies in order to create an artwork album making
the painting or graphic work image touchable or tactile thereby — accessible for people with visual impairment.

Keywords: accessibility of environment, graphic design, museums art treasures, tactile graphic, visual
impairment.

levads

Pédgja laika tendences gan pasaulé, gan Latvija muzeju pieejamibas joma liecina par to, ka
muzeju socialais statuss mainas no Saura loka interesentu kultiiras iestades uz sabiedribai atvértu
gan intelektuali, gan fiziski pieejamu dazadu socialo grupu satikSanas vietu (Fleming, 2013: 57).
Muzejs, ka demokratiska institicija miisdienu situacija, ve€las but kopienu starpnieks un
vienotajs, padarot pieejamas savos krajumos esoS$as kulturvésturiskas veértibas cilvékiem ar
1paSam vajadzibam, tada veida paplasinot savu apmeklétaju loku. Muzeju jomas praktikis un
teorétikis Deivids Flemings (David Fleming), Liverpiles Nacionalo muzeju direktors, sava
apceréjuma par muzeju ka socialu uzpémumu raksta: ,,Svarigi ir, ka muzejs ir inteligenti
integréjies sava socialaja vide ta, ka tas sp€j pilna méra istenot savu lomu” (Flemings, 2006: 2).

Biezi vien muzeja pieejamiba tiek saprasta tikai ka iesp&ja cilvékiem ar dazada veida
invaliditati parvarét fiziskos Skérslus, lai ieklutu muzeja €ka, parvietotos pa muzeja telpam.
Miisdienas ikviens jauns publiskas €kas projekts tiek skatits arT no §1 viedokla, ieklaujot jau
projektéSanas stadija nepiecieSamo aprikojumu un ieverojot noteiktas normas, ta nodroSinot
vienlidzigu attieksmi pret visam sabiedribas grupam.

Vides pieejamiba — $ads termins tiek lietots Latvijas Republikas tiesibu aktos un nosaka, ka
ta ir iespgja jebkuram cilvékam neatkarigi no vecuma un fiziskdm sp&am brivi un patstavigi
pieklit un parvietoties vidé atbilstosi buives vai telpas funkcijai (Ministru kabineta noteikumi
Nr.240, 2013). Latvijas Buvniecibas likums nosaka vides pieejamibas principu, saskana ar ko
buvniecibas procesa tiek veidota vide, kura ikviena persona var €rti parvietoties un izmantot biivi
atbilstoSi tas lietoSanas veidam (Buvniecibas likums, 2014). Likuma noteiktas normas un
parametri parsvara tiek ieveroti jaunbiivés un p€c iespejas ieviesti arl sen projekt€tas un
vesturiskas €kas, lai nodroSinatu vienlidzigu pieeju publiska pakalpojuma lietoSana ikvienam
sabiedribas loceklim. Tafu probléma izgaismojas bridi, kad cilveks ar Tpasam vajadzibam ir
parvargjis, $aja gadijuma, muzeja slieksni. Ja cilveks, kam ir kustibu trauc&jumi, diezgan &rti var
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parvietoties miisdieniga muzeja, lietot liftu un citas pielagotas iekartas, apmeklét izstades un
ekspozicijas, piedalities pasakumos un nodarbibas, tad cilvéks, kam ir redzes trauc€jumi, ne
vienmér spés pats bez pavadona vai 1paSa paskaidrojuma parvietoties, orienteties telpa, lietot
muzeja piedavatos produktus.

Muzeju likums Latvija nosaka muzeju pienakumu nodroSinat krajuma pieejamibu
apmeklétajiem un pétniekiem (Muzeju likums, 2006). Smalkak neizversts, Sis pienakums paredz
vienlidzigas iesp&jas katram cilvékam, kur§ ver muzeja durvis ar v€lésanos ieraudzit, izzinat vai
iesaistities. Seit autore saskata problému arf pa$u muzeju un makslas galeriju darbinieku
apmaciba, kas butu balstita uz elementaram iemanam, ka pavadit un palidzet orient€ties
vajredzigam vai neredzigam cilvékam ekspozicijas, iedroSinat iesaistities piedavatajas
aktivitates. Liepajas Neredzigo biedriba sadarbiba ar LR Labklajibas ministriju, un, pateicoties
Eiropas Savienibas finans€jumam, ir izstradajusi ,,Vides pieejamibas vadlinijas personam ar
funkcionaliem trauc€jumiem”, kas visaptverosi parada, kadai vajadze€tu but drosai videi, lai
cilvékiem ar 1pasam vajadzibam biitu vieglak un &értak orient€ties apkartéja videé (Liepajas
Neredzigo biedriba, 2012).

Lai saprastu tadas vai citas sabiedribas grupas vajadzibas tie§i muzeju piedavajuma sfeéra ir
nepiecieSams veikt izpeti, konsulteties, uzturét kontaktus ar kopienu parstavjiem, veikt testéSanu,
visbeidzot, ieviest jaunus pakalpojumus, kas orientéti tiesi uz paredzéto mérkauditoriju. Sads
pétijums prasa starpdisciplinaru pieeju t€mai, ietverot sevi pedagogijas, psihologijas, socialo
zinatnu, muzeologijas un makslas véstures jomas. P&tijjuma ir jaapskata ari specialo zinatpu
apaksnozares ka tiflopsihologija un tiflopedagogija, lai pilnvertigi varétu iepazit vajredzigu un
neredzigu cilvéku apkartgjas vides un pasaules uztveres Ipatnibas. Universala pieeja visiem
cilvekiem ar redzes problémam nebltu pareiza, jo katrs gadijums ir atSkirigs un prasa
individualu pieeju. Ar cieSaku sadarbibu starp kopienu un muzeju varétu panakt labaku cilvéku
ar redzes invaliditati ieklausanos muzeja apmekletaju loka.

Lielaka dala no pasaules sabiedribas, protams, ir redzigi cilvéki, tacu turpat blakus dzivo,
elpo, strada vajredzigi vai neredzigi sabiedribas locekli. P&c statistikas datiem, aptuveni 120
miljoni cilvéku uz pasaules ir ar redzes patalogijam, apméram 40 miljoni no tiem ir pilnigi
neredzigi. 1,4 miljoni bérnu lidz 14 gadiem pasaulé ir neredzigi vai vajredzigi (Landra, 2015).
Slimibu kontroles un profilakses centrs publiskojis datus par pirmreiz€ji iegiitu invaliditati
Latvija 2015. gada, kur atrodami arT skaitli par acu un to paligorganu slimibu izraisito invaliditati
pieauguSo un bérnu vidi. Saskana ar Siem datiem 677 pieaugusie pagajuSaja gada ir kluvusi par
redzes invalidiem, 400 no viniem ir sievietes, bet, skatoties no vecuma posmu viedokla, lielaka
dala ir cilvéki péc 60 gadiem. 2015. gada par redzes invalidiem atziti 26 bérni un lielaka dala no
viniem, 20 bérni, ir vecuma no dzimsanas lidz 6 gadiem (Veselibas apriipes statistika, 2015).

Redzigais visbiezak nav pievérsis uzmanibu tam problémam, ar ko sastopas redzes invalids
sava ikdiena, lai parvietotos uz ielas, apglitu zinibas skola vai ieglitu informaciju. Kopgja
pasaules tendence uz ieklaujosu sabiedribu un tas dazadibas respektéSanu iedroSina ari cilvékus
ar redzes trauc€jumiem but sabiedriskiem, neslépties noslégta vide, apgtt jaunu pieredzi un
prasmes. Sis pieprasijums péc informacijas un zina$anam nosaka to, ka redzigajiem ir jabiit
pretimnakoSiem un gataviem sniegt pieeju vertibam, kas citkart ir bijusas nepieejamas vai
lietojamas tikai un vienigi redzigajiem.

Petijuma merkis ir apzinat iespgjas, ka atklat un padarit pieejamas makslas veértibas, kas
atrodas muzeju krajumos, cilvékiem ar redzes traucgjumiem. Darba pieredze muzeja un pedgja
laika savakta informacija, autori rosina domat par grafiska dizaina un tehnologiju iesp&ju
izmantoSanu reproduc€tu makslas darbu albuma izveid€, padarot gleznas vai grafikas darba
attelu aptaustamu jeb taktilu, tadejadi — pieejamu cilvékam ar redzes trauc€jumiem. Aptaustama
att€la radiSana ir tikai pirmais solis, kas jasper makslas darba pasnieguma vajredzigiem un
neredzigiem cilvekiem. Talak seko S$1 att€la apraksta izveide ar iesp&ju to izlasit gan Braila
raksta, gan noklausities audiofaila. Tikai $ada, kompleksa jeb multimodala, pieeja makslas darba
pasniegSana biis pilnvertiga un bagatinas uztveres iesp€jas merkauditorijai.
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Muzeju makslas vertibu pieejamiba cilvekiem ar redzes traucéjumiem, risinajumi

Muzeji pasaulé glaba neskaitamas makslas vértibas, kas lielakoties atrodas drosas
glabatuves, ir muzeja darbinieku pieskatitas un apriiptas. Bez Saubam, neviens pat vislielakais
pasaules muzejs fiziski nevar izlikt publiskai apskatei visus makslas darbus, kas ir ta krajuma,
tapéc tiek izdoti gan kolekciju katalogi, gan makslas reprodukciju albumi, gan ari veidotas
virtualas ekspozicijas internetvide. Sadas muzeju aktivitates ir interesantas un nepiecieSamas
ikvienam sabiedribas loceklim, kas ciena makslas vertibas, vélas papildinat savas zinasanas.
Misdienu tehnologijas lauj skatit izcilus gleznu reprodukciju albumus, kas drukati uz labakas
kvalitates papira un dod vispatiesako priekSstatu par originalu. Majas uz divana ikviens
interesents var apliikot tukstoSiem kilometru tala pasaules prestizaka muzeja slavenako autoru
makslas darbus virtuala galerija. Protams, tas nevar aizstat iespaidu, ko makslas bauditajs sanem
muzeja izstazu zale, apskatot gleznas vai skulptiras originalu. Izstazu kuratori ir izdomas bagati,
tie ieinteres€ apmekl&taju doties uz muzeju un uzzinat izstades vai ekspozicijas koncepciju,
izlasit anotaciju un baudit radito atmosferu.

Vairumam cilvéku ar nopietniem redzes traucgjumiem ir liegta makslas vertibu iepazisana
muzeju ekspozicijas un izstazu zal€s, jo savas specifikas dé] maksla lielakoties ir vizuala
paradiba vai lielums. Ipa$i tas jateic par glezniecibu, kur tikai visi parametri un izteiksmes
lidzekli kopuma — formats, kompozicija, kolorits, faktiira u.c. veido pilnigu makslas darba
uztveres ainu. Apmekletajiem ar vajredzibu vismaz nedaudz ir pieejams jau esoS$ais muzeju
piedavajums, apliikojot makslas darbu reprodukcijas izstazu katalogos, kas dod prieksstatu par,
piem@ram, gleznu kopuma mazaka izmera, tada veida palidzot uztvert un ieraudzit detalas
originala. Te japiemin vajredzibas dazadas izpausmes, tapéc $ads makslas darba uztveres veids
dergs tikai dalai cilvéku ar redzes problemam.

Muzeju ekspozicijas nereti ir arT priekSmeti vai objekti, kam jau péc sakotngjas ieceres ir
lauts pieskarties. Tas varétu attiekties arT uz t€lniecibas darbiem — apalskulptiram, bareljefiem,
cilpiem vai instalacijam ar noteikumu, ka pieskarieni neietekmé priekSmeta materialu un ka tie ir
drosi un stabili novietoti telpa, nepaklaujot klimigai situacijai to apliikotajus. Nereti $adai
taktilai uztverei muzeju ekspozicijas ir novietoti vesturiski artefakti vai to atdarinajumi, lielu
objektu modeli vai maketi, kas lauj ar pilnigi neredzigam cilvékam ieklauties apmekl&taju vida
(skat. 1. att.).

1. attéls. Strazdumuizas internatvidusskolas — attistibas centra vajredzigiem un neredzigiem bérniem
audzékni aplitko izstddes ekspondtus (Landra, 2014). Foto: A.Bondarenko.

Latgales kultlirvéstures muzeja keramikas ekspozicija taktilai uztverei ir atvéléta vieta
nosacita podnicka majas pagalma, lai iepazitu tautas makslas — tradicionalas Latgales keramikas
trauku formas, izjustu glaz&juma klatbttni vai neglazéta trauka raupjumu. Podnieka ratos
ievietotie trauki tika speciali izgatavoti tieSi Sim mérkim, lai ekspoziciju padaritu pieejamu péc
iesp&jas plasakam skatitaju lokam, lai tas uztvere tiktu iesaistitas visas cilvéka manas, tai skaita
tauste (skat. 2. att.).
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b)
2. attels. Interaktiva krajuma eksponati taktilai uztverei Latgales keramikas ekspozicija
., Mala un uguns parvértibu radits brinums”’. Foto: A. Bondarenko.

Lai raditu izstadi, ko varétu apliikot cilvéki ar redzes trauc€jumiem ir nepiecieSami vairaki
nosacijumi un aprikojums, multimodala pieeja makslas darba ekspon&Sanai. Tikai pavisam nesen
muzeji pasaulé ir sakusi padzilinati pieversties Sai problémai, pateicoties pasu vajredzigo un
neredzigo cilvéku aktivitatei, vinpu labv€lu un paligu iniciativam. Piemé&ram, balstoties uz
inovativam tehnologijam, Spanijas Nacionalais makslas muzejs Madridé — Prado muzejs (Museo
del Prado), realizgjis savu pirmo iniciativu, kas vérsta uz muzeja pieejamibu vajredzigiem un
neredzigiem apmeklétajiem, izveidojot izstadi “Pieskaries Prado” (Touching the Prado). Si
projekta rezultata 6 dazadu zanru glezniecibas meistardarbu paraugi ir padariti aptaustami jeb
taktili, pieejams audio apraksts 53 makslas darbiem no muzeja krajuma kolekcijas. Displejam ar
reljefo attélu pievienots apraksts Braila raksta, audiogids un gaismu necaurlaidigas brilles, kas
domatas redzigiem apmekl&tajiem. Izstade tika piedavata apmeklétajiem gandriz gada garuma —
no 2015. gada 20.janvara lidz 18. oktobrim. P&c projekta rezultata spriezot, $adas izstades
izveidoSana prasijusi no Prado muzeja darbiniekiem gan ievérojamu finansialu, gan intelektualu
ieguldijumu, multimodalu pieeju makslas darba pasniegSanai un ta satura aizneSanai lidz
mérkauditorijai. Lai v&stljums nonaktu pie ipasa apmekletaja, ari pasam makslas darbu
bauditajam ir jabut sagatavotam, jabiit ne tikai fiziskam iemanam, kas palidz aptaustit piedavato
attelu, bet ar1 prasmei lasit Braila rakstu un klausities audioierakstus, vél sapratnei par to, ka
makslas darbi tiek aprakstiti, jabiit vismaz ievada zinaSanam makslas joma, ka skatities un ,,lasit”
makslas darbu (skat. 3. att.).

3. attéls. Taktili makslas darbu attéli Prado muzeja
(https://www.museodelprado.es/en/exhibitions/exhibitions/at-the-museum/hoy-toca-prado/exposicion/).

Vacu makslas un vestures muzejs Triré 2015. gada piedavaja aptaustamu izstadi
neredzigiem apmeklétajiem. Izstade tika izmantoti audioieraksti un 1pasi cimdi, lai eksponatiem
varétu pieskarties, tos nesabojajot. Izstade vargja tapt pateicoties muzeja un vietgjas neredzigo un
vajredzigo biedribas sadarbibai, kur biedribas parstavji bija klat no paSiem izstades idejas
pirmsakumiem, dodot padomus un testgjot ekspoziciju. “Daudz kas jau ticis darits, lai padaritu

muzejus interesantakus neredzigiem cilvékiem, tacu tas nekad nav darits $ada veida», bija
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izteicies Karls Kolhass (Karl Kohlhaas), Trires Neredzigo un vajredzigo biedribas parstavis
(skat. 4. att.).

4. attels. Trires needzi un vdjredét‘go biedribas parstavis muzeja izstade.
(https://www.deutschland.de/ru/node/7051, Foto: ©dpa).

Trires muzeja tika izveidots Romas impgrijas laika pilsétas vartu jeb ,,Porta Nigra”
trisdimensionals modelis, ka arT vairaku gleznu aptaustamas kopijas. ,,M&s padaram eksponatus
aptaustamus”, — tads ir projekta vaditaja Kristofa Ledviga (Christoph Ledwig) no Trires
Universitates Starpmediju dizaina nodalas pasniedzgja secinajums. Stradajot vienu semestri pie
projekta, studenti no Strapmediju dizaina nodalas neredzigajiem apmeklétajiem izveidoja ari
muzeja zales maketu, ko iepriek§ aptaustot un iepazistot eksponatu izvietojumu telpa,
apmeklI&tajs sev nodro§ingja vieglaku un drosaku parvietoSanos bez citu palidzibas (skat. 5. att.).

a)
5. attéls. Vacu makslas un veéstures muzeja Trivé izstazu zale un 3D modelis neredzigiem apmekiétajiem.
(http:/lwww.intermediales-design.de/projekte/stadtmuseum-trier-crossmediale-
erfahrbarkeitsoptimierung-fuer-blinde-und-sehbehinderte).

Paslaik Latvija tadas izstades, kas piedavatu glezniecibas makslas vértibas no muzeju
krajumiem taktila izpildijuma, vél nav bijusas, tacu ir atseviSki makslinieki, kas piedava savu
originalo darbu izstades, tieS§i domajot par cilvékiem ar redzes zudumiem. Tadu izstadi ar
nosaukumu ,,Plaisa” 2015. gada Liepajas muzeja sarikoja maksliniece Agnese Matisone. Savus
kolazas tehnika izpilditos darbus autore bija izkartojusi ne tikai pie sienam, bet ar1 horizontali uz
galdiem, papildinot ar uzrakstu ,,Aiztikt drikst, nebaidities!” (skat. 6. att.). Izstades apmeklétaji
tika aicinati pieskarties katram no izliktajiem makslas darbiem, nebaidoties tos sabojat.

AIZTIKT DRIKST
NEBAIDTTIES

TOUCH ALLOWED
NOT TO FEAR

6. attéls. Uzraksts Agneses Matisones darbu izstade un aptaustama glezna. Foto: M. Helds.
(http://www.irliepaja.lv/Iv/galerijas/irliepaja/agneses-matisones-darbu-izstades-plaisa-atklasana/).
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Tekstilmaksliniece Gundega Strautmane ir izstradajusi savu autortehniku, kur ar pérlisu un
smalku diegu palidzibu uz pamatnes izkarto tekstu Braila raksta centriska kompozicija, radot
azuras ,,Braila mezgines”. Kompozicijas pamata ir Bibelé pasmelti lugSanu teksti, kas atkartojas
pa apli, Braila rakstu iezimé&jot pérliSu veida. Ari Siem makslas darbiem drikst pieskarties un
méginat izlasit kadu no kristieSu ltigsanu tekstiem (skat. 7. att. un 8. att.).

7. attels. Gundegas Strautmanes ,, Braila mezgines” izstade.
(http://art.state.gov/artistdetail.aspx?id=104340). Foto: Michael JN Bowles.
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8. attels. Gundegas Strautmanes dabs; “Hostia pro F ratribus” (detala), 2015.
Foto: M. Ziders.

Grafiska dizaina iespéjas un tehnologijas taktilu attélu izgatavosana

Aptaustamu att€lu izgatavoSana pastav jau vairakus gadu desmitus, tacu tikai ar jaunako
tehnologiju attistibu ta ieguvusi lielaku izplatibu un pielietojumu.

Taktila grafika jeb tiflografika (grieku valoda — typhlos neredzigs) — padara pieejamu
vizualo informaciju — Kartes, makslas darbus, diagrammas. Taktilajai grafikai ir informacijas,
komunikacijas un estétiska funkcija. Tie, ar musdienu tehnologiju palidzibu, ir raditi reljefu
atteli, kuros izmantoti grafiskie panémieni — linija, faktiira, laukumu aizpildijjums ar punktiem un
to kombinacijam (Landra, 2015). Tiflografika nav vienigais veids, ka parnest makslas darbu
aptaustama attéla. Ir vismaz tris veidi, ka parveidot makslas darba reprodukciju par taktilu
atainojumu: 1) veidot vairakslanu kolazas; 2) darinat taktilas grafikas uz mikrokapsulu papira;
3) pielietot termoformas. Kolazas tehnika izpildits modelis jau pats par sevi ir radoss darbs, kas
ir gan laikietilpigs, gan darbietilpigs. Ar termoformu palidzibu tiek darinati cilpa tipa makslas
darbu attéli, kas savienojuma ar drukatu krasainu reprodukciju sniedz telpisku makslas darba
reljefattélu. Sadi ir darinati ari iepriek$ aprakstitie Prado un Trires muzeja krdjuma gleznu
taktilie atteli.

Visizplatitakais pan€miens attelu parveidoSanai aptaustama veida ir taktila grafika uz
termokapsulu papira. So papémienu pielieto macibu lidzeklu un paligmaterialu izgatavosanai
specialajas internatskolas un izglitibas centros, bibliotekas un biedribas. Internetvietné
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http://www.artbeyondsight.org/ ir detaliz&ti apraksti par to, kas ir nepieciesams, lai radttu taktilu
att€lu. Gleznu reprodukciju parneSana taktila attéla ir viens no sarezgitakajiem darbiem, daudz
vienkarsak ir darinat shémas vai kartes, kas neprasa ne apjoma, ne perspektivas atainoSanu. Lai
parveidotu gleznas reprodukciju grafiska zim&uma, ir jazina vairakas ar uztveri saistitas
Ipatnibas, grafisko pan€mienu pielietojuma nosacijumi. Jebkuras gleznas kompozicija ir japadara
iesp€jami vienkarSa, jaatstaj pats butiskakais, jaatsakas no smalkam detalam un sarezgitiem
laukumu aizpildijumiem. Pielietotajiem Iiniju veidiem un punktu kombinacijam ir jaaizpilda
laukumi ta, lai aptaustot biitu saprotams gan talakais plans, gan priekSplans. Ar1 Iliniju
krustpunktos ir jaatstaj nepartraukta tikai virsgja jeb tuvaka Iinija, bet apaks$gja ir japartrauc
netalu no virsgjas, lai atvieglotu gleznas kompozicijas uztveri (skat. 9. att.).

k

9. attéls. Makslas darba reprodukcija un taktils attéls (Landra, 2015).

Nakosais posms ir iegiita Zzim&juma uzkop&Sana uz mikrokapsulu papira, lietojot printeri,
kur§ to neuzkars€, jo 1pasa virsma var zaud€t savas Tpasibas. Lai iegutu taktilu att€lu, ir
nepiecieSams termosilditajs, caur ko tiek izlaista mikrokapsulu papira lapa. Tas virsma ar 1paso
parklajumu reagg uz siltumu un grafiskais zim&jums klast par reljefu — melnie laukumi, Iinijas un
punkti it ka uzbriest siltuma ietekmé (skat. 10. att.).

10. attéls. Mikrokapsulu papirs tiek virzits caur termosilditaju (Landra, 2015).

Lai gan $ads aprikojums nav l&ts, tomer tas ir pieejams un pielietojams gan skolas macibu
procesa, gan arl pieauguSo izglitoSana, pieméram, makslas izglitiba. Ir saskatami vairaki
ieguvumi, ko varétu dod taktilu att€lu izmantoSana muzeju praksé vajredzigu un neredzigu
cilvéku izglitoSana makslas joma: 1) cilveku ar redzes probléemam laikmetiga integracija
sabiedriba; 2) iesaistiSanas vizualas pasaules kultiiras noris€s; 3) pieredze un iemanas makslas
darbu uztverg; 4)zinaSanas un augstaks paSnoveért€jums; 5) sabiedribas attiecksmes maina;
6) plaisas mazinasanas starp dazadam socialajam grupam sabiedriba. Tacu te tiflopedagogi
saskata nakamo problému vai izaicinajumu — ka attistit bérnos grafiskas kompetences, lai vini
atpazitu formas un te€lus taktilos att€los. Sava pétijuma ,Taktila att€la retorika mediju
pedagogijas konteksta ,,Strazdumuizas internatvidusskolas — attistibas centra vajredzigiem un
neredzigiem b&rniem, macibu metodike Teréza Lanrda raksta: ,Neredzigam b&rnam ir 1pasi
svarigi jau péc iesp€jas agraka vecuma nonakt saskaré ar taktilas grafikas informaciju, kas

39


http://www.artbeyondsight.org/

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

izstradata atbilstosi vina vecumam un uztveres spgjai, jo, ka uzsver pazistama zviedru taktilas
grafikas izstrades teorétike Ivonna Eriksone (Y. Eriksson), ,,Sp&ja ar taustes palidzibu atSkirt
reljefa Iinijas un punktus taktila att€la virsma nav tas pats, kas uztvert un interpretét §is Iinijas un
punktus ka saistitus konkréta attéla elementus” (Landra, 2012: 152). Tas nozimg, ka taktila att€la
lietotajam ir jabut pieredzei, ka to nolasit, ka tas ir izveidots, kadu informaciju sevi ietver. No
otras puses, taktila att€la veidotajam ir jabit droSam, ka $ads att€ls tiks uztverts, un ka sadu attélu
vislabak izveidot. Par So mijiedarbibu starp att€la tulkotaju un lietotaju T. Landra sava petijuma
raksta: ,,Attéla adaptacijas jeb tulkoSanas procesa nozimigs faktors ir arT ta dévétais specialists
medijs. No ta, cik specialists biis labi sagatavots ne tikai pedagogijas, bet ari tehnologiju joma,
bus atkarigs, cik kvalitativu un informativi jégpilnu interaktivo vidi bis iesp&jams nodrosinat
skoléniem ar smagiem redzes trauc€jumiem. Arl pats specialists — taktilas grafikas veidotajs —
klast par sava veida socialantropologisko fenomenu” (Landra, 2012: 155).

Pasaulé jau tiek izdotas taktilas makslas gramatas, kas sevl ietver gan taktilu att€lu ar
vienkarsotu un cilvékam ar redzes trauc€jumiem uztverei piemeérotu interpretaciju, gan krasainu
makslas darba reprodukciju, ka ar1 tekstualu aprakstu apvienojuma ar Braila rakstu. Viena no
kompanijam, kas izgatavo $adas gramatas péc pastitijuma it Touch Graphics Inc. (ASV).

Sava interneta majaslapa  http://touchgraphics.com/portfolio/sdma-tactile-art-book/,
izdev@ji stasta par iesp&jam un paveikto dazadu taktilu paliglidzeklu izveide cilvékiem ar redzes
traucgjumiem. Viens no pieprasitakajiem produktiem ir taktilas makslas gramatas, ko pasiitijusi
muzeji gan ASV, gan citur pasaulé, lai padaritu pieejamas makslas un kultliras veértibas
vajredzigiem un neredzigiem apmekletajiem. Vairuma piem&ru tiek izmantota attla
termoforméSana un taktila grafika uz termokapsulu papira. Gramatam ir rti lietojams ies€jums
ar spiralveida lapu saturétaju (skat. 11. att.).

Highlights from
The San Diego Muset
ATactle A

11. artels. Taktilas makslas gramatas ar ieskatu Sandiego makslas muzeja un Ebreju muzeja (ASV)
makslas darbu krajuma.
(http://touchgraphics.com/portfolio/sdma-tactile-art-book/).

3D drukas tehnologijam attistoties, paplasinas tas pielietojuma virzieni, kas jau sakusi savu
uzvaras gajienu daudzas pakalpojumu nozargs, sakot ar reklamu un beidzot ar arstniecibu. Pati
jaunaka informacija liecina par to, ka tiek rastas labas idejas 3D printeru pielietojuma, ar1 tadas
Saurakas nisas, ka paliglidzekli un aprikojums cilvékiem ar invaliditati. Viens no projektiem, kas
meklé piemérotako materialu, lai drukatu taktilus 3D att€lus gramatam, ir tapis tepat Latvija.
2015. gada Global Startup Battle uzvarétaji kompanija ,, Tactile Eyesight,, veiksmigi turpina savu
sadarbibu ar 3D tehnologiju attistitaju SIA ,,Mass Portal,, taktilo gramatu veidoSana. Taktilajas
gramatas viena lapas pusé tiek ievietots teksts Braila raksta un blakus — 3D printer1 drukats
zim&juma reljefs, kas lauj neredzigajiem veidot izpratni par gramatas saturu. 3D drukas iesp€jas
taktilo gramatu veidoSanu var€tu bitiski atvieglot, padarot to izgatavoSanas procesu daudz
atraku, pieejamaku neka termoforméSana. Projekta dalibnieki strada pie ta, lai atrastu
vispiemérotako materialu, ar ko veikt 3D druku, panakot zemako gramatas pasizmaksu (skat.
12. att.).
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12. attels. Taktilo gramatu veidoSanas process 3D drukas tehnika.
(http://www.labsoflatvia.com/lv/zinas/latvija-izstrada-jaunu-metodi-taktilo-gramatu-veidosana-2).

Projekts nav iedomajams bez ekspertu viedoklu uzklausiSanas un dazadu nozaru specialistu
viedoklu uzklausiSanas. Tikusi noorganizeta tikSanas Latvijas Neredzigo biedriba, lai sadarbiba
ar potencialajiem produkta lietotajiem vartu veiksmigak attistit inovativo ideju 3D drukas lauka.
Pirma gramata, kas tiek prototipéta, ir Luizes Pastores makslas detektivstastu s€rijas gramata
»Pazudusais pertikis”. Izgatavotie Elinas Braslinas ilustraciju prototipi tieck paklauti testéSanai un
izmantoti talakai izpétei Strazdumuizas internatvidusskola—attistibas centra vajredzigiem un
neredzigiem b&rniem.

Secinajumi

Redzigo pasaulei ir jaklust vel ,,redzigakai”, lai saskatitu vajredzigo un neredzigo cilvéku
vajadzibas un mazinatu nevienlidzibu pasaules kultiiras mantojuma pieejamibai. Muzeju, ka
sabiedribai atvertu institiiciju, loma palielinas, lai vairotu cilvéku savstarp&jo saprati un tolerantu
attieksmi pret citado.

Muzejos glabato makslas vertibu pieejamibas nodrosinasana vajredzigiem un neredzigiem
cilveékiem ir jauns un komplic€ts darbibas virziens komunikacijas joma ar sabiebribas kopienam,
kas prasa no muzeju darbiniekiem inovativu pieeju un neatlaidigu darbu paSu un sabiedribas
attieksmes maina pret citado un atSkirigo. Pozitiva attieksme un atbilstoSs piedavajums mazina
tadas vai citadas sabiedribas kopienas izol€tibu un veicina ieklauSanos kultiras un makslas
dzives norises.

Makslas valodas tulkoSana cilvékiem ar redzes trauc€jumiem prasa dzilaku problémas
izpéti un starpdisciplinaru pieeju, mérkauditorijas uztveres Ipatnibu izpratni un vajadzibu
respekteéSanu. Multimodala pieeja ir labakais risinajums, lai padaritu vieglaku makslas darba
uztveri un parne$anu nevizualai uztverei. Taktila grafika ir popularakais un vienkarsakais veids,
kas paslaik tiek pielietots aptaustamu makslas darbu attélu radisana. Tacu $ads makslas darba
sniegums prasa lielu darbu un piepiili no paSiem lietotajiem, lai iemacitos uztvert makslas t€lus
un saprast taktilas grafikas izteiksmes lidzeklu valodu. Te ir plaSs darbibas lauks
tiflopedagogiem un citiem specialistiem, kas palidz vajredzigiem un neredzigiem cilvékiem
ieklauties sabiedriba.

Jaunako 3D drukas tehnologiju iesp&jas jau tiek pielietotas un attistitas taktilu att€lu
prototipéSanai, lai nakotn€ drukatu taktilas gramatas. AutoreS saskata plaSas iespgjas Sis
tehnologijas pielietoSanai nakotng, lai reproducétu un padaritu aptaustamas muzejos glabatas
makslas vertibas cilvekiem ar dazadam redzes problemam.

Summary

The sighted people world must become more “sighted” in order to understand a visually impaired and blind
people’s needs and reduce inequalities to access world’s cultural heritage. The social role of the museums is
becoming more important to the public in order to enhance people-to-people understanding and tolerant attitude
towards each other.
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The museum art values accessibility to visually impaired and blind people. It is a new and complex field of
activity in terms of public communication that requires innovative approach from museum employees and their own
hard work to shift public attitude against unusual and distinctive way. A positive attitude and suitable tenders reduce
the isolation and contributes integration of cultural and artistic life processes.

Artistic language translation for the people with vision disabilities requires a deeper study of problems, the
target audience research and interdisciplinary approach to an understanding of the peculiarities of perception and the
needs to be respected. Multi-modal approach is the best solution to make the transmission of the work of art easier
to non-visual perception. Tactile graphicsare is the most popular and easiest way that is currently being used as
tangible artwork image creation. But such artwork image requires a lot of work and effort from the users themselves
to learn and understand the language of haptic art graphics expression. There is a large field for the pedagogues and
other specialists who help visually impaired and blind people participate in society.

The latest 3D printing technology options are already being applied and developed in the haptic images
prototyping to future print tactile books. Author sees great opportunities for the future to use this technology to
reproduce and make tangible art values of the museums for people with different visual problems.
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NU3YUYEHUE SJIEMEHTOB PYCCKOM HAPOJTHOM
KYJbTYPBI HA YPOKAX TEXHOJIOT'UHA

Studying the Elements of the Russian National Culture
at Technology Lessons
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Abstract. The analysis of the technology at school program is carried out in the research. Studying the
national culture plays an important role on technology lessons. It is possible to study people’s life features in a
deeper way. Also it is possible to feel belonging to the culture. The methodical recommendations of the training
organization with the elements of national culture at technology classes are in 5 and 8 classes.

Keywords: national culture, technology, culture element, technology lesson, studying.

Beryniienue

AHanu3upysi UCTOPHUIO PAa3BUTHUS KYJbTYpHOTO BOCIHTaHUS M oOpasoBaHus B Poccum,
MOKHO TOBOPUTH O TOM, YTO PELICHHIO 3TOM MpoOIeMbl YAENsIoch 0c000e BHUMAaHUE BO BCE
BpemeHa. B HaumonanbHol noxTpunHe obpasoBanust Poccuiickoit denepanny HalnuoHaIbHOE
BOCIIMTAHUE PACCMAaTPUBAETCS KaK IIEJIOCTHBIA IPOLECC, BCECTOPOHHE BO3JCHCTBYIOIUN Ha
JUYHOCTh M oOecneuuBaromui (OpMHUpPOBaHUE, Pa3BUTHE M BOCIHUTAHUE KAyeCTB, KOTOPHIE
IIOMOT'at0T JKUTh U TPYJIUTHCSA B HOBBIX COLUAIBHO-3KOHOMUYECKUX YCIOBHSIX.

[ns coBpemenHoit Poccun xapakTepHbl IPOLIECCH BO3POXKACHUS HALIMOHAIBHBIX KYJIBTYD,
O’KUBJICHUS TPAJAULUI U AYXOBHBIX OCHOB XKM3HM HapojoB. B 3Toif curyanun ocoOeHHO ocTpo
BCTaeT npoOlsemMa BOCIUTAHUS JINYHOCTH, CIIOCOOHOM OpUEHTHUPOBATHCS HA JIyXOBHO 3HAUYHMbIE
HOPMBI M LEHHOCTH (TyMaHHOCTb, MaTPUOTHU3M, TPaKJaHCTBEHHOCThb, Oiarodectue M Ap.),
oOnanaroniell ONbITOM 3THOKYJIBTYPHOM OpHEHTAllMH, CAaMOOMNpPENETIeHHUS B IOJUKYJIbTYPHOI
cpele, NpOSBIABIIEH TOJEPAHTHOE OTHOUIEHHE K IPEACTABUTENSIM APYTUX  KYJIBTYD
(JIucosenko, 2004).

Heab pa6oThl, METOABI 1 MOAXOAbI

[lenbto wMccnenoBaHUs  SABIAETCS M3YUYEHUE BO3MOXKHOCTH BKJIIOYEHHS DIIEMEHTOB
HAI[MOHAJIBHOU KYJIbTYpPHI B IIKOJIBHYIO IPpOrpaMMy oOpa3oBaTenbHOM obnactu «TexHomorus» u
pa3paboTKa COOTBETCTBYIOLIMX METOJANYECKHX PEKOMEHIANH (Ha mpUMepe U3yUeHHs TPaTUIui
[IckoBcKo#t 00acTH).

W3y4uB IUTEpATypy M CTaTbH IO TEME MCCIEAOBAHUSA U CUCTEMATU3UPOBAB IIOJIYYEHHBIE
JaHHbIE, MIPEJICTaBIsIeM HEKOTOpbIe aBTOPCKUE MPOrpaMMBbI JJIsi YPOKOB TEXHOJOTUH, KOTOphIE
MOYKHO UCIIOJIb30BaTh KaK OMOPHBIN MaTepual i CO3aHHsI COOCTBEHHBIX IPOTPAMM.

IOpxuna Haraness AHaTonbeBHA, YUUTENh HAYAIBHBIX KJIACCOB, pa3padoTana MmporpaMmmy
KPYKKa JIOTIOJIHUTENILHOTO 00pa3oBaHus «Bo3pokIeHre HApOIHBIX POMBICIOBY.
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HanpaBieHHOCTh JONOTHUTENBHOM 00pa30BaTeIbHOM MPOrpaMMBbl — Pa3BUTHE TBOPUECKUX
CITOCOOHOCTEH ydYalIuXcsi TP O3HAKOMJICHHH C TpuéMamMu XOXJIOMCKOH, JYKOCTOBCKOM,
Ixenbckoit, I'oponenkoit, CeBepoaBuHckoi, OunrmonoBckoil, Kapromnonsckoi, [{pIMKOBCKOM,
Mesenckoit pocnucaMu, OOydeHHE JeTed pas3Iu4HbIM I[pHEMaM BBIIIUBKUA OHCEPOM U
OKCepOIIETEHUIO, BBIIIMBKE MIETKOBBIMU JeHTaMu. IIporpamma akTyanbHa, T.K. JIIOJAEH B OBITY
OKPYKalOT HM3JeNIusl MacTepoB-yMmenblieB. [lersam OyneT MHTEpecHO y3HATh HMH(GOPMALMIO O
pa3IMYHBIX IPOMBICIAX U MONPOOOBaTH CBOM CWIJIBI B 3TOM HAalpaBICHUM MPU H3TOTOBJIECHUU
uzgenuil. IIoToM 3TH u37enus MoryT SBIATHCS NPEKPACHBIMU MOAAPKAMH 3HAKOMBIM U POIHBIM
Ha pasiauyHble MNpa3gHUKU. (s ydammxcs oHa HECET 3JIEMEHT HOBM3HBI, T.K. Ha YypoOKax
TEXHOJIOTUM U M300pa3sUTEIbHOIO HMCKYCCTBA B HAYaJIbHOW ILKOJIE pAacCMaTPUBAIOTCS HE BCe
BUABl pocrucedl. A OucepoIuleTeHHE W BBIIIMBKA IIEIKOBBIMH JICHTAMH CTald OYEHb
HOIMYJISIPHBIME BUIAMH JEATEIBHOCTH y ydyaimuxcs u ux poauteneii (FOpkuna, 2012).

I'ymepoBa ['ynpnaz CanaBaToBHa SBIS€TCS aBTOPOM pabOThl «METOIMYEeCKHe OCHOBBI
BBEJICHUS DJIEMEHTOB HAIMOHAIBHOM KyJIbTYpbl B TPYJOBOE OOYyYEHHE YUaIIUXCS B PaMKax
oOpa3oBatenbHO 00macTi «TexHonorus» (Ha npuMepe OAIKUPCKON KYIbTYPHI)».

Ilenpto €€ wuccienoBaHUs SBISETCA: pa3padOTKa METOAMKM OOy4eHHs 3JIeMEHTaM
HAIIMOHAJILHON KYJBTYpPHI B 00pa3oBaTebHOM 00mactu «TexHOomorus». ABTOp MUILET O TOM, YTO
€CIIM CTPOUTb H3YYEHHE TEXHOJIOTUM C BKIIOUEHHEM psaga Monyieil: «bamkupckas
HaIMOHAJIbHAs BHIIIMBKAY, «balknpckas HalmoHANbHAs KyXHs», «XyI0’KeCTBeHHas: 00padoTKa
KOXXN», «balllkupckuil HapOJHBI KOCTIOM» C 3J€MEHTaMHU HAIMOHAIBHOW KYJIbTYpBl, TO Y
IIKOJBbHUKOB C(OPMHUPYETCS MHTEPEC K U3YYEHHUIO HAMOHAIBHON KYIBTYPHl U K TPYAOBOMY
oOyueHuto, Oyner obecrieueH Oosee BHICOKHI YPOBEHb YCBOCHUS 3HAHWI U yMEHHI B o0nacTu
HAI[MOHAJIBbHOU KYJIbTYpPbI B paMKax TpyaoBoro o0yuenus (I'ymepona, 1999).

Ockop6una Haranbs [letpoBHa pa3paboTana nporpamMmy MO TEXHOJOTHHU «JleKopaTHBHO-
IIPUKIIATHOE TBOPUYECTBO HApo 0B CudUpM».

JlaHHas mporpamma paccuMTaHa Ui y4aluxcs 8-X KIaccoB, B KOTOPYIO BXOJST Pa3Jieibl
JI€KOPaTUBHO-TIPUKJIAHOIO TBOPUYECTBA: BBIIIMBKA KOBPOBAs U JEKOPATUBHAS PY4HAsl BHILIMBKA.
JlaHHBII Kypc OCHOBaH Ha y4eOHOM mocoOuu, ogoOpeHHoM MunuctepctBoM OOpa3oBaHUsS U
Hayxu Pecniyonuku Bypsrtus, babyesoit B. JI. «MatepuanbHas u 1yXoBHasi KyJabTypa Oypsar»,
TaKKe Ha OCHOBE YydeOHMKa MO TEeXHOJOruW, 8 kiacc, mox penakuueit B. JI. CuMmoHeHKoO.
YHUKaTBbHOCTh MPOTpaMMBbl 3aKIH0YAETCS B TOM, YTO y4alllhecs BbIOMPAIOT TBOPUYECKUI MPOEKT,
UCTIOJB3Ys OOraThlii MaTepHall 1eKOpPaTUBHO-IIPUKIIAJIHOTO ucKyccTBa Pecyonmuku (OckopOuHa,
2013).

OcHoBHAA YaCTh

Jlns mpoBeneHus aHaiau3a KOJIbHOW Mporpammsl BeiOpana nporpamma H. B. Cunuis! no
HanpaslieHUI0 «TexHOoIorus BeACHMsI JOMa», COCTABJIEHHAs B COOTBETCTBUHU C¢ PDenepanbHbIM
rocy/1apCTBEHHBIM 00pa30BaTeNIbHBIM CTaHJAPTOM OCHOBHOI'O OOIIEro 0Opa30BaHMUs.

OCHOBHBIM BHMJIOM JACSTEIBHOCTH Y4YalUXcs, M3ydarommx npeamer «TexHomorus» mo
HanpaBlieHUIO0 «TeXHOJIOrUs BEJIEHUs JI0May, SIBJISIETCS MPOEKTHas AesTenbHOCTh. IIporpamma
BKJIIIOYaeT B ceOsi udeThlpe paszzgena: «TexHonorus QoMamiHero Xxossicrta», «KymuHapusy»,
«Co3aanue u3enuil U3 TeKCTUIIBHBIX MaTepUuanoB» U «XyJ0KECTBEHHBIE peMeca.

[Tocne ananu3a MIKOJBLHON MPOTPaMMBI IT0100paHbI TEMBI, TPU U3YYEHUU KOTOPHIX MOKHO
UCIIOJIB30BaTh HH()OPMAITHIO O KYJIbTYPE POAHOTO Kpas (Tabmura Ne 1),

Taxoke 1enecooOpa3HO MPOBECTH BBOAHYIO Oeceny o KynbType IICKOBCKOTo pervoHa u
NPEJIOKUTh YUYEHHKaM IPOBECTH MUHHU-UCCIEIOBAaHHE O TPAaTULUAX, KOTOPbIE, BO3MOXKHO,
NOJ/IEP’KUBAIOT MX POJACTBEHHUKH. Ha OCHOBE 3TMX MUHH-MCCIIEJOBAHUN MOXKHO MONPOOOBAThH
OpraHU30BaTh MPOEKTHYIO JESATEIIbHOCTD IIKOJIbHUKOB.
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Tabmmna Ne 1

ITonOopka TeM 1 MaTepraIoB AJIs IPOBEACHUS YPOKOB TEXHOJIOTUN

C 3JIEMEHTaMH HapOAHOMN KyJIbTYpPbI

Paznenns! 1 TeMbl
MIPOTPaMMBI

Kmacc

MeToanecm/Ie PEKOMEHAAINN

TexHO0JIOrus JOMAIIIHEIr0 X035lcTBA

1. UnTepbep KyxHH-
CTOJIOBOH

[Ipu u3ydyeHnn JaHHOMN TEMbI MOXHO BKIIOYUTH B YPOK WH(MOPMAITIH
0 PYCCKOM meuke, ucropuu €€ mosiBieHus. Bo3MoxkHO, y KOTO-TO U3
IIKOJBHUL[ €CTh CTapblil JEPEBEHCKHH JOM C PYCCKOH IEYKOH,
MOXXHO TOTIPOCUTH TPOBECTH MUHU-HUCCIIEIOBAHUE M BHICTYIHTDH C
JIOKJIQJIOM.

2. lHTEpBEp KUIIOTO
JIoMa

Ha naHHOM ypoke MOKHO NMO3HAaKOMHUTb YYEHHKOB C BHYTPEHHHM
yOpaHCTBOM JKWJIMINA HAIIUX IPEJKOB, HauuMHas C APEBHEUIINX
BpEMEH, a TaKkke ¢ yOPaHCTBOM TPaAULMOHHON pyccKoi u30bl. Tema
«HTEepbep KWIOTO JAOMa» XOpOLIO COYETAaeTCs C TEMOW
«XyHOXKECTBEHHBIE pEMECIay, MO3TOMY MOXKHO IIPEIUIOKHUTH
LIKOJIBHHULIAM ~ pa3paboTaTh MHTEPREP C JJIEMEHTAMH PYCCKHX
TPaIUIUil ¥ MONPOOOBaTh M3rOTOBUTH KaKOC-HUOYAb M3JCIHE IS
YKpallleHUs] HHTEphepa.

3. Dkoiorus
SKHUTHIIA

HeOonbliass ucropudeckas crpaBka O TOM, Kak CTPOWJIHM JoMa B
JOPEBHOCTH, W3 KakKhX MaTepuanoB, Kakhe XHTPOCTH TMpH
CTPOUTEIIBCTBE HUCIIOJIB30BAIN HAIIX Npeaky. [Ipyu n3yueHun naHHoOM
TEMBl MOXHO OOBEJAWHUTBCA C YYHUTEIEM TEXHOJIOTHH IO
HanpaBieHuo «HIyCTpUabHBIE TEXHOJOTHH», KOTOPBIA MOXET
[I0Ka3aTh Pa3JIMYHbIC IOPOJIbI JIepeBa, 0COOCHHOCTH UX 00Pa0OTKH.

Kynunapus

1. brrona u3 xpyr,
000OBBIX U
MaKapOHHBIX
171631 (M1 707

Ha garrOM ypoke MOXXHO TO3HAKOMHUTH YUYEHHUKOB C MHOTOOOpa3HeM
Pa3HOBHUIHOCTEH Kalll, MyYHbIX U KPYISIHBIX, C TPAAULIMOHHBIMU Ha
[IckoBuiHe Ha3BaHWAMHU Takux Omon. [lpw  mocTarouHOM
MaTepUATHHO-TEXHHUECKOM OCHAICHUHM IIKOJBI, Ha TPAKTHKE
[0Ka3aTh YYEHHUKAM TEXHOJOTHIO IPUIOTOBJICHUS PYCCKOM Kalu.
MoxHo aath HeOONbIIyl0 HHOOPMANMIO O 3HAYCHHM Kallk B
HEKOTOPBIX 00psiIax M YCTPOUTH BEUEPHHE MOCHICIIKH.

2. barona us suig

Pacckazare 0 ponm suIl B palMOHE NUTaHHUS YEJIOBEKA, M3Y4YHUTh
pasHble CHOCOOBI NMPHUIOTOBJICHUS AWML U ONIOJ, B KOTOPBIX OHH
SIBIISTIOTCST 00513aTETbHBIM HHTPETUEHTOM.

BcroMHUTE O HapoOAHBIX TPaaWIUAX, CBA3AHHBIX C sAHIAMH,
HampuMep, KpacuTh siina Ha [lacxy. Ecnu 3amuiaHupoBaTh TEMBI C
y4eToM KaJIeHJApHBIX MPa3IHUKOB, TO MOXXHO HM3Y4YHTh Ha YpOKe
pa3NUYHbIe TEXHOJOTHH TOKPACKH SUIl M MONPOOOBaTh 3aKPENUThH
3HAHUS Ha PAKTHKE.

3. IlpuroroBneHue
3aBTpaKa.
CepBHpOBKa CTOJIA K
3aBTPaKy

Pacckaszarp ydyeHukam Kakue Onrofa Jydlle BCEro HPUTOTOBUTH Ha
3aBTpaK. DTO MOTYT OBITh OJIf0JIa U3 SIUII, Pa3JINYHbIC Kallld, My4YHBIC
W3/€Us, IPEICTABIECHHBIE B TYHKTaX.

4. brtona u3 peIOBI U
PBIOHBIX ITPOYKTOB

I[To Teme naHHOTO ypOKa, MOXHO IOTOBOPUTH O BCEBO3MOXKHBIX
BapHaHTax yInoTpeOCHHs PHIOBI B IHIILY, O €€ BAYKHOM 3HAUCHUH IS
KUTEIEH T0O0epeKbs MECTHBIX 03€p.

Taxxke MOXHO TPOBECTH HCCIEIOBAaHHE CPEId MECTHBIX PHIOAKOB O
MPEICTABJICHHBIX B FOPOJIE BHIAX PbIO, OCOOCHHOCTSIX HMX JIOBIIH W
TIPUTOTOBJIEHUSL.

5. biarona u3 Msaca

Kakue 6J'I}0,I[a MOXHO IPUTOTOBHUTL W3 MACA, HCKOTOPLIC
TPAaAUIHUOHHBIC PCHCHTHI MPUTOTOBJICHUA MACHBIX 6J'HOI[ B pYCCKOﬁ
IIcyun.
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6. 3anpaBoOYHBIC 6 Ha nanHOM ypoKe MOKHO TIO3HAKOMHUTE yUaITuXCs ¢ OCOOCHHOCTIMHU

CYTIBI NPUrOTOBJICHUST CynoB. Eciam mkona o0dagaer HeoOXOOuMOit
MaTepHuaTbHO-TEXHHUECKOH 0a30i, TO IenecooOpa3Ho MOmpoOoBaTh
MIPUTOTOBUTH HA MPAKTUIECKOM 3aHSATHH OJHWH WA HECKOJIBKO BUIOB
MIPEJICTABICHHBIX CYIIOB.

7. llpuroTtoBnenue 6 Pacckazarp yueHukaM Kakue OJIF0/a JTy4IlIe BCETO MPUTOTOBUTH JIS

obema. CepBHpOBKa o0ema. OTo MOTYT OBITh pa3iMyYHBIEC CYTBI, TAaK U PA3IAIHBIE BTOPHI

CTOJIa K 00emy 0JIroa, TIPEICTABIICHHBIC B pa3ieliax.

8. biiroga u3 Mosoka 7 B pamkax naHHOrO ypoka, MOKHO JaTh MH(OPMAaILMIO O CBOMCTBaX

Y KUCJIIOMOJIOUHBIX MOJIOKa, O MPHUTOTOBJICHUU PAa3JIMYHBIX OJIIOJI W3 MOJIOKa W

MPOAYKTOB MOJIOYHBIX TPOAYKTOB. Paccka3ate O TEXHOJIOTHH TPUTOTOBICHHUS
TaKoro 00psOBOTO OJI0/IA, KaK macxa.

9. U3nenus u3 7 [ToroBopuTh ¢ yyammmucs 0 XJjiebe, MO3HAKOMUTH C Pa3IUYHBIMH

JKUAKOTO TECTa BugamMu xieba. Pacckasate o mpaBmiax Beimeukd llacxampHOTro
Kylnda W CBS3aHHBIX C HHM O00psmax, a Takke o0 oOpsmax
CBA3aHHBIX C IICYCHUEM U OJIadAbsIMU.
MoXHO WHCIIeYh Ha IMMPAKTUYCCKUX 3aHATHAX OCHOBHOC KYyHIAHLC
TPaIUITUOHHOTO TIpa3HUKa MacCIIeHUIIBI — OJIMHBL.
Takxke MOXHO NPOBOIUTH HECTAaHIAPTHBIE YpPOKe B (Qopmax
KyJIMHApHBIX WIOY, YPOKOB-DKCKYPCHH, YPOKOB — MacTep-KIacCOB.
Bo IlckoBe MHOTHE Kade ycTpanBaroT Beuepa HAIIMOHAIEHOW KyXHH,
MIO3TOMY €CJIH IIKOJIBHOMY PYKOBOJACTBY YIACTCSI JOTOBOPUTHCS O
OpOBCACHUMU TAaKHUX YPOKOB, TO MKOJbHUKH TII0JIy4YaT HOBYIO
WHGOPMALIMIO B MHTEPECHOW U YBIIEKAaTEILHOH opMe.

10. Buas! Tecta 7

BBITICYKHU

Co3nanue M3JeJUH U3 TEKCTIJIbHBIX MaTepuajioB

1.KonctpynpoBanue
IIBEHHBIX U3AEIIUI

5,6,7

B Marepuan ypoKOB 1O M3YYEHHIO KOHCTPYHPOBaHUSA U
MOJIETTMPOBAHUS IIBEMHBIX M3ACIHN ¢ 5-TO Mo 7-H KJIacChl, MOXKHO
BKJIFOUUTh CBEACHUS 00 JJIEMEHTaX TPaJUIMOHHOTO HAapPOJIHOTO
KOCTIOMa, OCOOEHHOCTSX MYXKCKOTO ¥ JKEHCKOTO KOCTIOMA,
pa3zHOO0pa3wu roJIOBHBIX YOOPOB M yKpaieHuil. Takke Takue ypoKu
MOKHO  3aIUIAaHUPOBaTh KaK MHTErPUPOBAHHBIE C  KypCcOM
nzobpazurensHoro uckyccrBa win MXK, Tak Kak cymiecTByer
0O0JIBIIIOE KOTMYECTBO MOJIOTEH ¢ N300paKeHHEM PYCCKUX OaphIlieHb
B HApoJHBIX KocTioMax. Ecim B ropoae ecTh My3ed, B KOTOPOM
MPEJICTABJICHBl PA3JIUYHbIE TIPEAMETHI JIEKOPATUBHO-TIPUKJIIAIHOTO
HCKYCCTBa, OJEKIa, YKpAIIeHHUs, TO IIeJecoo0pa3HO OpraHu30BaTh
3KCKYPCHIO.

2. MopaenupoBanue
IIBEHHBIX U3AEIIUI

6,7

Xyao:xkecTBeHHbIE peMeciia

1. JlekopatuBHO-
NpUKJIaTHOE
UCKYCCTBO

Bborareiimmii Marepuail Ml U3Yy4YCHUA MCECTHBIX XYHOKCCTBCHHBIX
Tpa,Z[I/II_[I/Iﬁ Ja€T TKa4CCTBO. Ha YPOKE MOXHO IMpPCACTAaBUTH
I/IHq)OpMaI_II/IIO 0 BUaax TKa4Y€CTBa, Ppa3JIn4YHbIX n3aCIuAX,
BBIIIOJIHEHHBIX B 3TOH TCXHHUKE, UCIIOJIB30BaBIIMUXCsA KaK B 6LITy, TakK
" Jid COBCPUICHUA O6p$I,Z[OB, 0 TpaaAUIIMOHHOM JICKOPC I/ISZLGJ'II/Iﬁ.

2. Brimmnsanue

3HAKOMCTBO yUaIuXcsl ¢ TpamuiinoHHOW Ha [IckoBmmHE, MpeBHEH
JIBYCTOPOHHEN KPECTBhSIHCKOM BBIIIKMBKONM, Ha3bIBAEMON POCIIHCHIO.
CBezneHust 0 TaMOypHOM BBIIIKBKE.

Tak xe B Marepuaje IMpEnCTaBICHO ONMUCAHHWE Pa3IMYHBIX BUAOB

OpPHAaMEHTOB, Y30pOB, KOMIIO3UIIMHA. BO3MOXHOCTH MPOBEAECHUS
MNPAaKTUYECKUX 3aHATUMA C BKIIYEHHEM DJIEMEHTOB JaHHBIX
HaIPaBJICHUI.
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Taxum 06pa3zoM, MOXKHO CENaTh BHIBOJ O TOM, YTO HMIKOJbHAS IPOrpaMMa 10 TEXHOJIOTHH
UMEeT IMIUPOKHE BO3MOXKHOCTHU Ul BHEIPEHHUS HU3YUYEHUS DJIEMEHTOB HApOJHOU KYIbTYpbI
(Xorynues, 2005). Ilpu HEOOXOAMMOCTH W TIO BO3MOXKHOCTH TAaKUE YPOKA MOTYT OBIThH
OpraHU30BaHbl KaK BHEKJIACCHBIE MEPOIIPHUSITHS.

OcHoBHas Qopma pabOThl ¢ y4YEeHHMKaMH B IIKOJE — YPOK. Ypok — rubkas ¢opma
opranuzanuu ooydenus. OH BKIIIOUaeT pa3HOOOpa3HOe co/iepKaHKEe, B COOTBETCTBUU C KOTOPHIM
UCTIONB3YIOTCSl HEOOXOIuMBbIE MeToAbl, (GopMbl U Tpuembl oOyueHus. Paznuunbie ¢Gopmbl
IIPOBEJICHUS] YPOKA HE TOJIBKO Pa3HOOOpa3aAT y4eOHBIM MpOIecC, HO U BBI3BIBAIOT y YYaIIUXCS
YZIOBJIETBOPEHHUE OT CAMOI'0 IIpoLecca Tpyaa.

Hetpamunmonsslii ypok — ogHa u3 Takux (opMm opraHu3anuu OOy4eHHS W BOCHUTAHHS
IIKOJIbHUKOB.

[IpumeHeHre HETPaAULIMOHHBIX (OPM YypPOKOB, B UACTHOCTU YPOKA-UIPbI, YpOKa-
OKCKYPCHH, YPOKa-KOH(EPEHIIMH — 3TO MOIIHBI CTUMYN B OOYYEeHHH, 3TO pazHOOOpasHas U
cuibHas MoTHuBanus. [locpecTBOM Takux YpOKOB ropa3fo akTHBHEE M ObICTpee MPOMCXOIUT
BO30Y)KJICHHE MTO3HABATEIILHOTO UHTEPECa.

C MeToauveckod TOYKM 3pEHUs HEOOXOAMMO OTMETHTh, 4YTO, BO-TIEPBBIX, YPOKHU C
U3YYEHHUEM DJIEMEHTOB HAIIMOHAIBHON KYJbTYpbl HE JOJDKHBI MEIIAaTh M3Y4YEHHIO OCHOBHOM
HIKOJILHOM MpOrpaMMmBbl, HE TIeperpykath ee, He 3aMEeHSITh €€, a OpraHNYHO BIUIETATHCS B OOIIYIO
ceTb yueOHbIX TeM. HanmomHuTh copepiaHue COOTBETCTBYIOIIMM MaTEpHaIOM MOXKET IOMOYb
pErMOHaNIbHBIN pe3epB BpeMeHH B pekoMeHaoBaHHOM PI'OC mpumepHoil mporpamme. Bo-
BTOPBIX, [P OPraHU3alMM TaKUX YPOKOB HE0OXO0JIMMa YeTKas CTPYKTypHas, TeopeTHdecKas 1
BpeMeHHas npopabotka (Kpyrmnukos, 2007).

B nenax usydeHus! pa3nUyHBIX MPEAMETOB U SIBJICHUN B €CTECTBEHHBIX YCJIOBMSX WU B
My3esiX, Ha  BBICTaBKax, IenecooOpa3Ha  OpraHu3anus  JKCKypCUH,  TOCEIIeHue
JOCTONPUMEYATENbHBIX O0BEKTOB.

DKCKypCUU Ha MPHUPOAY MO UCTOPHUECKUM MECTaM, B BBICTABOUHBIE 3aJIbl, yUaT MOHUMATh
IIPOU3BENICHUSI UCKYCCTBA, HAXOJIUTh KPACOTY B OOBIJCHHBIX BELIaX M SBJIEHUSX, YyBCTBOBATb
KpPacoTy YeJOBEYECKOTo Tpynaa. Bo3MokHa opraHu3anusi HNPOBEICHHS MacTep-KJIaccoB s
OTpabOTKM TPAKTUYECKUX HABBIKOB [0 PA3JIMYHBIM METOJMKAM M TEXHOJOTUSIM C LENbI0
o0y4yeHMsI pPa3IUYHBIM BHJIAaM JESITEIbHOCTH, pacliupeHus Kpyrozopa. Myseu IlckoBckoit
00JacT MpeJOCTaBISAIOT BO3MOXXHOCTh MPOBEACHUS PA3IMYHBIX MAacCTEP-KJIACCOB MO TKAYECTBY,
IUIETEHNIO0, W3TOTOBJICHHUIO HApOJHOM WIpyIIKH. Takke B TOPOAE YaCTEHBKO MPOXOIAT
HapoOJHbIE TYJISHHS, Ha KOTOPBIX TaKXe MPEJCTABIECHbl M HApOJHbIE KOCTIOMBI, U NPEAMETHI
JEKOPaTUBHO-TIpUKIAAHOrO0 HcKycctBa. B IlckoBckom Kpemiie ecTb cyBeHUpHBIE JIaBKH, B
KOTOPBIX TaKXKe MPEJACTaBICHbI N3IEIHsI ICKOBCKUX YMEIBIIEB.

OpraHu3anus ypoKOB [0 H3YyYEHHIO HApOJHOW KyJIbTypbl HEBO3MOXHa 0e3 co3gaHus
0co0oi TBOpUecKol arMoc@epbl: KAOMHET MOXKHO YKPACUTh COOTBETCTBYIOLIUMH IpeIMETaMu
UHTEphEpa, MCIIOJIB30BaTh IPH OOYYEHHH PYCCKYI0 HApOAHYIO MY3bIKY, 3JIEMEHTHI
HAI[MOHAJBHBIX KOCTIOMOB, 3arajgku, nociaoBulbl. [lo okxoHuaHuio oOyueHus oOs3arenabHa
OpraHu3aIys BHICTABKH padoT.

K opranuzanum BHEKJIACCHOM pabOThl MO TEXHOJOTMM MOKHO IPUBJIEYb DPOAMTENEH.
Hanpumep, opraHu3oBaTh «IOCHIEIKH» C YACMUTHEM WM HUMIPOBH3HUPOBAHHBIM YXXHHOM B
HapOAHBIX TPAJAULIMAX, BO3MOXKHO MTPOBEEHUE UTPOBBIX (hOpM pabOTHI.

Ecnu penurnosnsie yoexaeHusl YI€HUKOB WIM UX POJUTENEH OTHOCUTENBHO HEHTpaIbHBI
(MM OTHOCSITCSL K OJHOM pPEIUTuM), TO MOKHO MPOBECTH COOTBETCTBYIOLIME MEPONPUSITHUS B
yecTh Macnenunsl, [lacxu, PoxxaecTBa, pacckazaTh 0 TpaJUIMX, IPOBECTH 0OpsAbI (HapuMmep,
nokpacuth siina Kk [lacxe, ucrneus Kynny, MPOBECTU KaTaHUE SULY).

[To3Hanue neTbMU HAPOJHOM KYJIBTYPBI, PyCCKOTO HapOJHOTO TBOPYECTBA, HAPOJHOTO
¢donpkiIopa, HAXOAUT OTKIMK B JETCKUX CEpALlaX, MOJOKUTEIBbHO BIMSIET HAa SCTETHUYECKOE
pa3BUTHE JETel, pacKphIBAE€T TBOPUYECKUE CIIOCOOHOCTH KaxJoro pedéHka, GpopMupyer oOIIyro
JTYXOBHYIO KynbTypy. HaunHaTth nproOieHne K HEeHHOCTSIM HApOJHOM KyJIbTyphl HEOOXOAUMO
HA4YMHAThH C MJIAJIIIErO JOIIKOIBHOIO BO3pacTa.
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BriBoabI

[TpumepHas oOpa3oBaresibHas porpamma 1o npeaMery «TexHOnIorus» sABiseTcss OCHOBON
U OpPUEHTUPOM JUISl COCTAaBJIEHHUS AaBTOPCKUX IPOrpaMM (MOXET HENOCPEACTBEHHO
UCIIOJIb30BaThCs NPU TEMATUYECKOM IIJIJAHUPOBAHUU aBTOPCKOro Kypca yuurenem). IIpu stom
aBTOPBI MPOrPaMM MOTYT TPUMEHHTh COOCTBEHHBIH IOAXOJ] B YaCTH CTPYKTYPHUPOBAaHUS
y4eOHOro MaTepualia, JONOJIHEHHMsI €ro JKeNaTeIbHbBIMU JJIsl HUX CHJKETHBIMU JIMHUSMH,
OIpeeNICHUs] MOCIIE0BATEIbHOCTH HU3Y4YEHHs 3TOT0 MaTepuaia, a TaKKe IyTeil J0NOJHEHUs
COJIepKAHUS CUCTEMBl 3HAHUH, YMEHUH U CIOCOOOB EATEILHOCTH, PA3BUTUS U COLMAIM3ALUU
y4almxcs.

Taxkum o0Opa3om, Oosiee riryOoKOoe U3ydyeHHE 3JIEMEHTOB HApOAHOM KyJIbTYphl Ha YpOKax B
IIKOJIE BO3MOXKHO B OOJBIICH CTemeHW Onaromaps aBTOPCKUM IporpaMmaM. YHHKaJIbHOCTh
npeaMera «TexHONIorus» COCTOUT B TOM, YTO B PaMKax JAaHHOTO IPEIMETa MOXKHO COCIUHUTH
UCTOPUI0O U COBPEMEHHOCTb, MPUOOIIMTH K HAPOAHOMY HMCKYCCTBY M MOJYYHTH TPYIOBBIE
HaBBIKH, IPOBECTH MHTETPALUIO C IPYTMMH NPEAMETAMU <IIPEIOMIISSICHY B CTOPOHY HAPOIHOMU
KYJIbTYPBI.

IIckoBckast 06s1acTh 00J1aAaeT JOCTATOUHBIMUA BO3MOXKHOCTSIMU Ul OpraHU3aliy 3aHATHIH
[0 M3yYCHHWIO HAIMOHAJIBHOW KYIBTYpBI, TaKKe€ B OOJIACTH MPEICTABICHBI pa3zHOOOpa3HbIC
KOJIJIEKLIMM, KOTOpbIe OYIyT MHTEPECHBI HE TOJBKO LIKOJbHUKAM, HO U UX POJIUTEIISM.

Summary

The analysis of the technology at school program is carried out in the research. Studying the national culture
plays an important role on technology lessons. It is possible to study people’s life features in a deeper way. Also it is
possible to feel belonging to the culture. The methodical recommendations of the training organization with the
elements of national culture at technology classes are carried out in 5 and 8 classes.

In the National doctrine of education the Russian Federation national education is considered as the complete
process that is comprehensively influencing the personality and also providing forming development and education
of qualities which helps to live and work with the new social and economic conditions.

Revival of the national culture processes, traditions and spiritual bases of life characterize the modern Russia.
In this situation there is a huge educational problem with personalities capable to guide by spiritually significant
regulations and values (humanity, patriotism, civic consciousness, piety, etc.), having an experience in ethno cultural
orientation, self-determination in the poly cultural environment, showing the tolerant attitude towards
representatives of the other cultures. The research object — to study national culture possibilities at school programs
in technology area, to study development of the corresponding methodical recommendations (studying traditions at
Pskov region). The literature and articles on the subject of the research are explored and systematized, the data is
aggregated. There are authors’ programs on technology lessons that can be used as a basic material in creation of the
own programs. It is chosen to carry out the N. V. Sinitsa's school program analysis on Technology of Maintaining
House direction made according to the standart of the main general education. The program includes four sections:
,»rechnology of a household”, ,,Cookery”, ,,Creation of products from textile materials” and ,,Art crafts”. After the
subject analysis at school program, it is possible to choose one with the information on the native culture. It is also
expedient to lead an introduction discussion about the Pskov region culture and to suggest scholars to conduct a mini
research about the traditions that, perhaps, are supported by their relatives. On the basis of the mini researches it is
possible to try to organize students design activity.

Kopsavilkums. Petijuma mérkis ir izpétit iespéjas, ka nacionalas kultiras apguve ir ieklaujama izglitibas
jomas “Tehnologija” visparizglitojoso skolu macibu programmas, un izstradat atbilstoSas metodiskas
rekomendacijas. Macibu prieksmeta “Tehnologija” unikalitate ir ta, ka, Saja macibu priekSmeta apvienojot vesturi
un tagadni, iepazistot tautas daijradi, skolénos tiek attistitas jaunas prasmes. Pleskavas apgabala pedagogiem ir
dazadas iespéjas macibu stundas organizet nacionalas kultiuras konteksta.
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REZEKNES BERNU MUZIKAS SKOLA (1949-1956):
MACIBU IESTADES IKDIENA UN FUNKCIJAS
KOMUNIKACIJA AR SABIEDRIBU

Rezekne Children Music School (1949-1956): routine of an educational
establishment and functions in communication with society

Valda Caksa
Rézeknes Tehnologiju akadémija, Jana Ivanova Rézeknes muzikas vidusskola
e-pasts: valda.caksa@inbox.Iv

Abstract. The goal of the article is, applying the interdisciplinary approach in the analysis of historical
documents and stories about memories, to find out the most important features in the history of Children’s Musical
School of Rezekne (1949-1956) managed by Janis Usitis, describing also the personalities of the most important
music teachers and composition of pupils.

As the soviet ideology prohibited individuals from the role of a free social doer, believing it to be the an
easily customizable for the needs of the reforms defined by the elite, the main attention in the article is paid to the
everyday life of school staff and its functions in communication with society. The article is methodologically based
on the historical analysis of discourse.

Keywords: Rezekne Children Music School, Janis Usitis, socialist realism.

levads

Vel pirms Otra pasaules kara beigam, pe€c pils€tas atbrivoSanas no vacu okupantiem
1944. gada, Rézekne darbu uzsaka tautas konservatorijas mantiniece, Klementa Medina (1907-
1987) vadita muzikas vidusskola. Vidusskolas klasés macibu maksa bija 480.00 rbl. gada un $i
iemesla péc bija liels audzeknu atbirums. Pieméram, no 1947./1948. m. g. sakuma esoSajiem
32 vidusskolas klaSu audzékniem macibu gada beigas palika tikai 17 (RZVA, 180.f, l.a., 5. L
39. Ip.). Tas bija viens no iemesliem, kapéc 1949. gada pavasari tika pienemts lémums partraukt
miizikas vidusskolas darbibu, saglabajot Reézekné vien pirmo miizikas izglitibas pakapi — bérnu
miuzikas skolu. Par miizikas skolas direktoru, kura ka vieniga miizikas macibu iestade Rézekné
pastav§ja Iidz 1956. gadam, tika iecelts Janis Usitis (1907-1977). Gada atskaite par macibu
iestades darbu 1949./1950. macibu gada liecina, ka skolai triikka instrumentu — akordeona, lai
varétu atskanot pavadijumu vietas, kur nav klavieru, macibu procesa vajadzibam triikka klavieru
un vijolu. Audzeknu pieplidums iestaju parbaudijumos liels, tomér vid€jais iestajeksamenu
vertéjums lielakoties apmierinoss, ar labu dzirdi pieteicas maz audzéknu. Saja macibu gada
klavieru nodalas klaseés macijas 27 audzekni, vijoles nodalas klasés 5 audzekni, tautas
instrumentu un akordeona nodalas macijas tikai pa vienam audz€knim. No kopg&ja audzeknu
skaita miiziku apguva 12 latviesu tautibas audzekni, 16 krievu tautibas audzekni, pieci ebreji un
viens polis. (RZVA 180.f,, 1.a,,12. 1., 1.-2. Ip.).

Darba mérkis un teorétiskais ietvars

Darba mérkis ir, izmantojot starpdisciplinaro pieeju véstures dokumentu un atminu stastu
analizg, noskaidrot §1 mizikas skolas vestures perioda raksturigakas iezimes, raksturojot ari ta
laika nozimigako miizikas pedagogu personibas un audzeknu sastavu.

Ta ka padomju ideologija liedza individiem briva sociala daritaja lomu, uzskatot to par
viegli pieskanojamu elites definéto reformu vajadzibam, raksta galvena uzmaniba ir pievérsta
skolas kolektiva ikdienas dzivei un ta funkcijam komunikacija ar sabiedribu.
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Raksts metodologiski ir balstits uz diskursa v&sturisko analizi (turpmak — DVA), ko
teorétiski pamatojusi Ruta Vodaka (Rutht Wodak), pieradot, ka ,,diskurss ir vienlaicigu un secigu
savstarpgji saistitu lingvistisku aktu kopums, kuri katrs sevi manifesté konkr€tos socialas
darbibas laukos un pari to robezam savstarp€ji saistitu semiotisku, mutvardu vai rakstu zimju
veida (..)” (Reisigl, Wodak, 2001: 36). DVA ir viena no kritiska diskursa analizes pieejam
(Meyer, Tischer, Vetter, Wodak, 2007/2000: 145), tas uzdevums ir ,,identificét iesp&jami vairak
noteicoSo apstaklu, kados radies petamais teksts, censoties izprast socialas realitates veidoSanas
principus” (Phillips, Hardy, 2002: 82; Wodak, Meyer: 17).

Konkrétaja raksta DVA ir saistita arT ar vairakam 20. gadsimta beigu Rietumu sociologus
vienojoSajam teorétiskajam atzinam. Nozimigas darba izstrades gaita bija francu sociologa Aléna
Turéna (Touraine) viedoklis, ka ,,ikviena sabiedriba notiek nepartraukts parveidosanas process,
mijiedarbojoties socialam struktiram un daritajiem” (Touraine, 1988: 215), Kraiga Jenkinsa
(Jenkins) uzskats, ka kolektivas ricibas rasanas prieks$noteikums ir ,,(..) pastavosa organizacija un
pasu ieksgjie resursi” (Jenkins, 1983: 531), Sarla Tillija doma, ka par socialas kopibas darbibas
rezultativitati var runat tad, ja sabiedriba sanem veéstijumus, kas apliecina kolektivam piederigo
vietu un lomu konkréta sabiedriba, pieradot, ka tie ir ,,(..) cienigi, vienoti, daudzskaitligi un
apnémigi” (Tilly, 1998: 467). Tapat raksta nozimiga ir ari vacu sociologa Riharda Munha
(Miinch) atzina, ka ekonomika, politika, socialaja sféra un kultira komunikacija kltst par
galveno strat€gisko spéli, kura tiek noteikti atseviska cilvéka, organizacijas, socialas grupas un
visas sabiedribas panakumi (Miinch, 1995: 77). Izmantoti arT divu krievu autoru darbi: Vasilija
Pereverzeva (IlepeBep3eB) komunikacijas teorijas metodologiskie aspekti un Dmitrija
Krasnpanska (Kpacusuckuii) komunikacijas teorija.

Raksta izstrades gaita butiskas atzinas gitas arT komunikacijas pétnieku Latvija — Sergeja
Kruka un Martina Kaprana — publikacijas, kuras akcentéts, ka socialo struktiiru un kolektivas
identitates paradigmu pétnieciba lielaka nozime ir japieskir ,,individa apzinatai darbibai” (Kruks,
2002: 197). Si atzina liek pievérst uzmanibu ne vien macibu iestades ikdienas darbibu
atspogulojo$ajiem dokumentiem, bet ari tas direktora J. UsiSa un paréjo miizikas pedagogu
personibu raksturojumiem, kas rasti atminu stastos jeb narativos.

Materials un metodes

Petijums galvenokart ir balstits uz Rézeknes Miuzikas vidusskolas un Bérnu skolas fonda
dokumentiem, kas glabajas Latvijas Nacionala arhiva struktiirvieniba — Rézeknes Zonalaja valsts
arhiva. Kopuma Sie dokumenti liecina, ka Saja perioda attieciba uz miizikas izglitibu padomju
okupacijas reZimu raksturoja taktiskas svarstibas starp stingras kontroles centieniem un relativu
liberalizaciju. Savukart atminu stastos jeb narativos, kas iegiiti 2016. gada intervéjot skolas
bijusos audzeknus, vairak domin€ pedagogu personibu un macibu procesa raksturojumi, ka art
individualie veértejumi par miizikas lomu sabiedriba un muzikalas izglitibas nozimi cilvéka dzive.

Miizikas pedagogu personibas atklajas gan ikdienas macibu procesa, gan ari argja
komunikacija ar sabiedribu. Komunikativo procesu atspogulojums ir ietverts arhiva dokumentos.
Tadgjadi DVA ir piemérota vesturisku tekstu analizes metode, kura lauj identificét un analizet
teksta kognitivas, sociali psihologiskas un lingvistiskas dimensijas vésturiska laikmeta konteksta.

Dokumentu diskursu un narativu analizes metode lauj miizikas skolas ka fondraza radito
dokumentu atspogulojuma izskirt gan strukturalos, gan ar1 diskursivos komponentus, un pieradit,
ka socialaja struktira — mizikas skola — atbilsto$i laika garam, mizikas pedagogiem un
audzekniem bija paredz&ta noteikta pozicija attieciba pret padomju okupacijas varas nes€jiem un
sabiedribu. Vara, nodroSinot resursus macibu iestades darbibai, vienlaicigi noteica macibu
iestades funkcijas un uzdevumus, bet ta laika miziku intereSu izpratni un aktualizaciju
ideologiskaja iesaisté jeb noteiktaja lidzdaliba misdiends, no vienas puses, var Vertét péc
pagatnes simboliskajam reprezentacijam arhiva dokumentos, kas atklaj, ka ,,individs aptver un
atpazist savu socialo poziciju un noveérté eso$os un eventuali sasniedzamos resursus” (Kruks:
2002: 197). No otras puses, saprotot, ka miizikas skolas kolektivam dokumentari atspogulotais,
ieks€jais diskurss bija japieskano publiski saprotamajam un atzitajam nozimém un modeliem,
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veésturiskajos dokumentos rastd informacija raksta tiek kritiski izvertéta un salidzinata ar
mutvardu stastiem jeb narativiem. BijuSo audzeknu pieredzé un personiskaja atmina glabatais
butiski paplasina vésturiskas zinaSanas un var pat tas korigét, veicinot turpmakos pé&tijjuma

raksta autora radita pagatnes notikumu versija.
Rezultati

1949. gada 28. februari dokumentali fiks€ta pédéja Klementa Medina pavéle Nr. 131 par
inventarizacijas komisijas izveidoSanu sakara ar skolas nodoSanu jaunieceltajam direktoram
Janim Usitim (RZVA, 180.f,, 2.a., 3.1,, 24. Ip.).

Uznemoties direktora pienakumus macibu gada vidi, J. Usitis uzsaka vadit nelielu mizikas
pedagogu kolektivu: darbu turpinaja Marija Tihanova (dziedaSana, klavieres), Aleksandrs
Starodumovs (tautas instrumenti), Stanislavs Silovs (vijole), Georgs Ivanovs (piiSamie
instrumenti), Valeska Pantelejeva (klavieres). Pirmaja vina parakstitaja pavéle darba par
dirigésanas skolotaju pienemts Eduards Belasovs, par harmonijas skolotaju Janis Medins, par
solfedZzo un elementarteorijas skolotaju Antonina Pukste, bet par kora dziedaSanas skolotaju
Terezija Sadurska (RZVA, 180.f, 2.a,, 3.1, 24.1p.). Ta ka macibu gada vidu tika likvidéta
miuzikas vidusskolas klases, tad pedagogu slodzes bija nelielas — divas Iidz 12 stundas nedela
(RZVA, 180.f., 1.a,, 11.1,, 8. Ip.). Dala no pedagogiem stradaja ari vakara kursos, kuros macijas
galvenokart stradajosi audzekni ar zinamu pieredzi un vismaz iesaktu mizikas izglitibu, kursos
padzilinot kadas praktiskas, pieméram, dirig€Sanas iemanas. EsoSajiem skolas pedagogiem
1950. gada janvari pievienojas Tamara Makarova, kura lidz pavasarim macija klavierspéli, bet
tad turpinaja macibas Daugavpils muzikas vidusskola. Nostradajot lidz pavasarim, miizikas skola
darbu partrauca ari A.Pukste un T.Sadurska, jo abas iestajas konservatorija. No 1950. g.
1. septembra A. Starodumova vieta par miizikas teorijas skolotaju J. Usitis pienem Konstantinu
Masalski, kur$ nostradaja vien lidz 1951. gada 15. augustam. Vina vieta 1951. gada augusta
J. Usitis pienéma Almu Freiju (Latvijas konservatorijas diploms ieguvusi 1927. gada), bet
T. Makarovas vieta darbu uzsaka Mirjama Gandlere (RZVA, 180.f, 1.a., 11.1., 10.-10. Ip.), kura
pavasari bija absolvgjusi Daugavpils muzikas vidusskolu. Ta ka pieauga pieprasijums péc tautas
instrumentu spéles apguves, tad 1953. g. augusta atkal tika pienemts darba A. Starodumovs, un
vienlaicigi akordeona klasé darbu uzsaka Vladislavs LukSa (1954. gada vin$ mainija uzvardu,
kliistot par Vladislavu Martini), bet klavieru klasé — Zigrida Usite, kura lidz tam uz Tsu bridi —
slimibas laika — bija aizvietojusi V. Pantelejevu. A. Pukste, paraléli macibam Riga, tika no jauna
pienemta ka papildus skolotaja teorijas un kora klasés (RZVA, 180.f, l.a., 11.1, 61.Ip.).
1955. gada, pabeidzot muzikas vidusskolu Daugavpili, Re€zekné ka klavieru skolotaja atgriezas
T. Makarova un tika darba pienemts ar1 Zigmunds Grinberts, kur§ kluva par solfedZo un obligato
klavieru skolotaju (RZVA, 180.f, l.a., 11.1, 61.-87.1p.). Minétie pedagogi veidoja bérnu
miuzikas skolas kolektivu Iidz pat vidusskolas atjaunoSanai (1956). 1955. gada, biidama
cienijjamos gados, miizikas pedagoga darbu partrauca V. Pantelejeva, bet 1956. gada ari
M. Tihanova.

Pedagogu personibas audzeéknu atminas

Skolas nozimigaka personiba viennozimigi bija tas direktors Janis Usitis. Vina personibas
raksturojums veidots gan balstoties uz narativiem, gan runajot par skolas ikdienas darbu, art uz
arhiva dokumentiem. Analiz&jot intervijas iegiitos stastus, var secinat, ka respondentu
komunikativa atmina saknojas nepastarpinataja pieredz€ un attiecas uz ikdienas pagatnes
diskursiem un interakcijam, neskarot plasakus politiskos, ekonomiskos vai kultiras dzives
notikumus.

Atskirigos dzives periodos ikviens individs identificgjas un komunic€ ar sev nozimigam
grupam, kuru akcept€tais skatupunkts ietekmé& pagatnes uztveri, tapéc individualas atminas
vienmér saglaba ar1 konkrétas paaudzes pieredzi. Narativs jeb vestijums ir viens no
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pamatjédzieniem, kas ir gan izpé&tes objekts, gan arl pasapceres pan€miens un metodologija.
Intervétais cilvéks — vestitajs — atklaj notikumus, apstaklus un savu reakciju, kas lavusi vipam
pateikt tiesi ta. Tapéc cilvékus, kam ir kopigas diskursivas prakses attieciba uz biografiska un
vesturiska horizonta konstruéSanu, tostarp skolas pedagogu vai audzéknu kolektivs, ir defingjams
ka atminu kopiena, kas glaba grupas identitatei nozimigu pagatnes pieredzi (Kaprans, 2011: 23).
Virziba no atseviska uz universalo, no sakaribas uz jégu, no notikuma uz nozimi jeb no pieredzes
uz valodu paveras iesp&ja izprast sevi un izprast citus. PEtTjuma So izpratni pastarpina diskurss.

Vilhelms Fiskovics, kur$ ilgus gadus bija R&zeknes mizikas vidusskolas teor&tisko
priekSmetu skolotajs, Rézeknes bérnu mizikas skola savulaik macijas jau apziniga vecuma, jo
tikai visparizglitojosas vidusskolas beigu posma bija nolémis dzivi saistit ar miiziku. Macoties
jau vidusskola, vin$ noléma apgiit bernu muzikas skolas kursu, domajot par nakotnes profesiju:
»(..) bija varbiutiba vai uz Rozentala skolu iet, vai uz Mediniem dirigentu klasé. Par
instrumentalistu man pietriika tehnikas, nevargju biit. Usitis teica, ka ej uz dirigentiem, tapat
dabsi i to, i to. Ta i beidzas.” (Jurjane, 2016: 3). Stastot par uzpemsanu bérnu miizikas skola
1951./1952. macibu gada, V. Fiskovi¢§ netieSi piemin ari jauno skolotaju Tamaru Makarovu,
par kuras personibu citas liecibas pagaidam nav rastas: ,,(..) ziniet, man kauns atzities, bet es
nevaru atceréties tas jaunas meituskas uzvardu. Kad es biju spiests atnakt staties ieksa, nu jau
vesels puisis, vienpadsmita klasg gaju, (..) direktors Usitis Janis teica: “Zini, tu jau esi paraudzis,
par lielu. Vot, Daugavpili Sogad beigs, beigs viena meituska. Ja vina tevi nems, tad ej!”,, (Jurjane,
2016: 3). T. Makarova savulaik bija uzsakusi macibas Rézeknes miizikas vidusskola un paraléli
kadu laiku stradajusi ar1 par skola par sekretari, bet, kad vidusskolu slédza, macibas vina
pabeidza Daugavpils miizikas vidusskola un tad atgriezas R&zekn€ jau ka klavieru skolotaja.
Vina bija dzimusi 1929. gada, tatad tikai dazus gadus vecaka par V. Fiskovicu, kur§ dzimis
1934. gada, tapéc V. Fiskovica atmina T. Makarava vairak asoci€jas ar jaunu meiteni, nevis
skolotaju: ,,Nu ta i notika. Atbrauca ta meituska. Tada tipiska ... no Bibeles. Man i klavierspéli, i
mizikas literatiiru, i solfedzo viena un ta pati dama pasniedza.” (Jurjane, 2016: 3). Viena gada
laika F. FiskoviCs bérnu miizikas skola Rézekn€ apguva pamatus muzikas izglitibas turpinasanai
Riga. Ar lepnumu vins$ stasta:” Nu, vot, pa vienu gadu man izdevas pabeigt piecas klases, iziet
klavierspéles un visu septinu gadu kursu teoretiskajos priekSmetos: elementaraja teorija, mtizikas
literatiira, solfedzo” (Jurjane, 2016: 2).

Vipa gimene bija labi pazistama ar skolas direktoru Usiti no pirmskara laikiem, no tautas
konservatorijas laikiem (Jurjane, 2016: 1). Ka liecina arhiva dokumenti, tad vina tévs Eduards
Fiskovics laiku pa laikam vél vidusskolas pastavéSanas laika veica remontstradnieka pienakumus
(RZVA, 180.f., 2.a, 9.1, 23. Ip.), savukart bralis Eduards 1951. g. macijas muzikas teoriju un
literatiru vakara kursos, kurus vadija pedagogs Eduards Belasovs (RZVA, 180.f., 3.a., 41.1.,
1.1p.). Savas atminas V. Fiskovi¢s un citi respondenti J. Usiti raksturo ka izcilu personibu, labu
pianistu, (Jurjane, 2016: 1, 2), brivmakslinieku, vecas inteligences parstavi, uzmanigu un izturétu
(Inkina, 2014: 3) komunikacija.

V. Fiskovigs, kur§ pie J. Usisa 1951./1952. macibu gada kadu laiku macTjas obligatas
klavieres, uzsver, ka vina ka pedagoga personibas raksturigaka iezime macibu procesa bija
demokratiskums: ,,Vins bija loti demokratisks, nebija bargs, arkartigi lojals bija, seviski pret
tiem, kas klavieres sakusi macities 20 gadu vecuma, a més péc vidusskolas visi tadi bijam. Nu, ta
mes tur vilkAm uz trijniecina, Cetrinieka ar minusu, ta mes tur klemperéjam” (Jurjane, 2016: 1).
Savukart Daina TukiSa, kura no 1956. gada macijas atjaunotaja miizikas vidusskola, raksturo
J. Usiti gan ka savu klavierspéles pedagogu, gan arT ka pianistu, netiesi pievér§ot uzmanibu tam,
ka noritéja vina komunikacija ar audzékniem. No intervijas teksta var secinat, ka J. Usitis
pedagogiskaja procesa, atbilsto$i komunikacijas teorijai, realiz€a gan izzinoSo, gan arl
metodologisko funkciju. Izzino$a funkcija paredz aprakstit iepazistamo materialu, un J. Usitis
audz€kniem atskanoja skandarbus, kurus viniem p&c programmas bija jaapgist. Ta uzskatami
notika gan informacijas apmaina, gan ari savstarpgja iedarbiba (Ilepesepzer, 2002: 118).
D. Tukisa stasta, ka ,,(..) vin§ macija klavieres, bija koncertmeistars, péc rakstura loti labsirdigs,
atsaucigs, pec izskata loti omuligs, padiisigs, neliela auguma, spél€ja loti tehniskus skandarbus,
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ko vinam vajadz&ja mizikas literattira, jo skolai jau tolaik nebija materialas bazes, un viss notika
ta — vai nu kads nospéléja, ka Usitis, ja, Ivans Ivanovi¢s (..)” (Jegorova, 2016: 1). Savukart
metodologiska funkcija atspogulo J. Usisa ka klavierspéles pedagoga profesiondlo pieeju, prasmi
atklat audzeékniem skandarba butibu, aktualiz&t izzinas principus un atklat nepiecieSamibu iepazit
ne vien skandarba saturu, bet ar ta tehniska izpildijuma nianses (IlepeBep3es, 2002: 120), turklat
vienlaicigi aizraujot ar savu pieméru. D. TukiSa to apliecina sekojosi: ,,(..) kad macijamies kaut
kadu operu vai sonati, vin§ mums visu spel&ja. Tehniski loti brivs bija, lasija no lapas arkartigi
labi, bet rocinas vinam bija, ... nu tadas mazinas, apalas. Pats padiiSigs bija, rocinas apalas,
pirksti strupi, 1si, un vig$ tik veikli pa tam klavierém (Jegorova, 2016: 2). Teiktais liecina, ka
J. Usitim piemita tas, ko dévé par komunikativo apzinu. Vin$ miizika un socializacijas rezultata
bija sasniedzis iek$€jo izpratni (intersubjektivitati) par normam un noteikumiem sazina ar citiem,
tostarp audzekniem un kolégiem. Komunicjot ar audzékniem vin$ interpretéja, reflektéja,
izprata un prata izskaidrot gan citu miziku idejas, gan arT atklat un paust savu viedokli. J. Usitis
komunikacija piedalijas ka individualitate un pretend€ja ari uz Iidzcilveku izpratni Saja zina,
izturoties pret viniem ka pret unikalam bitném. Komunikacija nozimiga loma bija ar1 J. Usisa
raksturam un temperamentam. D. TukiSa piebilst, ka vin$ bijis ,,Joti labsirdigs un labs, un
vienigais, kad vin$ mis bara, tads vinam bija teiciens: ,,Centa macenta, uépt mo6epu, ko jis atkal
te esat sastradajusi!” (Jegorova, 2016: 3). No darba brivaja laika skolas direktors aizravas ar
intelektualu spéli — ,,arkartigi milgja Sahu spélét, Sahs vienmér bija pirmaja vieta pat starpbridi’
(Jegorova, 2016: 1).

Arpus skolas, sadzivé un savéjo loka vins$ jutas Joti brivi, gimenes draugi liecina, ka majas
ving parasti bija gérbies diezgan nevérigi (Caksa, 2016: 1) un ,,smék&ja Joti daudz” (Jegorova,
2016: 1).

Zinas par pargjiem bernu mizikas skolas pedagogiem ir krietni pieticigakas. Dazi no
pedagogiem bijuso audzeknu intervijas tiek pieminéti vien pa reizei. Pieméram, par J. Usisa
dzivesbiedri Zigridu Usiti zinas ir triicigas. Tikai dazas intervijas var lasit, ka vina stradaja,
klavieru nozar€, bija loti emocionala, klusa, mieriga un vairijas no tuvakas saskares” (Jegorova,
2016: 1). Vinas pedagogisko prasmi un ieguldijumu audz€knos piemingja arT Daina Tukisa: ,,Nu,
Zigridas Usites audzekni daudzi p&c tam stajas mizikas vidusskola — Ozolina tada, Riga strada,
ar1 skolotaja Tulinska, musu vidusskolas, pie vinas bérnu skola macijas” (Jegorova, 2016: 3).
Audzekne, kurai Z. Usite bija specialitates pedagogs, stasta, ka vina bijusi loti pedantiska savas
klavierspéles uzdevumu izpildes prasibas, kas pozitivi iespaidojis macibu pienakumu izpildes
kvalitati. Savukart tas, ka skolotaja pievérsusi uzmanibu art audz€knu aréjam izskatam, atmina
saglabajis nepatikamus brizus. Ja vecmaminas izraudzitos apgérba gabalus skolotaja uzskatijusi
par macibu procesam neatbilstoSiem, tad nacies uzklausit aizradijumus un ieteikumus, ka biitu
pareizi jagerbjas (Caksa, 2016: 1).

Vel pieticigakas bérnu skolas bijuSo audzéknu intervijas ir zipas par vairakiem citiem
vecakas paaudzes pedagogiem, kuri savulaik uzsaka darba gaitas veél Reézeknes tautas
konservatorijas darbibas laika. Pieméram, par pedagogu Stanislavu Silovu Péteris KeiSs varg€ja
pateikt sekojo3o: ,,Cellu macija skolotajs Silovs, un vins, tapat skolotajs Usitis, bija uzmanigi,
izturéti vecas inteligences parstavji” (Inkina, 2014: 3). D. Tukisa vien piebilda, ka vinas
vidusskolas ,kursa bija divi stigu nodalas audz€kni, S. Silovs vinpiem gan macija vijoli”
(Jegorova, 2016: 2).

D. Tukisa atceras, ka (..) bija ari tada skolotaja Tihonova (Jegorova, 2016: 1). Marija
Tihanova bija partraukusi darba attieciba gada, kad D. Tukisa iestajas vidusskola, neko plasak
vina par So savulaik tautas konservatorija tik nozimigo personibu pastastit nevargja. Dazas
intervijas noskaidrots, ka M. Tihanova, kura bérnu miuzikas skolas darbibas laika bijusi dama
cienjjama vecuma, dzivé bijusi vientula, dzivojusi kopa ar masu. Lai arT biezi un ilgstosi
slimojusi, un vinas audz€knus nereti nacies parcelt macities pie citiem pedagogiem, vina loti
ripgjusies par savu arieni. Vina bijusi maza auguma, apaliga un ikdiena lielakoties n€sajusi gaisu
apgérbu un, ka jau bijusi operdziedataja, loti riip&jusies par savu balsi (Cak3a, 2016: 1). Arhiva
dokumenti liecina, ka vipa bijusi skolas arodbiedribas organizacijas priekSsédetaja, tomer
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neviena no pedagogisko sézu protokoliem nav fikséts kads vinas paustais viedoklis. M. Tihanova
partraukusi darba attiecibas péc paSas véleSanas 1956. gada 14. septembri., direktora J. Usisa
parakstita pavéle Nr. 410 (RZVA, 180.f, 2.a., 11.1., 11.1p.), péc 11 gadiem (1967) mirusi un
apglabata viena kapa ar masu.

Almu Freiju, kaut arT Tsi, tom&r raksturoja vairaki respondenti. P. KeiSs, atceroties
komunikaciju ar $o skolotaju, stastija, ka vinam, macoties vidusskola dirigéSanu, radusies doma
paraléli macities vokalaja nodala, un tapeéc nacies iet uz italu valodas stundam pie skolotajas
A. Freijas.: (..) bija tada skolotaja Freija, (..) man vina macija bibliotékas telpas. No ta laika es
tikpat ka neko neatceros, bet tikai vienu vardu — ka ir jaizruna skaisti. Izrungjot itaJu valodas
vardu ‘belo’, P. Keiss to pat péc tik daudziem gadiem demonstréja loti stiepta un izteiksmiga
intonacija, ka bija macijusi A. Freija (Inkina, 2014: 1). Savukart D. Tukisa stasta, ka A. Freija
,pasniedza mums arzemju miizikas literatiiru un solodziedasSanu. Solodziedasanai bija paredz&tas
45 minites, vina lika mums iet uz stundu diviem audz€kniem, katram pa pusstundai, lai sanaktu
nede]a divas reizes. M&s dziedajam tautasdziesmas, ar1 vieglakas komponistu solodziesmas lika
dziedat, dazadi vingrinajumi bija. Vina bija Latvijas laika skolotaja, jau vina loti gados bija, loti
stingra, ar savam Tpatnibam bija ar1 (Jegorova, 2016: 2).

Intervijas liecina, ka v&l interesants pedagogs un savdabiga personiba bérnu mizikas un
velak ar1 vidusskolas pedagogu saimé bija Vladislavs Martini, kur§ macija akordeona spéli.
Meita, Inese Pavule, stasta: ,,(..) mans t€vs bija muzikis, vin$ sp€l&ja vairakus instrumentus.
Varbiit mana profesijas izvéle sakas taja bridi, kad man bija viens gads un tétis nopirka klavieres
(Caksa, 2012: 1). V. Martini rakstura iezimes un izteiksmigais argjais tels ir saglabajies arl
vairaku citu respondentu atminas. (..) tur bija skolotajs, spécigs, forSs, Martini laikam
(Radomane, 2015: 1); (..) nu tas bija tads redzams, kur vin$ gaja! Vins bija skaists, ar skaistu,
staltu staju, vienmér nosaulojies, vienmer pavasari, jau marta, vin$ saulojas. Latvijas laika bija
dejotajs, vinam skaista staja bija, augums bija skaists. Vin$ vienmér platmali nesaja, mételis gars
tads vinpam bija (Jegorova, 2016: 1) Ari P. Keiss, atceroties V. Martini, neslépj smaidu. Ar ko
vin$ bija interesants? Vin$ bija diengjis Latvijas Armija pirms kara, (..) diengja uz kreisera
,Virsaitis”, drosi vien ka matrozis (..). Vin$ bija arkartigi galants, neskatoties uz bargo padomju
laiku, svingja Ziemassvétkus, Lieldienas, tanis diena gérbas balta krekla, melna kostima un lika
taureniti. Un vel kas bija interesants, vinam kaut ka bija naudina, un tas jaunas skolotajas, es to
neredzgju, bet man stastija, ka jaunas skolotajas kadreiz no vina aiznémas, aldzinas sakuma bija
mazas, 90 rublu. Un tad, kad vinas atdeva, vin$ izturgjas ka pret damam: ,Paldies, ka
izpalidzgjat,” it ka vins butu aizn€mies. Vins bija arkartigi galants tada zina. Joku pilns, spél€ja
estrades orkestr1, kultliras nama, orkestri vadija Fiskovi¢s un tas bija loti pamatigs orkestris tant
laika, un tur bija saksofonists Martini. Tad v€l tada lieta — vinpa pirma sieva vinam siitija no
Australijas gitaras, un vins$ tas te realiz&ja, vinpam radas kaut kada nauda ta. Vins bija populars
muzikants, gaja tadas, ko tagad sauc par korporativajam balliteém. Atceros tadu gadijumu. Jau
rits, jaiet uz majam, jaunais gads sacies, publika neiet projam, tagad vins, lai parsteigtu publiku,
apsédas uz skapja, visi parsteigti, kad vins no skapja nokapa, gals ballei bija (Inkina, 2014: 3-4).

Savukart Antopina Pukste, ve€laka skolotdja Mezinska, bijuso audz€knu atminas
saglabajusies ka jauna, stradat griboSa, skaista un energiska. ,,Vina loti miis mil&ja, tos lauku
bérnus, vina pati no laukiem bija. Vina mis loti mil§ja, un vina mums centas, lauku b&rniem
dazadi palidzét. Mums bija V&l tadas kursa sapulces, sanaksmes, no sakuma nodevam godu
politinformacijai, ka jau vajadzga taja laika nodot godu, kaut ko pazinot no avizém, kas ir
rakstits. Paréjo mums skolotaja lika gatavot, gan par maksliniekiem deva materialus, gan par
glezniecibu, par t€lotajmakslu, gan par aktieriem, gan par komponistiem, dirigentiem. M&s
zinajam visus dirigentus. Vipa tam loti pievérsa uzmanibu, un ari macija, ka jauzvedas. Par
modém, par to, kada ir skatuves kultiira, ka ir japaklanas, ka ir jaruna, ka ir sevi japasniedz. Ka
tu nedriksti pie sevis deguna kaut ko runat, tev ir jabiit ar tadu staju, lai tava balss nesas. Tas viss
tika mums macits — uzvedibas kulttra, pieklajibas kultiira. Kad izlaidums pienaca un meés,
meitenes, grib&jam sev uzsit baltas kleitas, ka toreiz bija pienemts, vina teica: “Meitenes milas,
nesujiet baltas kleitas. Jiis neesat tik bagatas, lai tas kleitas sasiitu, un péc tam jums vinu nebis
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kur vilkt, un cita jums arT nebiis ko vilkt. Sujiet tadas, lai jiis tas varétu izmantot sava turpmakaja
dzive” (Jegorova, 2016: 1).

Izvert§jot narativu, redzams, ka pedagogu portretejumu katrs respondents ir veidojis,
organizgjot skatljumu un ienesot taja konkrétus sizetus no kadam sev 1pasi nozimigam pozicijam.
To pamata ir situacijas, ko audzekni pardzivojusi un atceras — tas ir privatas atminas, kuras
ilustr€ skolas ikdienas dzivi.

Savukart veéstures dokumenti pierada, ka skolas ikdiena, macibu procesa un dazada
Ilmena komunikacija J. Usitis bijis prasmigs un prasigs vaditdjs. Galvenos komunikacijas
aspektus miuzikas skola var iedalit divos blokos — iek$€ja komunikacija skolas vide, kura
ieklaujas ar skolu tiesSi saistitie cilveki, tostarp pedagogu kolektivs, audzekni, visparjais
personals, skolénu vecaki, un argja komunikacija ar apkartgjo sabiedribu plasaka nozimé, tostarp
pasvaldibu, ideologijas nesGjiem, profesionalo darbibu parraugosajam augstakstavoSajam
institlcijam, koncertu publiku, pasdarbibas kolektiviem, visparizglitojoSo skolu skolotajiem un
skoléniem u. c. Komunikacijas rezultati liela méra bija atkarigi no direktora personibas un
vadibas stila.

D. TukiSa, kura ir liela administrativa darba pieredze skola, raksturojot J. Usiti ka skolas
direktoru, uzsver: ,,Nu skolu J. Usitis tur&ja, dabigi, skolu turéja ka nacas. Jasaka, ka vin$ skola,
velak arT vidusskola bija gan direktors, gan bibliotekars, jo bibliotekas skola ka tadas nebija,
gramatas, kadas bija, skap1 stavgja, kas vina kabineta bija. Saimniecibas parzinis, kas riipgjas par
visu materialo, un gramatvedis, mums bija cits. Ta ka nu vinam bija liela slodze, bet, sakara ar
to, ka audzeknu pirmajos gados bija maz, kamer tie pirmie kursi bija, tapec nebija nemaz vipam
tik gruti” (Jegorova, 2016: 1).

Direktoram, kas noteikti centas veidot pozitivu savas macibu iestades t€lu, un sevi
pozicionét ar1 ka kolektiva lideri, staliniska terora apstaklos nacas loti uzmanigi komunicét ar
sabiedribu un varas iestadém, bija jaspgj biit atvértam pret realo dzivi. Argja komunikacija
prasija ,,noteikta ItTmena kompetenci, konsensu panakSanas prasmi, valodas normu ievéroSanu,
kas wviss ir organiski vienots ar cilvéka komunikativo apzinu. Turklat jebkura Itmena
komunikacija ir ciesi paklauta vértibam. Vispirms un galvenokart tikumiskajam veértibam — tam
vertibam, bez kuram nav iesp§jama sociala integracija” (Miinch, 1995: 83). Skola stradaja
dazada vecuma latvieSu un krievu tautibas pedagogi, ari macibas, atbilstosi audzeknu
kontingentam, notika latvieSu un krievu valoda. J. Usitim piemita vaditaja intuicija, un arhiva
dokumenti liecina, ka vip$ kolektiva prasmigi un daZzkart pat diezgan valdonigi realizgja
komunikacijas praktisko funkciju. ST funkcija atklaj, ka vaditajs risina profesionalas darbibas jeb
kolektiva ieks€jas dzives problémas, kadus [@émumus pienem macibu procesa optimizacijai, ka
veido kadru politiku, ka veido argjo stratégiju komunikacijai ar sabiedribu (Krasnanskis, 2009:
154). Sis funkcijas realizaciju visspilgtak atspogulo J. UsiSa pasrocigi rakstitas pavéles, kas
vienlaicigi atklaj ari zinamas problémas skolas pedagogu kolektiva. Viens no pirmajiem J. Usisa
direktora darbibas laika protokoliem liecina, ka vin$ izskaudis savstarp&jas kildoSanas un
sudzeSanas tendenci kolektiva, un, apliecinot savu ka vaditaja stilu, pamatojis, ka un ka
savstarp&jas domstarpibas jarisina taktiski. Protokola Nr. 16 (08.12.1949.) fikséts, ka direktors
pedagogu kopsapulcé publiski nolasijis vienas koléges stidzibu par otru kolégi, aizradot, ka
pedagogu stridos nedrikst iejaukt skolénu, bet stridigi jautajumi jakarto tiesi, ne ar aizmugures
skolénu starpniecibas (RZVA, 180.f., 1.a., 10.1., 20. Ip.). Savukart ar pavéli Nr. 240 (30.10.51.)
vin$ ir izteicis rajienu X® par neierasanos darba un par stradasanu ,iereibuia stavokli”
(RZVA, 180.f,, 1.3, 11.1., 12.1p.). P&c septiniem ménesSiem attieciba uz So pasu pedagogu ir
izdota pavéle Nr. 263 (15.04.52.), ar kuru direktors it ka partrauc darba attiecibas, bet taja pasa
laika dod iesp&ju pedagogam laboties: ,,Atbrivoju X ,,ilgstoSas hroniskas slimibas™ d&l, pieskirot
bezalgas atvalinajumu lidz 1. septembrim” (RZVA, 180.f., 1.a, 11.I1, 13.1p.). Tomér cerétais
rezultats nav panakts, un ar atpakalejosu datumu attieciba uz X izdota nakama pavélé Nr. 339

® Etisku apsvérumu de] pavéles mingtie pedagogu vardi $eit un turpmak Sifréti, pavelu tekstos saglabats J. Usisa
originalais teksts.
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(28.02.55.), kura var izlasit: ,,Atbrivoju X sakara ar ilgstoSu darba nesp&ju un vecuma nespéku ar
1955. gada 1. februari” (RZVA,180.f,, 1.3, 11.1., 68. Ip.).

Skolas kolektiva ir bijusas arT paaudzu un miziku personibu raksturu sadursmes.
Pieméram, pavélé Nr. 265 (17.05.52.) direktors raksta: ,,Rajiens Y par klavieru parbaudijuma
komisijas darbu: atteicas ierasties laika, vairakkart patvarigi izgaja” (RZVA, 180.f., 1.a, 11.1.,
24. 1p.). Ta pasa gada rudeni minéta skolotaja ar pavéli ir atbrivota no darba, gan sakara ar
iestasanos valsts konservatorija.

Ir ar1 tadas pavéles, kuras vienlaicigi savijas laikmeta ideologija un direktora vaditaja stils.
Piemérs tadai situacijai ir pavélé Nr.430 (22.14.57.), kura teikts: ,lzsaku bridinajumu
pedagogam Z sakara ar to, ka vin$ spélé ,,Latgalijas” restorana, kas pedagogam nepienemami,
seviski bez direktora atlaujas.” (RZVA, 180.f, 1.a, 11.1., 87. Ip.) Var pienemt, ka ST pavéle bija
direktora J. Usisa reakcija uz kadu ,,signalu” no augsas, jo gan audzeknu atminas, gan dokumenti
liecina, ka vins pratis rikoties ta, lai uzturétu skolas prestizu. Tadgjadi J. Usisa darba atklajas ari
prognozgjosa funkcija, kas paredz socialas komunikacijas tuvako un talako perspektivu
noteikSanu, paredzot iesp&jamas sekas un rezultatus (Kpacusackuii, 2009, 54).

S1 funkciju apliecina vairakas dokumentu grupas, kuru diskursi atspogulo skolas
pedagogisko procesu. It Tpasi to var teikt par atskaitém par skolas darbu, kuras katru gadu bija
jasniedz péc paklautibas augstakstavosSai instancei — LPSR Makslas lietu parvaldes Macibu
iestazu dalai. ‘,,is atskaites apliecina arT skolas materialas bazes problémas un risinajumus.
Atskaitem raksturigas formalas frazes, pirmajos bérnu skolas darbibas gados tas ir loti lidzigas
pec satura, mainas vienigi dazi skaitli. Skola stradaja latvieSu un krievu tautibas pedagogi, arl
macibas notika latvieSu un krievu valoda. Lidz 1955. gadam tas visas sakas ar informaciju par
politiski izglitojosSo darbu skola, kuras kolektiva ,,parruna jautajumus no obligati lasamam
gramatam”, ,,apspriez augstakstavoso instan¢u seminaros dotos noradijumus” (RZVA, 180.f.,
l.a., 14.1., 1.1p.): Politiskas macibas notick lektora —specialista A. Korta vadiba, péc tam —
parrunas par aktualitatem valsts dzivé, par lielo celtniecibas darbu, avizu ievadrakstiem,
levérojamam jubilejam (RZVA, 180.f, l.a., 19.1., 2.1p.). Metodiskaja darba ,notiek atklato
stundu apsprieSana”, pedagogi studé jaunako metodisko literatiiru, piemeram, JaroSevska
klaviersp€les metodiku. Katram pedagogam individuali jastrada pie savas témas, kuras izklastam
planots noteikts datums, pieméram, M. Tihanovai ,,Darbs ar maziem bérniem”, M. Gandlerei
,Ludviga van Béthovena dailrade” (RZVA, 180.f,, 1.a., 17.1., 1. Ip.); nolasiti referati par Glinku,
Caikovski, Vareno kopu. J. Usitis lasija referatu par Stalina prémijas laureatiem (RZVA, 180.f.,
l.a., 19.1, 1. Ip.). Péc Stalina naves, pédg&ja macibu gada pirms Rézekné tiek atjaunota mizikas
vidusskola, gada atskaites klust realakas, tajas politiskas izglitibas darbs atspogulots atskaites
beigas, viena vai divos teikumos, pieméram, ,,Politmacibas notika sestdienas. A. Korta vadiba
apspriesti svarigi jautajumi valsts dzivé, pieméram, draudziba ar Jugoslaviju.’,, Savukart macibu
metodiska darba nianses Saja atskaite atspogulots krietni plasak, noradot, ka metodiskas
apspriedes skola notiek 2 x ménest, un katrs pedagogs referé par tému, pie kuras strada macibu
gada. Témas: ,,Darbs ar iesacgjiem (Z.Grinberts), Latviesu klaviermiizika (T. Makarova),
Pareizas aplikatiiras, svarigakie priek$noteikumi darba ar audzekniem (J. Usitis), Aplikatiiras
jautajumi, stidzinieku sasniegtie rezultati (S. Silovs), PléSu pareiza izmantoSana spéle uz
akordeona (Z. Grinberts)” (RZVA, 180.f,, 1.a., 23.l., 2. Ip.). Sis atskaites kopuma apliecina, ka
beérnu miizikas skolas darbibas laika pastavéja diezgan neprognoz€jama politiski ekonomiska
vide un nepietiekama sakartotiba reglamentgjosajas prasibas. Tadu secinajumu lauj izdarit skolas
gada atskaiSu un gramatvedibas gada atskaiSu salidzinaSana. Abu veidu atskait€s, pat vienas
ietvaros atseviski fakti nesakrit, it 1pasi to var teikt par audzeknu skaitu. Piem&ram, Skolas gada
atskaites sakuma par 1950. gadu noradits kop&jais audzeknu skaits 48 (11 latviesu, 28 krievu, 6
ebreju, 6 polu tautibas) (RZVA, 180.f,, 1.a., 14.1., 1.1p.), bet tas beigas — zinas par nodalu un
klasu audzeknu kopgjo skaitu — 39 (RZVA, 180.f,, 1.a., 14.1,, 3. Ip.). Gramatvedibas atskaité (uz
1951. gada janvari) rakstits, ka ,faktiskais audzeknu skaits ir 48” (RZVA, 180.f,, 1.a., 15.1,

7 Saglabats atskaites originalais teksts.
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3.1p.), bet Skolas gada atskaité par 1951./1952. m. g. rakstits, ka ,,macibu gada sakuma — 62
audzekni, tagad — 54 (40 krievu, 13 latviesu, 5 ebreju, 3 polu, 1 azerbaidZanu tautibas)” (RZVA,
180.f, l.a, 17.1, 1. 1p.). Sadu nesakritibu var izskaidrot vienigi, hipot&tiski pienemot, ka
gramatvedibas atskaités uzraditi audz€kni, kas bija nomaksajusi skolas naudu (visas
gramatvedibas atskait€s uzraditas no skolas naudas ienemtas summas par gadu kopuma), bet
skolas atskaites — tie audzekni, kas reali apmekl&ja stundas. Hipot&tiskais piep€émums ir balstits
arT otras dokumentu grupas — pedagogisko sézu protokolu diskursu analizg.

Pieméram, jau pirmajos bérnu mizikas skolas pedagogu sézu protokolos (1949. gada
9. marta) direktors J. Usitis aizrada skolotajiem par vinu audzeknu skolas naudas nenomaksasanu
un pedagogi pienem lémumu par astonu audzeéknu izslégsanu (RZVA, 180.f, 1.a., 10.1., 7. Ip.),
lidzigus jautajumus pedagogi risina ari citas sedes.

Argjo jeb komunikaciju ar sabiedribu apliecina gan pedagogu sézu protokoli un skolas
gada atskaites, ka ar1 citas arhiva dokumentu lietas. B&rnu skolas darbibas sakuma pedagogi
sédeés sprieda galvenokart par koncertiem vél€Sanu iecirknos, veidojot to norisei vairakas
brigades, kuru repertuara ieklava Dunajevska, Hrennikova, Caikovska, Glinkas un Zilinska
kompozicijas, ka arT latvieSu tautasdziesmas. Sie protokoli ietver zinas ari par audzeknu un
pedagogu sabiedrisko darbu, piedaloties ar koncertu programmam visparizglitojoso skolu
pasdarbibas skat€s un valsts svétku koncertos (RZVA 180.f., 1.a., 24. Ip.), rikojot skola semestra
nosléguma un citus sveétku koncertus, ka ar1 Sefibas koncertus Adamovas b&rnu nama (RZVA
180.f., 1.a,, 39., 40. Ip.). Protokolos daudzviet akcentéts, ka koncertu programmas vélams, lai
tiktu iek]auti redzamu padomju komponistu darbi (RZVA 180.f., 1.a., 44. Ip.). Mizikas skolas
darbiba tika popularizta ar viet€jas avizes, radio starpniecibu, ka ari visparizglitojoSo skolu
skat€s. Visu specialitasu pedagogi uzstajas 1. Maija un Oktobra svétku koncertos pils€tas
Kultiiras nama, sniedza metodisku palidzibu koru sagatavosana dziesmu svétkiem (RZVA 180.1.,
l.a., 46.1p.), par So sadarbibu atbildigs bija Eduards Belasovs. Vin$ stradaja ar1 pie pils€tas
Dziesmu dienu repertuara atlases. (RZVA 180.f., 1l.a., 39., 81.Ip.). Tapat skolas kolektivs
iesaist1jas laikmetam raksturigajas akcijas, pieméram, parakstu vakSana miera piekritgju kustibai
(RZVA 180.f., l.a., 39., 48.lp.), atzim&jot svarigus valsts politiskas un kultiras dzives
notikumus, izdeva skolas sienasavizi ,,Miizika”, par kuras savlaicigo iznakSanu atbildiga bija
M. Gandlere (RZVA 180.f,, 1.a,, 39., 51. Ip.).

Par pedagogu pienakumu komunicét ar savu audzeknu vecakiem liecina klases Zurnali. Tos
izlases veida caurliikojot, redzams, ka, pieméram, V. Pantelejevas klavieru klases zurnala sadala
»Zinas par skoléniem” ir ietverti audzeknu dzimsSanas dati, zinas par audzekna ieskaitiSanas laiku
bérnu mizikas skola, zinas par vecaku nodarbosSanos, majas adrese, un zinas par to, vai dzivo
kopa ar vecakiem, vai ar citiem cilvékiem (RZVA 180.f, 3.a., 54.1, 75. Ip.).

Tapat komunikaciju ar sabiedribu zinama méra notika, kad bérni vecaku pavadiba ieradas
kartot parbaudijumus, lai iestatos bérnu miizikas skola. Piem&ram, 1956. gada julija Sadus
parbaudijumus, sagemot vien labus un teicamus vert€jumus, ir nokartojis viens no nakamajiem
Jana Ivanova Rézeknes miizikas vidusskolas direktoriem Sergejs Sergejevs. Lémumu ,,pienemt”
parakstijusi komisijas locekli T. Makarova un V. Martini (RZVA 180.f., 3.a,, 74.l, 1. Ip.). Taja
pasa macibu gada pie minétas komisijas ar teicamiem parbaudijumu rezultatiem bérnu miizikas
skola uzpemta J. UsiSa meita Ruta un nakamais ilggadigais Gulbenes Bérnu miuzikas skolas
direktors Donats Veiksans (RZVA 180.f,, 3.a., 74.1, 1., 2., 38. Ip.). Miné&tie dokumenti apstiprina
sakotngjo piepémumu, ka Re&zeknes Beérnu miizikas skolas kolektivam piemita plaSas
komunikativas prakses ar dazadam mérkgrupam. J. Usisa vaditais skolas kolektivs bija iesaistits
dazadu komunikativu procesu mijiedarbiba, pienemot un nododot informaciju kolektiva ietvaros,
bet arpus skolas komunic€ot gan ar viet§jo sabiedribu, gan ari ar augstakstavosajam
institicijam.
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Secinajumi

Apliecinot savas darbibas jégu, ikvienas macibu iestades darbiba sastav no daudzu
komunikativu procesu mijiedarbibas ar dazada rakstura sabiedribai raksturigajam merkgrupam.
Salidzinot dokumentu informaciju ar bijuSo audz€knu atminam, var konstatét, ka piecdesmito
gadu sakuma Re&zeknes Bérnu miuzikas skolas darbiba kopuma atspogulo vél vidusskolas
darbibas laika K. Medina mérktiecigi iedzivinato socialistiska realisma estetiku, kuras galvena
téze bija makslas saprotamiba tautai. Sovetizacijas ideologija ar LPSR Makslas parvaldes
realiz€to centralizacijas starpniecibu arl no b&rnu mizikas pedagogiem sakotn&ji pieprasija
atbilstoSu politisko izglitotibu, bet pec Stalina naves (1953) miizikas skolu dzivé pakapeniski
ienaca dazi jauni makslas dzives birokratizacijas obligatie pasakumi, kas lielakoties bija saistiti
ar miuzikas teorija aktualizétajiem miziku socialisma celtniecibas uzdevumiem. Ideologijas
parmainas atspogulojas ari Rézeknes Beérnu miuzikas skolas komunikacija ar sabiedribu un
direktora J. Usisa darba stila. Lidz pat Mizikas vidusskolas darbibas atjaunoSanai (1956)
birokratiska sistéma saglabaja stalinisko uzstadijumu, ka miizikas nozime rodas, skanai rosinot
klausTtaja pieredzi, tapec, ieklaujoties sabiedribas apzinas mérktieciga parveidosana, ari bérnu
skolas audzeknu izpilditajai mizikai bija jaklust par audzinoSu, paSizpratni mainoSu, t.i. —
padomju cilvéku razojosu nozari. Ta saucamie komponistu ,,formalistiskie darbi” tika iznemti no
skolas noSu literatiiras. Skolas pedagogu un audz€knu radoSaja darbiba domingja prasiba péc
skandarbu satura socialistiskas un realistiskas ievirzes, derigas informacijas, kas panakama ar
tautas masas atpazistamu motivu interpretéSanu.

Komunikacija ar viet§jo sabiedribu, galvena saskarsmes forma bija koncerti. Gatavojot
koncertprogrammas, tika izvirzitas prasibas to repertuara ieklaut tadus skandarbus, kas balstas uz
skaidribu, optimismu un ir pieméroti padomju tautai, cinoties par komunisma uzvaru. Arl
pedagogu sapulc€s nereti tika uzsverts, ka audzeknu pienakums ir vest makslu tauta, savukart
pedagogu pienakums ir parliecinat savus audzeknus par miizikas lomu sabiedribas pilnveidosana,
nostiprinot vinos apzinu, ka miiziku skola nemacas tikai sev. Analiz&jot Rézeknes bérnu miizikas
skolas komunikacijas liecibas, var secinat, ka dokumenti un atminas apliecina J. UsiSa un citu
skolas darbinieku ricibas modelus, paradot arl vinu personibas iezimes un pieredzi, kada
veidojusas vinu komunikacijas iemanas, vina ,,ideologija” un vértibu sistéma, principi, uz kuriem
bija balstits savas un citu darbibas novértéjums, un veidoti saskarsmes procesi publiskaja telpa.

Summary

In spring 1949 there was a decision to stop the activity of Rezekne Music School, keeping only the first stage
of music education — children music school. The historic documents of the educational establishment, (the head then
Janis Usitis), now kept in the structural unit of the Latvian National Archive (Rezekne Zonal State Archive) prove
that in this period concerning music education there were typical of soviet occupation regime tactical fluctuations
between endeavours of tight control and relative liberalisation.

Comparing the documented information with the former students’ memories, the study found that in the early
1950s the activity of Rezekne Children Music School in general reflects aesthetics of socialistic realism,
purposefully embodied during the activity of the then secondary school, the main thesis of which was art
understandable to people. Due to the ideology of sovietisation through art administration centralisation the music
teachers were required to have corresponding level of education. In this relation Rezekne Children Music School
once a week there was a lesson of politics, mostly to study Stalin’s biography. However, the management of the
school according to the orders of superior institutions required presence of politics in each lesson. After the death of
Stalin in 1953 in the life of music schools gradually entered several new obligatory measures of art life
bureaucratisation, which mostly were related to the studies of socialism building reflected in the music theory.

Until the renewal of Music Secondary School (1956) the bureaucratic system retained the Stalinistic setting,
that the meaning of music emerges when sound stimulates the experience of a listener, therefore fitting in purposeful
transformation of society’s consciousness, also the music, performed by the pupils had to become educational,
changing self-awareness, namely, a sphere producing soviet people. So called “formalistic works” of composers
were taken out of the school note literature. In the creative activity of the teachers and pupils prevailed the
requirement for a socialistic and realistic content orientation of compositions, useful information, achievable by
interpretation of popular melodies.

There were requirements to include in repertoire of concert programmes the compositions based on clarity,
optimism and suitable for the soviet people fighting for victory of communism. Also during the teacher meetings it
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was often emphasized that pupils’ duties were ... to bring art to people, while teachers’ duty is to convince their
pupils of the role music plays in the improvement of society, consolidating their conviction that they do not learn
music at school ... just for themselves.
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Abstract. Soundpainting constructed by composer Walter Thompson is a simultaneous universal
composition sign language which is made for musicians, dancers, poets and visual artists operated in
improvisational environment. Today soundpainting language contains more than 1500 signs. In this research it is
aimed to analyze (converting visual texts to writing texts) the gestures (moving visuals) in 1% level of soundpainting.
Content analysis was made in this study. After the data analysis, it was discovered that soundpainting sign language
gestures have common features in real life body language. Also it was seen that these gestures have universal
communication language which has no boundaries like language or hearing deprivation.

Keywords: Soundpainting, Visual Language, Semiotics, Visual Literacy, Analyze (Bence Content Analysis
Yaziniz. saygilar).

Introduction

Nowadays, the time is very important, life circumstances are getting harder and harder and
changing, communication comes into prominence day by day. Communication can be described
as an emotion, idea, behavior and/or knowledge exchange which is happening between two or
more people who are called sender and receiver (Becer, 2002: 11). Communication can be
passive (for example the thing we do with TV) or it can be active. It is seen that nominative
responses, emotions or experiences of constructs are affective to turn transmission into
communication. Communication does not always show a feature from one subject to another. It
has wide range from face-to-face to mass communication, from one-sided communication to
multiple-sided communication or multiple characterized communication etc. (Aslan, 2012: 21).
Today, every new technology developed by human being is giving cause for a new
communication tool (Messaris & Humphreys, 2006: 15). It can be said that humans' harmony
with new communicational channels developing constantly are must-haves of communication.

People understand each other and they are being able to communicate accurately with
transferring properly what they want to transfer orally and visually. A person using oral and
written expressions commonly is using the sign language which is a universal language as a
(visual) language which gathers people on a common point. Visual language is more effective
communication tool because you can transfer knowledge in less time to more people compared
to oral and written language. According to Avgerinou and Ericson (1997: 285, 287) visual
language has its own vocabulary grammar and syntax. One who is visual literate can use writing
and reading visual language, can decode a visual message successfully and can create a visual
message.

The language concept is used for a communication tool which society uses to transfer ideas
and emotions directly or indirectly. Requirement for understanding and transferring features in
life feeds and grows the language and even makes it a common language. From this point of
view, it must be said that language is a social phenomenon and compulsory it has to be
systematic to communicate. Language is not just formed by audio and text. Visuals are the best
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example to give for that. We know that visual constructions have their own language. One of the
newest creation of them is Soundpainting sign language. Soundpainting sign language is made
for musicians, dancers, poets and visual artists operated in improvisational environment.
Soundpainting sign language is a universal language that everybody can do and understand. The
people who wants to do Soundpainting creates a group and opposite side of this group
“Soundpainter” comes which is the composer/conductor and Soundpainter performs with this
group. Communication in language of Soundpainting is possible for the people who want to talk
this language by knowing the meaning of the syntaxes and gestures that are formed this
language. Gestures in this language that was created by Walter Thompson (American composer)
are moving visuals, which were designed for every performer to read and write exactly the same
language.

Soundpainting

Soundpainting is the multidisciplinary live composing sign language for musicians,
dancers, actors and visual artists created by Walter Thompson in Woodstock, New York 1974.
Presently (2015) the language comprises more than 1500 gestures that are signed by the
soundpainter to indicate the type of material desired of the performers. The creation of the
composition is realized through the parameters of each set of signed gestures (Thompson,
2006: 2).

Soundpainting syntax is divided into 6 categories; these are identifiers, content, modifiers,
go gestures, modes and palettes. These are the movements showing who will do what and when.
Besides these, there are certain movements and previously prepared palettes (Thompson,
2006: 2).

Generally, soundpainter (composer) who is standing in front of the group, points out the
random or/and specific materials which is going to performed by the group by using his/her hand
and body movements. Soundpainter develops performer’s responses, shapes according to the
composition after that defines another series of sign and phrase and continues the process to
compose. According to Coskuner, soundpainting is one of the rare training and study area which
performers can be free and they can do improvisation. No matter which level is performers are,
they do improvisation up to their knowledge and skills and thanks to this language they have an
opportunity to develop improvisation skills. Soundpainting language is a creation area not only
for performers but also important for composer. When the soundpainter stands across the group,
occurring both voices and visual materials by his movements that s/he pointed out are her/his
own composed creation. Composition of soundpainting is formed and developed in parallel
soundpainters’ knowledge and creativity (Coskuner, 2016: 16).

Communication in Soundpainting Language

Basic concept for soundpainting language is communication. The need for effective
communication is basic skills to express, explain and understand herself/himself, avoid or lead
the conflicts and solve the problems that occurred but shortly it is the basic skills to reach an
agreement with herself/himself or the society for Lahninger (1999) (derived from Uzuntas,
2013: 12).

Soundpainting is a sign language. You give sign to the community and they respond in
sound. You determine the next instruction based on the response. This is a dialogue between you
and the community (Thompson, 2006: 1). Thompson was expressed the communication in
soundpainting language. More than 1500 gestures based in soundpainting meanings varies
according to different disciplines. For example, soundpainter points to the group “Long Tone”,
music performer makes a single sound continues at length. If it is pointed to a dance performer
same gesture, s/he makes to continue a movement in same tempo and volume with her/his body.

In order to establish good communication in soundpainting performance, performers in the
group have to know the gestures of soundpainting. Thus performers understand what
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soundpainter want to do and they can response. One of the important points of good
communication is soundpainters understandable and accurate manner to the group. About this
idea Coskuner (2013: 573) points out that “During the practice of soundpainting, good
communication with the group is important. By this communication the movements that wanted,
must be understandable and applicable by everyone. For this comes true that conductor has to be
extremely clear and determine which group and what phrase to show.”

Visual Language

The language, which is a tool for transferring emotions and ideas from soundpainter/
conductor to the group/community standing across her/him in direct or indirect way, is specific
language for soundpainting. Requirement of express and transfer the features of a language is
nourished, developed and brought to phenomenon of common language. From this point of view
it must be said that language is a social phenomenon and compulsory it has to be systematic to
communicate. So, we shouldn’t ignore that visuals could have their own language. In this context
for visual language Horn said that according to Rust (1999: 225) firstly, we tend to see things in
an “either/or” context. It’s either art or language. Secondly, visual language is a pidgin language;
it is developing on the fringe of current languages. Thirdly, schools treat language and art as very
separate disciplines. Finally, the visual aspect sometimes overwhelms the communication
aspect.” This language has a feature to transfer in short time to more person with its’ universal
characteristic than oral and written language.

Avgerinou’s (2011) view of visual language is like in basic levels the meaning of visual
language is evident but we have to know that it has complex codes that must be learned to
understand it. Truly, Avgerinou who is points out that we have to read the visuals, draws
attention the connection between the perception of context/content and the previous experiences.
According to Avgerinou the power of visual is that happening three times faster than reading and
recognition happens in two or three seconds. From this point, an individual has to improve these
skills for understand deeply so many visual language areas as moving/still routers, perceptual
aesthetic areas, speechless communication skills, representation-symbol areas, body language.

Semiotic

There is a way to transfer open or hidden knowledge in sign language of soundpainting to
written texts with a scientific methodology. This way passes through semiotic. Semiotic, which
is the main purpose is to examine signs; is coming from Greek language: “semiotic word comes
from semeiotike and semiology word comes from semeion (sign) and logia/logos (theory) (Rifat,
1992: 17). According to Barthes (2005: 29) semiotic has this classification: “language and talk,
signifier and signified, denotation and connotation, syntax and system” which topics are both
binary oppositions. The interpretation using these classifications called “Semiotic Interpretation”
(Yerlikaya, 2015).

Sense of integrity can be between signifier and signified. Signifier can have different
meanings or receiver give some other meanings to the sign. Sense of integrity can be between
signifier and signified. Signifier can have different meanings or receiver give some other
meanings to the sign. Bruton (1995: 40) said that “signifier to sign, signified to every single
meaning potential and signification to the meaning given the indicator from receiver”. And the
other term we must deal with is “Semantics”. To sense the meanings, hold inside the visual (it
could be direct or indirect) by the receiver and transform signs to written texts can be called as
semantics by using one or two classifications of the signs as language and say, signifier and
signified, series and string, denotation and connotation.
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Analysis

Because of the main aim is to be examined in pieces or/and a whole all the sign groups in
sign language of soundpainting, it is compulsory to explain shortly the concept of “Analysis”.
For this reason, analysis has these definitions in more than one area which has minor differences
but same in the core: “process of putting forth the structure, mechanism and development roles
of any topic or any object by separating into the components in real or in idea, dissection, the
work of separating constituent elements into parts which is for scientific reason, working on a
subject or a unit separately in teaching, separate, solve or shred the combined, separate into parts,
elements, components a complicated whole for understand the structure (TLI, 2015).

Visual analysis is the process to use the methodology of analysis which the definitions of it
given above on visual texts. With the increasing visualization, concept of reader changed to
onlooker by using TV or computer instead of reading rooms or libraries (Geng & Sipahioglu,
1990: 7). Visual analysis which is an important part of visual literacy (Yerlikaya, 2015), is
claimed that turning the individuals, which are in onlooker position, to the individuals who can
read the visual texts.

Visual Literacy

Framework of soundpainting is human and humans’ acts. From this point individuals
reading skills of and writing visuals is another topic to taking into account. For this reason, it has
a necessity to address the “Visual Literacy” issue. Visual literacy was opened to discussion from
John L. Debes. And it is defined by him in 1969 according to Maria D. Avgerinou & John
Ericson (1997: 281): “Visual Literacy refers to a group of vision-competencies a human being
can develop by seeing and at the same time having and integrating other sensory experiences.
The development of these competencies is fundamental to normal human learning. When
developed, they enable a visually literate person to discriminate and interpret the visible actions,
objects, symbols, natural or man-made, that he encounters in his environment. Through the
creative use of these competencies, he is able to communicate with others. Through the
appreciative use of these competencies, he is able to comprehend and enjoy the masterworks of
visual communication.”

After the first definition of Debes, it is started to define from other aspects. Fransecky &
Debes (1972: 9) try to extend the definition of visual literacy “refers to a group of vision —
competencies a human being can develop by seeing and at the same time having and integrating
other sensory experiences”. Petterson (1999: 136) is defining visual literacy as it “is a concept in
which particular skills, knowledge, and attitudes can be thought and learned which enhance our
abilities to communicate in a variety of forms”. Visual literacy is “a communication and thinking
format as the other literacies” and “seeing the images and inferring from them is a perception
action and at the same time it requires visual literacy skill” for Alpan (2008: 83). Learning how
to develop their visual skills which is the most basic need is seems inevitable today. When an
individual develops this skill and learn how to develop it, it assumed that this individual
(learning via visuals) can see, differentiate, understand, analyze, interpret and evaluation visual
tools as visual acts, symbols and objects. Also it will be a part of effective communication by
creative usage of the (visual literacy) skills.

Methodology

The role of the researchers in this study was gathering the data, finding the results and
analyzing the data, interpreting the data and making suggestions. This study is a qualitative
study. For this study one of the researcher take the pictures and one of the researcher stays in the
pictures to show the moves. After pictures taken, pictures merged, some arrows and pointers
added to show the movements in two-dimensional environments.
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41 gestures defined in 1% level of soundpainting creates its scope to be analyzed in this
research. The first level of soundpainting gestures is the basic gestures of soundpainting
language. Therefore, these gestures has been chosen for the analyze. Gestures can be gathered in
have five groups. These gestures contain called who, what, how, when and performers gesture. If
numbers need to said: 9 out of 41 gesture is who, 23 out of 41 gesture is what, 2 out of 41 gesture
is how, 5 out of 41 gesture is when, 2 out of 41 gesture is performers gesture. Performers
gestures are not pointed out by soundpainter. These gestures designed for performers signs. So,
the analyze in this study was made with 4 group of gestures. And for each group, just one gesture
chosen for analyze the visual. Additionally, the analysis of the visuals limited to music discipline
area.

The visuals belong to the 4 group of gestures analyzed the classification of visual literacy.
Classification of visual literacy was put forth by Yerlikaya (2015) in his PhD thesis. The titles
and sub titles are: “Accessing the Visual (subheading: Visualization)”, “Visual Codes
(subheading: Identifying and The Information of Visual Agreements)”, “Analysing the Visual
(subheading: Visual Relations and Visual Comparison)”, “Interpreting the Visual (subheading:
Biographic Interpretation, Comparative Interpretation, Archetypal Interpretation, Psychoanalytic
Interpretation, Semiotic Interpretation, Interpretation Based on Technique, Intentional
Interpretation and Interpretation Diversification)”, “Evaluation of the Visual (subheading:
Positive Judgement, Negative Judgement, Implicit Judgement, Opposite Judgement and
Comparative Judgement)”. In this study the titles which are useful were used. Some titles
omitted and some titles added.

Results and interpretation

1. Group

Who: Gestures in this category shows who is performing the sign.

Accessing to the Visual

Visualization: Right now the reader accesses this visual by paper or digital screen.

Visual Codes

Defining the Visual: Gesture of “Whole Group” starts with natural position. Arms open both
sides, continues the movement from down to up and ends with a circle up to the head.
Knowledge of Visual Contract: Circle evokes the concepts like a round table or a ring. It
incorporates the constructs as whole, being together etc.

Visual Analysis

Visual Relations: It is seen that two hands located as a full-circle format up to the head.
Considering the way of arrow, hands position coming from closed both sides and to the present
position. Head is in the middle and looking across (Figure 1).

Whole Group

Figure 1. Whole Group. Photo: M. Yerlikaya.
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Visual Comparison: It is seen that Soundpainter is in natural position and s/he didn’t step in
imaginary box (action turns into voice, picture, dance stands in front of her/him).

Visual Interpretation

Stylistic Interpretation: Posture of hands, which has a holistic visual, can mean that gathering
in a central location, uniting, to include everyone.

Technical Interpretation: Technical interpretation is a gesture, which is used to definition
whole group. It means all group.

Semiotic Interpretation

Denotation: Hands merging at a spot up to the head.

Connotation: It rings the bell for round objects like circle, ring.

Signifier: Hand.

Signified: Unity, everyone, all.

Syntax: It is understood that movement of the hands upwards and merging hands upwards by
drawing circle.

System: This gesture means who is going to perform by, but it has a meaning coming syntaxes
afterwards from this sign.

Visual Evaluation

Positive Judgement: It is positive because it has connective and rallying effect.

2. Group

What: Gestures in this category shows what the performers will do.

Accessing to the Visual

Visualization: Right now the reader accesses this visual by paper or digital screen.

Visual Codes: Long Tone gesture is showed in natural position. Both hands merged on chest
line and forward as in this visual. Forefinger and thumb merged, as it seems that holding
something. It accepted as start point and a straight line drawn from side to side. Being above or
below from the chest shows the pitch of sound (Figure 2).

Long Tane

Figure 2. Long Tone. Photo: M. Yerlikaya.

Defining the Visual
Knowledge of Visual Contract: It embodies the basic knowledge of visual contract used from
most societies the concepts like road, rope, skyline, removing the sword from its scabbard etc.

69



V STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,,MAKSLA UN MUZIKA KULTORAS DISKURSA”

Visual Analysis

Visual Relations: Feet are inside the imaginary circle and it doesn’t move. Massage delivered
by the movement of the hands which sere merged first and moved side to side. It is found out in
the movement, opening position of hands happens below the center, it means it is low and if it
happens above, it means high.

Visual Comparison: It is seen that Soundpainters’ feet are still and s/he didn’t step in imaginary
box (action turns into voice, picture, dance stands in front of her/him).

Visual Interpretation

Stylistic Interpretation: We can interpret starting in a center creating hands making a line as a
mark of permanent voice and sign of precession.

Technical Interpretation: Soundpainter points gesture in naturel position. By her/his hands
draw an imaginary line, s/he shows that s/he wants one voice/move/saying etc. which is
permanent.

Semiotic Interpretation

Denotation: Hands go on side to side from the center and it stops at a certain point.
Connotation: It rings the bell for daily usage structures as rods, sticks, ropes (thin and flat).
Signifier: Opening hands both side like a line.

Signified: Long tone.

Syntax: It is stood in natural position on this gesture. It is monitored the sequence of merging
hand on chest line as it seen in the visual and the movement of arms forward. And it continues
with both arms opening to left and right as a straight line.

System: This gesture means that who is going to perform by, but it has a meaning coming
syntaxes afterwards from this sign. For example, when it will start, low or high volume.

Visual Evaluation

Positive Judgement: Due to the necessity and involvement of coherent structures, it creates a
positive impression.

Negative Judgement: Permanence of the movements’ structure can form monotony depending
the time.

3. Group

How: Gestures in this category shows how performers do the movements.

Accessing to the Visual

Visualization: Right now the reader accesses this visual by paper or digital screen.

Visual Codes

Defining the Visual: Volume Fader is an changing element which allows the change of
movement or the voice. Soundpainter steps the imaginary box which is in front of her/him by
one arm s/he creates a volume control bar and with the other hand s/he makes tampering with
control bar (Figure 3).

Voluma Bar

Figure 3. Volume Fader. Photo: M. Yerlikaya.
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Knowledge of Visual Contract: Movement reminds the tool used in analog devices for
up/down the volume. At the same time, it shows similarity with the barometers which is
mercury-filled reservoir. We saw that it contains similar movements between the area of the
movement with the posture of the hand and movements of levers as elevator and crane. It can be
added some other examples.

Visual Analysis

Visual Relations: when looked the posture of two arms, it can be seen the “V” position. Holding
forefinger and middle finger is open and the other fingers are closed position, creates a little “V”
position. We saw the other hand is punch (close) position.

Visual Comparison: This movement is started with any foot get in the box as in 4" movement.
Visual Interpretation

Biographic Interpretation: It can be said that there is a similarity between the contents in the
codes of the movement and increasing and decreasing the volume in this gesture by the
performer.

Technical Interpretation: Technically, soundpainter steps her/his feet from her/his natural
position to in an imaginary box. Volume control bar was created by her/his left or right arm.
With the other arm, s/he moves up and down over the line that s/he created. By this way, it is
aimed to change the volume values on the material of performers.

Semiotic Interpretation

Denotation: Movement of hand and arm up and down together.

Connotation: Especially, it has similarities with the volume control tool used in analog sound
tools.

Signifier: Hand, arm, foot.

Signified: Movement editing showed depending soundpainters’ hand and arm signs.

Syntax: The order is: First the movement of foot and after that hands moving from natural
position to the position in the picture and the hand moves up and down over the volume line.
System: Action starts with not only moving from natural position of the foot to forward but also
hands movement as the visual in the system of this movement Action starts with the hand
movements.

Comparative Interpretation: This movement is started with any foot get in the box as in 4™
gesture.

Visual Evaluation
Positive Judgement: This movement allows changing the dynamics thus it adds diversity and
richness to the composition.

4. Group

When: Gestures in this category shows when the performers begin and stop the perform.
Accessing to the Visual

Visualization: Right now the reader accesses this visual by paper or digital screen.

Visual Codes

Defining the Visual: It is started play gesture in natural position. First soundpainter waits in
natural position and for turning a voice and a movement the gesture pointed by the soundpainter,
s/he steps into an imaginary box (2-meter length and 1-meter width) and s/he extends forward
her/his hands like a gunfighter (Figure 4).
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Y

Play

Figure 4. Play. Photo: M. Yerlikaya.

Knowledge of Visual Contract: Similar movement codes like police, directional motions of the
hostess, starting and stopping motion of mechanical shifts etc.

Visual Analysis

Visual Relations: Passing process of the still position to moving position is seen in the visual. It
is seen that all the parts of the body moving all together via the movement of both hands at the
same direction at the same time, showing the same direction by hands, face supporting hands and
the movement of the food to forward.

Visual Comparison: Hand direction is open, face direction is on the parallel, all of the body is
towards across supporting the hand, face and feet are outside of the still position.

Visual Interpretation

Biographic Interpretation: Play gesture can be said the first movement which turns into action
the gestures showed before.

Technical Interpretation: Technically, stepping inside of the imaginary box from standing in
natural positon and hand movement towards front and up shows the time when the gesture starts.
Semiotic Interpretation

Denotation: Movement of the hand forward.

Connotation: It rings the bills for pistol position and hand positions in shall stand positon.
Signifier: Hand, foot, face.

Signified: Starting movement as a clear command.

Syntax: First the movement of the foot and after that the position of hand comes from natural
position to final position shown in visual.

System: In the system of this movement, staying in natural position of food but movements of
hands can’t provide the action happens. Action starts with the movement together of hand, face
and foot.

Comparative Interpretation: This movement is started with any foot get in the box as in 2"
and 3" gesture.

Visual Evaluation

Positive Judgement: After having examined this gesture, the transformation of state action from
inertia has concluded is a positive side.

Negative Judgement: It has negative connotations (military connotations) like taking arms or
put into a line.

72



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

Results

It was seen that if you examine the basic movements in Soundpainting language, these
movements have some common features with technological tools and real life movements. It is
possible to say that these movements have universal contents. It was seen that it has benefited the
feature of visual language, which is much more easily understandable than written language.
This features present in Soundpainting has qualifications for ease teaching to different cultures.
It was found that Soundpainting language has visual contents that everyone ensures to easily
learn even they don’t know Soundpainting language, even they deal with an art area or they
don’t. They can easily learn no matter what the age is, nationality, language, religion, gender etc.
Performers give sometimes specific, sometimes surprise responses for the pointed gestures
which will be conducted on the material (Group 2) by Soundpainter.

Suggestions

Semantic analysis can be done for the other gestures except the gestures above. It is
suggested that sound painting dictionary can be prepared. It is important to be able to access
massive number of people. It is important to expand these gestures by using universal power of
visual language with regard to the hearing deprive individuals’ participation of areas as such
music. Today, it is provided to perceiving the sound waves by a special wear for hearing deprive
individuals. In this way hearing deprive individuals feel the sounds. It can be provided to be an
active part of art by Soundpainting visual language and this feeling talked above for hearing
deprive individuals.

Kopsavilkums. SkankrasoSana ir sinhrona, universala kompozicijas zimju valoda, ko ir veidojis komponists
Valters Tomsons (Walter Thompson), ta ir domata miizikiem, dejotajiem, dzejniekiem un vizualajiem maksliniekiem,
kas darbojas improvizacijas joma. Paslaik skapkrasosanas valodai ir vairak neka 1500 zimes. Saja pétijuma,
skankrasosanas pirmaja limeni, tika izskatita vizudalo tekstu parveide rakstitos tekstos, Zesti, kustibu vizualizacija.
Saja pétijuma tika ari veikta satura analize. Péc datu analizes, tika atklats, ka skapkrasosanas zimju valodas Zestiem
ir kopigas iezimes ar kermena valodu ikdienas dzivé. Tapat art tika atklats, ka Siem Zestiem ir universala sazinas
valoda, kam nav robezu ka tas ir valodai vai dzirdes zaudésanas gadijumos.
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COMMUNICATION BETWEEN CONDUCTOR AND
AUDIENCE: SOUNDPAINTING

Sazina starp dirigentu un auditoriju: skankrasoSana

Sonats Kaskuners (Sonat Coskuner)
Ondokuzas Majis Universitate / Ondokuz Mayis University
e-mail: coskunersonat@gmail.com

Abstract. Today, in the traditional musical performances, performers play notes and make music according
to conductor’s instructions. This is a usual situation for all. Especially concerts which we went to as an audience,
when we have pieces down pat or recognize, it leads us to think less. Thus, it also ensures that we engage in an
event of a single-sided audience.

Soundpainting is the multidisciplinary live composing sign language for Musicians, Dancers, Actors and
Visual Artists created by Walter Thompson in Woodstock, New York 1974. Presently (2015) the language comprises
more than 1500 gestures that are signed by the Soundpainter to indicate the type of the material desired by the
performers. The creation of the composition is realized through the parameters of each set of signed gestures.

The Soundpainter (the composer) standing in front (usually) of the group communicates a series of signs
using hand and body gestures indicating specific and/or aleatoric material to be performed by the group. The
Soundpainter develops the responses of the performers, molding and shaping them into the composition then signs
another series of gestures, a phrase, and continues on this process of composing the piece.

Soundpainting is a useful tool to create dialogue between not only Soundpainter and performers but also
soundpainter and audience. Soundpainters’ signs gesture to community and at the same time he can sign gestures to
audience and then they respond in sound. Then Soundpainter determines the next instruction based on the response.
By this way Soundpainting brings audience into the active component of the performance as communicate among
Soundpainter, performers and audience. This research is a qualitative study and data was obtained by literature
review.

Keywords: Audience, communication, music performance, soundpainting.

Introduction

In the twenty-first century, where today’s human beings race against the time, we see that
the concert audiences do not prefer the long term concerts too much or by getting bored during
the concerts they leave the hall in the middle of the piece. Cage explains this situation as follows:
“a general explanation for this behaviour could be as: audience/listener getting sentimental about
the property of time when they become the sides who listen/watch instead of the ones who
determine the time and they want the opposite side to do it as they expected (including the small
surprises in it). In fact, when it is possible, it makes them forget the element of time or creates
exterritorial virtual times” (Firincioglu, 2011: 72).

When we consider the underlying causes of this approach, we come out with several
reasons. We can state some of them as: life is gradually speeding up, as a result, people doesn’t
want to spend such a long time like three hours and the concert where the audience is getting
bored with the familiar works and the absence of the reason which leads them to think.

Classical music with deep-rooted traditions have been transforming into a commodity and
creating a market for capitalism in recent years. Previously, a composer’s piece used to be
recorded, but now records have been made and tours are organized for introducing a soloist to
the world. However, the composer whose piece has being played stays in the background. The
large part of the annual concert programmes consists of the old composers, while the
contemporary composers have been given a restricted place because they entail a risk.

In that case, the concert audience encounters a familiar, known programme when they
come to the concert. Now, the concert sections, which they have listened/watched before many
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times do not lead them to think about something new or do not draw their attention. The
audience who have not encountered a new material are getting bored, sleepy and sometimes
leave the concert hall.

With their experimental studies in recent years, modern composers like John Cage have
enabled the music to emerge in different places and tones by breaking the usual perception of the
music. Cage mentions that he has tried to direct the listeners/audience to rethink about this
matter, showing that there is an alternative approach by not meeting the usual expectations in a
concert environment.

In the classical music, especially composers like Igor Stravisnki and Adnan Saygun, have
gone to the way of finding solutions to the problem of alienation in music by drawing attention
always to the contradictions and the problems of the social life within its aesthetic structure of
the music.

Modernist composers like A. Schonberg, A.Berg and A.Webern have realized this
alienation problem in music and wanted to explain it with an expressive description within their
music. “This kind of music as enables itself to be listened by the audience who have become
accustomed to the rhythm of the modern-day community life, aimed to change its perspective to
the external reality and the world, distorted and limited with their perceptions which they had
and acquired through under the influence of dominant culture, and with their social life” (Oskay,
1982: 81).

A number of studies carried out in recent years have been breaking the invisible wall
between the performer and the audience and minimizing the alienation problem to some extent.
The concerts in which the audience finds a section from their own lives or becomes a part of the
performance, ensure that the audience is both physically and mentally participated in these
concerts.

Beside this, there are also different beliefs and prejudices about whether the one has talent
in music or not. For example, some people have certain judgements and beliefs about having a
bad singing voice or not having natural talent for playing an instrument. Suzuki expresses his
thoughts about the talent as follows: “Talent is not accident of birth. In today’s society, many
people seem to have the idea that if one is born without talent, there is nothing he can do about it;
they simply resign themselves to what they consider to be their ‘fate’. Consequently, they go
through life without living it to the full or ever knowing life’s true joy. This is the man’s greatest
tragedy. (Suzuki, 2010: i).

In the solution of all the problems mentioned above, the performances, which will make
interaction between the performer and the audience and will communicate with them, are going
to play a big role. One example of these performances, trying to be expressed, is Soundpainting.

Soundpainting is a multidisciplinary simultaneously live composing sign language.
Soundpainting is created by Walter Thompson, a composer from New York, for the musicians,
dancers, actors, poets and visual artists working in the medium of structured improvisation. At
present, Soundpainting language comprises more than 1500 gestures (Thompson, 2006: 2).

Soundpainter (composer) who usually stands in front of the group, using hand and body
movements, refers to the specific or/and aleatoric materials to be performed by the group.
Soundpainter develops the performer’s response, forms and shapes them according to the content
of the composition, then determines another set of signs and phrases, and the piece continues on
its process of composition.

The gestures of Soundpainting language are composed by using syntax rules of — Who,
What, How and When. There are many types of gestures; some can point a specific material to
be performed, while others can point certain styles, types, harmony features, aleatoric concepts
and improvisation.

Soundpainter, in order to create a composition as the way he wants, makes his/her
composition during using the gestures. Soundpainter sometimes knows and sometimes does not
know what to get from the performers; it depends on the specificity and changing parameters.
Soundpainter makes the composition on what is happening in the moment of performance; that
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happening thing can be expected or unexpected. What is required to reach a high level of fluency
in Soundpainting is the ability of making compositions ‘in the moment’ (Thompson, 2016: 2).

Although the soundpainter and the conductor are seen as the people who manage a
community at first glance, there are significant differences between them. Duby tells his views
on the role of the conductor (as we know) as follows: “As Van Leeuwen claims: “The symphony
orchestra thus celebrates and enacts discipline and control, the fragmentation of work into
specialized functions, in short, the work values of the industrial age.” In this view, the role of the
conductor can be seen as analogous to that of a foreman directing the workers (members of the
orchestra) in the creation of a product (the music) designed by the owner (the composer) for the
consumption of the audience. The kind of ,,discipline and control” to which van Leeuwen refers
may also be addressed via the metaphor of music as a journey through time, in which case the
conductor is in charge of the ship, so to speak” (Duby, 2009: 12).

Soundpainter controlling the soundpainter community takes on a different role from the
conductor. Soundpainter unlike the conductor tries to introduce a product which has not been
designed yet. This product’s manufacturing process is directly related to the performers who will
establish a dialogue as well as the soundpainters. The draft of the composition is drawn by the
soundpainter. Beginning from the soundpainter’s showing the gestures to the community,
performers can directly influence the process of the composition with the responses they have
given. Unlike the performers in the symphony orchestra, a performer in the community of the
soundpainting exhibits his ability of improvisation and creativity (Bilgin, 2016: 13).

One soundpainting composition starts with pointing to the community by performing the
syntax of sounpainter respectively. Sounpainting starts with a set of simple signs depicting the
music concepts such as volume, tempo, pitch and duration. Once the ensemble has mastered
these musical building blocks, the Soundpainter introduces progressively more complex signals
encompassing such notions as genre or style, key, memory, and more. Under the guidance of an
expert Soundpainter, the performers interpret progressively more complex combinations of signs
resulting in a fluid and flexible performance. In a given Soundpainting event, the result may
incorporate sections of previously prepared music as well as free improvisation (Duby, 2007: 3).

In other words, the Soundpainter acts as a catalyst for creation, in a process that is not
restricted to representation, prior structural models or formal requirements. In Soundpainting,
musicians and dancers are directed through a variety of gesture types in an interactive and
collaborative manner; in some performances the audience is part of the performance. The active
combination of different media is central to this process. At the heart of Soundpainting lies a
hypothesis that performers across disciplines are able to, and should, create a dialogue (Minors,
2012: 87).

We can see that nearly all physical explanations of the first level soundpainting gestures
easily explain what the desired material is. For example, like soundpainter’s taking the index
fingers of both hands on either sides of his mouth and making his lips like whistling when he
wants the whistle or his bringing both hands up to the breast and opening them through the edges
to point the Long Tone or when he wants everyone’s participation, his showing both hands top
over his head by creating a round.

Many times in my concerts in which | have performed as a soundpainter, | turn the
audience somewhere in the middle of the performance and with a simple gesture | get them to
participate into the performance. They easily response the gestures in the first or second attempt
even though they haven’t learnt how to respond the gestures before. Even if they don’t know the
exact meaning of the gestures, they become familiar with these gestures as they have seen them
during the performance.

At this point, the real communication between the soundpainter and the audience starts.
Soundpainter starts treating the listeners just as the performers standing in front of him and pulls
them into the performance and makes them a part of it. The audience who gets positive
reinforcement from the soundpainter makes an effort akin to the performer’s to display a
performance.
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The audience respond the gestures pointed by the soundpainter to them first shyly, but then
more courageously. The soundpainter gives direction to the responds of the audience sometimes
by continuing them, sometimes by modifying, and sometimes by playing with the dynamics of
the music.

The communication between the soundpainter and the audience becomes more evident and
effective with the realization of the audience that the language of the soundpainting is
improvisational. While some gestures in soundpainting language provide specific results for the
soundpainter, the others will create some surprising responses. In this case, the soundpainter
might not know what the performer will response. Here in such cases, the audience’s realization
of the gestures which will result in surprise consequences becomes a factor shaping the dialogue.
Gestures in soundpainting sign language like Scanning and Point to Point (soundpainter’s
pointing a performer with a forefinger to make him to produce any sound) are open to the
surprising results unless specifically a situation stated.

Soundpainter, who is prepared to the surprising results and by changing or modifying these
responses, directing them to the listeners, can continue or terminate the communication. The
participation of the audience to the performance and their energy can determine the duration and
the quality of this communication.

Although the soundpainter has the position as a composer who gives all the instructions in
a soundpainting performance, the responses which performers will give to the gestures provide a
possible dialogue between them and the audience.

“Reason, in describing the location of meaning in the context of improvised music,
considers the moment of performance from a socioculturally sited vantage point when she states
(2004: 73): Unlike musics invested in providing the listener with a completed version of a
musical score or text in performance, improvisation provides an opportunity to engage with an
expansive musical environment during the performance, wherein the nature of the text is open
and subject to the energy of “vibe” of the audience. In many cases, this vibe is powerful enough
to affect and direct many of the parameters of an improvisation, such as how long to play a
particular phrase or motif and whether to play loud or soft, fast or slow” (Duby, 2006: 4-16).

Method

Model of the research. This is a descriptive study and gathered data are acquired via
literature review. “Descriptive researches aim at explaining the interaction between situations,
considering the relations between current incidents and conditions” (Kaptan, 1989: 75).

The purpose and importance of research. This research aims to indicate that
Soundpainting performance is a performing art with audience/listener interaction and to reveal
how this interaction turns into communication. This study is one of the rare studies on the
performance aspect of Soundpainting sign language. Therefore, it is important due to its
contributions to the field.

Results

In today’s music understanding where the music industry transforms the performer into a
commodity, we can talk about the alienation problem between the music itself and the music
listeners who came to the concert halls. In fact, this situation unintentionally leads the listeners
away from the music, which has the classical values and is prepared laboriously, and also
endangers the music’s own future.

The main reasons of this situation can be considered as the repetitions of the usual works in
the concert programs and not promoting new music enough to the music listener. As one of the
most constructive solutions for this problem, we could think of the works in which the audience
contributes to the performance actively. One of the best examples of this situation is
soundpainting.
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From the findings obtained, we observe that the audience also could be interactively part of
the performance due to the nature of the Soundpainting performance. Soundpainter in the
position of the conductor of the performance/concert, in reply to the gestures he has pointed to
the ensemble, makes both the performers and the concert audience be part of the performance
and also creates a dialogue between them by reusing the responses which he has received from
both performers and also the audience.

Kopsavilkums. Misdienas koncertos muzikanti spélé notis un muzicé péc dirigenta noradijumiem. Tas ir
ierastais formats. Ka ari tas nodroSina to, ka més esam tikai daléji iesaistita publika. Skankrdsosana ir
multidisciplinara zimju valoda starp muzikantiem, dejotajiem, aktieriem, ko ir izdomdjis Valters Tomsons
1974. gada Vudstoka, Nujorka. Paslaik Sai valodai ir vairak neka 1500 Zestu, kas norada makslinieku vélamo
materialu. Prieksnesuma radiSana tiek veikta pateicoties katra Zesta parametriem. Skankrasotajs (komponists), kurs
parasti atrodas cilveku grupas prieksa, izmantojot rokas un kermeni, sazinas ar Zestiem, kas nordada nepieciesamo
kustibu, kuru cilveku grupai ir javeic. Skankrasotajs attista makslinieku atbildes, apvienojot tas makslasdarba, tad
atkal pardda Zestus un tada veida turpinas makslasdarba izveide. Skankrasosana ir lietderiga, lai izveidotu sapratni
ne tikai starp skankrasotaju un maksliniekiem, bet gan art starp skankrasotaju un skatitajiem. Skankrasotajs rada
Zestus maksliniekiem un taja pasa laika art rada Zestus skatitajiem, kuri ar skanas palidzibu atbild skapkrasotajam.
Pec tam skankrasotajs nolemj talako darbibu péc sniegtajam atsauksmem. Tada veida skankrasosana iesaista
skatitajus uzstasands laika, tada veida sazinoties ar skapkrasotdju, maksliniekiem un skatitajiem. Sis pétijums ir
kvalitativs, un informdcija tika iegiita ar literatiras palidzibu.
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BERNA MUZIKALA VIDE NO DZIMSANAS LIDZ 1,5 GADAM
SOCIALAS APRUPES INSTITUCIJA

Child’s musical environment from birth to 1,5 years in
social care institutions

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

Abstract. Object of the paper — explore the musical environment of creating the importance of a child’s
development up to the 1,5-year the social care institution. The paper was used for the theoretical metod — analysis
of scientific literature and empirical research method — pedagogical observations of the individual and group
lessons. The role is theoretically and practically explored and described in the musical environment of the social
care institution for the children up to 1,5 years.

The author main conclusions of the study: 1. A musical environment that is dominated by the positive
emotional experiences, contributes to the child’s emotional development and self-motivation to participate, as a
result, creates a child self-fulfillment option. 2. Children up to 1,5 years have joy of playing materials and musical
instruments, they can take part in and control them independently, revealing himself more and more opportunities.
3. By interaction with toys and musical instruments children get to know not only the functionality, but they also
learn how to build relationships with the surroundings, acquire certain environment and play choices, and provide
support for children’s play in action.

Keywords: child, child development, musical development, musical environment.

levads

Divi galvenie radoso sp&ju raksturlielumi, kuri b&rnam piemit jau no dzimsanas, ir izt€le
un asociacija, un tos nepiecieSams talak veidot un attistit visa bérna smadzenu forméSanas cikla
laika (Bjuzens, 2008: 90). Pieredze rada, ka b&rni panakumus Sodien sasniedz, ja iegiist ne tikai
zinaSanas un prasmes atseviSka darbibas joma, bet vl ir svarigi arl runat par socialam
prasmém — sp&ju sazinaties, adekvati paust savas idejas, but radoSam, parliecinat par tam citus,
lidzdarboties grupa un risinat dazadas problémsituacijas. Tiesi pret€ji ir beérniem sociala apripes
institficija. Sie bérni ir deprivéti un atdaliti no savas biologiskas gimenes, ar mazu sadzives
pieredzi. Kad runa par deprivaciju, ir jadoma par neapmierinatam vajadzibam, kas rodas, ja
cilvéks tiek atrauts no nepiecieSamajiem avotiem to apmierinasanai, kas vinu attistiba var radit
neparedzamas sekas (Batna, 2007: 72). Viniem ir nepiecieSami uzskatami pieméri, vides
veidoSana un situacijas izdzivoSana, kura vini spetu uzkrat dazadas emocijas, lai lidzdarbibas
laika izpaustos seja emociju palete, aizvien jaunas emociju gammas un sejas izteiksmes.

Pétijuma merkis: izpetit un atklat muzikalas vides radiSanas nozimi bérniem Iidz
1,5 gadam sociala apriipes institiicija.

Pétijuma baze: bérni no dzimsanas lidz 1,5 gadam sociala apriipes institiicija.

Pettjuma tiek aprakstitas bérna vispargjas attistibas Ipatnibas no dzimsanas Iidz 1,5 gadam
sociala apriipes institlicija, ka ar1 apkart§jas vides iekartoSanas pamatprincipi un
nepiecieSamibas, lai veicinatu bérna paSmotivaciju un pasaktivitati, un sp&ju lidzdarboties.

Lai runatu par bé&rna muzikalas vides radiSanas daudzveidibu, nepiecieSams, pirmkart,
atklat berna vispargjas attistibas patnibas. Otrkart, izpétit vajadzibas un intereses bérmam no
dzimSanas lidz 1,5 gadam. Visbeidzot, aprakstit muzikalas vides radiSanas iesp€jas sociala
apripes institiicija.

Petijums tiek veikts teorétiska un empiriska limeni, lai izveidotu un izstradatu muzikalas
vides veidoSanas daudzveidibu atbilstigi bérnu attistibas vajadzibam un to ievieSanai socialas
apriipes institiicija. Pétijuma tiek pielietota teorétiska metode — zinatniskas literatiiras analize un
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pétijuma empiriska metode — pedagogiskie novérojumi grupu nodarbibas ar b&rniem socialas
apriipes institiicija.

Bérna attistibas Ipatnibas un to veicinasana pirmajos 1,5 dzives gados

Pirmie bérna dzives gadi ir neiedomajamas izaugsmes un parmainu laiks. Lai bérns biitu
laimigs un paspalavigs, ir biitiski saprast, kadi médz but bérni un ka var palidzet viniem justies
labi (Gazala, 2009: 16).

Krievu pedagoge N. Aksarina iedala pirmo dzives gadu Cetros vecuma posmos: 1. No
dzim$anas Iidz 3 méneSiem. 2. No 3 lidz 6 méneSiem. 3. No 6 Iidz 9 méneSiem. 4. No 9 lidz 12
meénesSiem. Otro dzives gadu iedala divos posmos: 1. No 1 dzives gada Iidz 1,5 gadam. 2. No 1,5
lidz 2 gadiem (Aksarina, u.c. 1970: 14). Katram posmam ir savas specifiskas ipatnibas. Katra
pareja no viena posma uz otru ieziméjas ar jaunam rakstura iezimém, Ipasibam un sp&jam. Katrs
bérns, kurs ir iek$€ji harmonisks, ir ideju, paSmotivacijas, paSaktivitates pilns un pasdarboties
sp&jigs. Bet, ja vina intereses tiek apspiestas un ierobezotas dazadu iemeslu dél, vina izzinasana,
atklajumi un izmeginajumi tiek lauzti. S. Landi uzsver, ka pirmajos tris ménesos bérns sak izjust
vienotibas sajitu ar mati (Landy, 2004: 16). Bérns atpazist savas mates balsi un atsaucas ar
prieku. Vina ir bérna uzticamais balsts un paligs apriipes laika. E. Kalo atzimé, ka sociala
aprupes institlicija uzaugusa zidaina spontana aktivitate ir daudz vairak traucéta neka gimené
augosa b&rna izpausmes, jo uzticamibas saikni, kas liktu mazulim bt pasargatam, spgjigam rast
prieku patstavigas rotalas, bérnu nama starp bérnu un audzinataju panakt ir loti griiti (Kalo,
Baloga, 1996: 14). Lai arT ka audzinataja v€l€tos un censtos piepildit berna intereses un vélmes,
vina to tomér nespgj. Ja gimeng ir viens vai divi bérni, tad sociala apriipes institiicija viena grupa
ir vismaz 9 vai vairaki bérni.

Pirmaja dzives gada pimaja posma beérniem sakotngji ir reflektivas kustibas, kas
pakapeniski kliist organizeétas un mérktiecigas. B&rnam raksturigi iepazit un pétit savas rokas un
visu, kas vinam ir apkart. Roku apliikoSana un sp€lésanas ar tam ir sagatavoSanas roku darbibam
nakotné (Kalo, Baloga, 1996: 16). Tiklidz bérns ir izpétijis savas rokas, dara to regulari un aktivi,
izrada interesi par sev apkart€jo vidi, b€rmam var piedavat rotallietas. Ir butiski atzimét par
misdienu popularajiem pieckaramajiem, grabo$ajiem priek§metiem, ko sauc par rotallietam. Sie
grabuli velaka perioda neveicinas b@rna apzinatas roku darbibas un ieinteres€tu, intensivu
spelésanos, jo vin$ nevar tos pats panemt, kustinat, grozit, aizstumt, pievilkt un veikt citas
dazadas manipulacijas (Kalo, Baloga, 1996: 16). Piekarinatos priekSmetus vini aizskar
nejausibas péc, I1dz ar to bernam neveidojas rotalasanas prieks un kustibu pieredze.

Vecuma no tris Iidz seSiem méneSiem bérns sak rotalaties ar dazadiem auduma vai koka
priekSmetiem: drébju lakatiniem, auduma lellittm un dzivnieciniem, pitam bumbam, koka
rinkiSiem utt., galvenais priekSnosacijums ir, lai priekSmeti butu viegli satverami un tos varétu
panemt bez pieptles. S. Landi raksta, ka b&rns $aja attistibas posma sak sp€lét ,,cepu — cepu
kukuliti” spéles; rada pieaugusajam dazadas emocijas: raud, lai pievérstu sev uzmanibu, skatas
uz pieauguSo ar 1paSu priekpilnu smaidu un vokaliz€, kad ar vigu runa (Landy, 2004: 18).
Bérnam nepiecieSama 1paSa tuviba ar pieauguSo — apskauSana, samiloSana, individuala
uzrunasana un uzmaniba.

Bérns no Cetru ménesu vecuma iemacas parvietoties no vienas vietas uz otru, sak velties no
muguras uz védera, mégina atdarinat skanas, var atveidot zilbes un sak reagét uz savu vardu,
izpauz emocijas ar dazadam skanpam, liek priekSmetus mutg, var sasist priekSmetus kopa un var
parcelt priekSmetus no vienas rokas otra (Landy, 2004: 19). Dzirdot apkartgjas vides skanas,
apstajas, klausas, galvu negriez uz skanas avota pusi. Katra kustiba, ko bérns patstavigi veic,
rada vipam lielu gandarfjumu un prieku (Pikkler, 2006: 13). Saja attistibas posma b&rniem ir
izteikta dazadu lietu izpétiSana, izzinaSana un pieauguso cilvéku novérosana.

Otra pusgada sakuma bérns sak saprast, ka ar klauvéSanu vin$ var radit skanu, sitot pret
gridu, pret sétinas rezgi vai pret kadu citu priek§metu. Bérnam patik priecaties par raditam
skanam. Lai saprastu priekSmeta skanu daudzveidibu, nepiecieSams piedavat dazada materiala
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rotallietas (Kalo, Baloga, 1996: 20). Izm&ginot radit dazadas skanas, bérns atklaj, ka dazadi
priekSmeti ir dazadi jasatver, lai tie raditu dazadas skanas. Lidz devinu ménesu vecumam bérns
sak izrunat atsevisSkus divzilbju vardus, imitet skanas. Dzirdot skanu, pagriezas pret skanas avotu
un klausas, atSkir dazadas skanpas, uz nepatikamu skanu reagé atbilstosi (Flémiga, 1999: 217).
Bérniem patik vairakkart atkartot tas darbibas, kas ieprieks jau ir izdevu§as. Sada veida berns
pilnveido un nostiprina kustibu kvalitati un bagatina savu pieredzi.

No devinu méneSu vecuma bérni sak sédét un celties kajas, vini pasauli sak uztvert
vertikali, redzesloka paradas aizvien jaunas rotallietas un priekSmeti, ko vin$ gribétu apliikot,
izpetit un izmé&ginat. Parasti bérni izv€las lidzigas formas mantas, pieméram, divus kluciSus,
divas bumbinas u.c. (Kalo, Baloga, 1996: 24). Bérniem patik iesaistities nodarbibas, kur tiek
izmantoti skanosi prickSmeti vai instrumenti. Vini sp&j sekot lidzi nodarbibas gaitai un ar prieku
censas atdarinat pieaugusa darbibas. Parvietojas pa telpu rapojot, patik sp€les ar bumbu, atdarina
vienkarSus Zestus, patik bit starp citiem b€rniem, atsaucas, kad pieaugusais uzruna (Landy,
2004: 21). Bérnus lidz viena gada vecumam ir viegli iesaistit nodarbibas procesa. No vienas
puses, vini vélas but neatkarigi, bet no otras puses, ja pieaugusais spg&j bernus uzrunat emocionali
patikama un piesaistosa intonacija, berns nenojaus, ka vina darbibas nosaka pieaugusais. Bérna
zinkariba $aja laika posma ir Joti jitama, jo vins sak parvietoties straujak, sak celties kajas. Vina
rokas stiepjas neiedomajama augstuma, tadel pieaugusajam ik uz sola ir jabiit modram un japrot
piedavat pec iesp&jas vairak nodarbes un uzdevumi, ar ko vin$ spetu apmierinat savu zinkari un
vienlaicigi izzinat pasauli sev apkart.

No viena gada vecuma bérni ir priekpilni macoties staigat, Iidz 1,5 gadam bérns jau
iemacas skraidit. Viniem rodas plasakas iesp&jas redzet savu tuvako apkartni, var pieiet klat
priekSmetiem, kas viniem interes€. Bérni kliist modraki un energiskaki. Bérns labak sak saprast
runu, jo iepazistas ar apkart€jas vides priekSmetiem un paradibam (Aksarina, u.c. 1970: 122).
Spgj izradit savas vajadzibas un sajitas, ir viegli noveérst vina uzmanibu no vienas darbibas cita.
Vinu interesé pilnigi viss, kas notiek vinam apkart. Uzkritosi piever§ uzmanibu apkartgjas vides
izkartojumam un mainigumam.

Izp&tot un atklajot bérna vecuma posmu ipatnibas, var secinat, ka cilvéks attistibas gaita
pakapeniski apzinas un iepazist plasaku sabiedribas kopumu un var veidot ar to mijiedarbibu, ka
ar1 spgj uztvert sevi un visu, kas vinam apkart. Jo galvena bérna interese un vajadziba lidz 1,5
gadam ir rotala ar dazadiem priekSmetiem un mantinam. Mainot lietas, priekSmetus un rotallietas
dabigi, mainas bérna apkartgja vide. P&tot bérna attistibas posma rotalasanas nozimi, var secinat,
ka darbojoties ar rotallietam, bérns iepazist ne tikai ta funkcionalitati, bet veido ari pirmas
attiecibas ar apkartni, apgiist noteiktas vides noteikumus un darbibu nosacijumus. Tade]
pieaugusajam galvena loma, atbilstoSi bérna interesem un vajadzibam, ir sniegt pardomatu
atbalstu rota]darbibam atbilstosi izveidota vidg.

Muzikalas vides veidoSana bérniem lidz 1,5 gadam un
to ievieSana socialas apriupes institiicija

Par muzikalas vides veidoSanu b&rniem, autori atsaucas dazadi. Vide ir fiziska un gariga,
ari sociala apkartne, apstakli, objektu vai individu, ka arT to savstarp&jo mijietekmes kopums, kas
apnem dzivas un nedzivas dabas objektus, nodrosSina eksistenci un saskarsmi starp individiem,
ietekm@ to pastavesanu, attistibu un tml. (PTSV, 2000: 188). Sociala apkartne, apstakli, objektu
un individu savstarpgja mijietekme ir nozimiga socialas apriipes institlicija dzivojoSajiem
bérniem, jo ta vide ir Saura, ar mazu redzesloku, no kuras var mantot siku paspieredzi, lidz ar to
tiek kaveta sociala attistiba Iidz bridim, kad tiek pienemts [émums par vina nakotni dzivosanai
kada no gimeném. Bérniem lidz 1,5 gadam liela méra atskiras sociala attistiba, to nosaka
kultarvide, gimenes atmosfera, neskaitamie un atskirigie cilvéki, ar kuriem vini satiekas (Gazala,
2009: 31). Cilvekam apkart esoSos sabiedriskos, materialos un garigos vina esibas un darbibas
apstaklus nosaka sociala vide. Sociala vide plasaka nozimé ir makrovide, kas aptver sabiedriski
ekonomisko sistému kopuma, bet Sauraka nozimeé — mikrovide, kas ietver tieSo cilvéka apkartni —
gimeni, macibu grupu u.c. (Lise u.c., 2012: 311). Makrovidé socialas apriipes institticijas bérni
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ieiet tikai tad, ja vinu dzives cel§ aizved kada no gimen&m, bet mikrovide viniem ir nemainiga
katru dienu.

Sociala apripes institiicija ir butiski maintt mikrovidi vairakkart, lai veidotu b&rniem
dazadibu ikdiena. Viena no tadam iesp&jam ir ieviest vidi, kura ir miizikas elementi, instrumenti
un muzikalie materiali, kas pilnveidos vipa attistibu, paspieredzi, pasaktivitati un ieviesis
dazadibu vinu dzive.

Bérnam ir nepiecieSama drosa un atbilstoSa vide, kura var brivi pétit un rotalaties bez
nepartrauktiem izsaucieniem ,,N&!” (Gazala, 2009: 36). Ali iesaka, lai bérniem vide butu
pasatklajosa un motivéjosa (Aly, 2009: 82). Lai b&rns justos brivs, energisks, priekpilns, dross,
vide javeido atbilstosi vinu vajadzibam un interesém. Autore p&tot un noverojot bérna aktivitates
un darbibas rezultatus, muzikalas vides viedoSanas iespg&jas iedala p&c bérnu vecuma posmiem
(1. tabula).

1.tabula
Muzikalas vides iekartojums

Bérmniem no dzimSanas Iidz tris | Muzikala vide — vairakas reizes diena pa desmit minttém var
ménesiem veidot muzikalu fonu. Pakapeniski bérna atmina pilnveidosies
muzikala pieredze.

Bérniem no 4 1idz 9 ménesiem Beérniem var iekartot muzikalu vidi, noliekot vinam apkart
koka kocinus, paStaisitus marakasus, mikstu laciti. Berns
iepazistoties ar Siem instrumentiem un lietam, sagatavojas
turpmakai muzic€sanai.

Bérniem no 10 ménediem Iidz | Saja laika posma jau var runat par muzicé$anu, deju un
1,5 gadam muzikalu improvizaciju. Uzliekot muzikalu fonu, var spélét
ritma improvizacijas, dejot un veidot dazadas kustibu
improvizacijas, atbilstosi bernu attistibas Itmenim.

Bérniem no dzimsSanas Iidz sédésanas bridim var veidot rotal]laika muzikalu fonu, ko vins$
neapzinati uztver ar dzirdi un kustibam. Uzmanigi klausoties muzikalo materialu, bérns spgj
sajust gan ritmu, gan pulsu, gan melodisko liniju. Ja klausiSanas ir regulara, muizika sak ietekmét
bérna kustibas, tas klust harmoniskakas (bekuna u.n. 1983: 2). Kad bérns sak rapot un sedeét,
vinu var iesaistit dazadas muzikalas improvizacijas pieaugusa klatbiitne. Lidz beidzot, kad bérns
sak staigat vai celties kajas, vigu var iesaitit kustibu improvizacijas un muzikalas rotalas, kuras
japarvietojas pa telpu. Katra no Siem vecuma posmiem, muzikala vide ir atSkiriga.

Bérniem lidz 1,5 gadam vidi ir ieteicams veidot, izmantojot péc iesp&as mazak mantu.
Autore, stradajot ilgus gadus ar b&rniem, no dzimS$anas lidz 1,5 gadam, izstradajusi vairakas
rotalvides atbilstosi vinu vajadzibam un interesém. Beérni, kuri sak spéléties uz védera, rotallietas
var sakartot apli, attalak vienu no otras, bérni atrodoties uz gridas, var viegli satvert sev ttkamu
rotallietu (skat. 1. attelu).

O
O O
O O

1. attéls. Vide bérniem, kuri spéléjas uz védera.

Bérniem, kuri sak pétit savas rocinas un vidi sev apkart, autore iesaka vidi iekartot ta, lai
bérns justos droSs un pasargats. Telpas stirT novietota sedzina vai manéza, kurai abas malas ir
noliktas rotallietas (skat. 2. att€lu).
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2. attéls. Vide bérniem, kuri sak petit savas rokas.

Bérniem, kuri sak parvietoties rapojot vai lienot, ieteicams vidi veidot brivu, plasu bez
rota]lietam. Rotallietas piedava rotalnodarbibas laika, tas pakapeniski mainot péc bérnu sp&jam
un interesém (skat. 3. att€lu).

3. attéls. Vide piemérota bérniem, kuri ir sakusi sedét un rapot.

Autore iesaka berniem, kuri sak celties kajas un staigat, vidi iekartot ta, lai vinus
ierobezotu, jo liela, plasa vide vinus mudinas skraidit, nodarbibai pievérst vinus biis griiti. Tapec
vide ir iekartota ar maziem krésliem, uz kuriem uzsédinatas mikstas mantinas. B&rmu uzmaniba
biis vérsta uz mazam rotallietam, ar kuram var dejot, sasveicinaties un atvadities (skat. 4. attelu).

DDD

4.attels. Vide piemérota bérniem, kuri sak celties kajas un patstavigi staigat.

Bérniem, Iidz bridim, kad sak pétit rocinas, vide ir gultina. Ta vigam ir vispiem&rotaka
vide, kura vin$ var justies droSs un aizsargats. Ka Golubina raksta, pedagogiska procesa
uzdevumu risina$anai un bérnu darbibas nodrosinasanai ir jaiekarto grupa ta, lai bérnu dzive butu
péc 1espgjas ertaka (Golubina, 2007: 189). Autore ilga darba pieredzé noverojusi bérna interses
un iespéjas, lai iekartotu bérniem drosu un ertu vidi, kura vini varétu brivi darboties.

Pétijuma apraksts

Pétljuma meérkis — izpétit un atklat muzikalas vides radiSanas nozimi bérniem lidz 1,5
gadam sociala apriipes institticija.

Petijjuma norise — tika izveleti bérni no dzimSanas l1dz 1,5 gadam. 5 bérni no dzimSanas
lidz 3 méneSiem; 5 bérni no 4 lidz 9 ménesiem; 5 bérni no 10 ménesiem Iidz 1,5 gadam. Katrai
grupai tika izstradati noteikti kritériji, kas tika iedaliti 4 limenos. Autore izstradaja krit€rijus un
limenus, balstoties uz ilgad&ju darba pieredzi, p€tot un noveérojot bérna attistibu un to patnibas.
(Muzikalas vides nozimes noveérojumi).
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Pirmais kriterijs vides izkartojuma nozimibai ir rotallietu izkartojums un to atbilstiba
attistibas ITmenim. ST kritérija pirmais Iimenis, kad bérns ir neitrals uz apkart&jo vidi. Otrais
Itmenis, kad bérns rotalajas ar vienu rotallietu. TreSais Iimenis, kad bérns rotalajas ar divam
rotal]lietam. Ceturtais ltmenis, kad b&rns pé€ta un rotalajas ar visam rotallietam, kas vinam ir
apkart. Otrais kriterijs muzikalas vides veidoSanas nozimibai ir muzikalais fons bérna rotalasanas
bridi. ST kritérija pirmais Iimenis, kad nereagé uz muzikalo fonu. Otrais limenis, kad reagé uz
muzikalo fonu sakuma un nobeiguma bridi. Tresais Iimenis, kad reagé uz muzikalo fonu
kustoties lidzi. Ceturtais Itmenis, dzirdot muzikalo fonu, kustas un cenSas atdarinat picaugusa
kustibas. Izmantojot mingtos limenus, bérnus autore noveroja divas reizes 3 meénesu intervala.

Petijuma gaita tika nemti véra iepriekS aprakstitie apkart§jas vides iekartoSanas
pamatprincipi, ka arT berna attistibas pamatnoteikumi, lai veicinatu b&rna paSmotivaciju,
pasaktivitati un sp&ju lidzdarboties.

Uzsakot pétfjuma novérojumus no dzimsanas lidz trim meneSiem, 3 bé&rni ir neitrali uz
apkartgjo vidi, bet 2 bérni rotalajas ar vienu rotallietu. No 4 [idz 9 méneSiem — 2 bérni péta vidi,
kas vinam apkart, neitrali reag€jot uz muzikalo fonu, bet 3 bérni rotalajas ar vienu rotallietu un
reagé uz muzikalo fonu. No 10 Iidz 1,2 gadam — 2 bérni rotalajas ar vienu rotallietu, nereagé uz
muzikalo fonu, bet 3 bérni rotalajas ar divam rotallietam un reagé uz muzikalo fonu, cenSoties
atdarinat pieaugusa kustibas.

P&c tris meénesu intervala tika veikti atkartoti p&tjjuma noverojumi. Jaatzime, ka b&rni par
trim méneSiem vecaki, intensivi auga muzikalas vides nepartrauktas parmainas. Bérni no
dzims$anas I1dz tris méneSiem, p&c tris ménesu intervala, neviens no tiem nebija neitrals, bet visi
bérni péta visu sev apkart arl pieauguso. Tiem, kuriem bija no 4 1idz 9 méneSiem — 2 bérni
rotalajas ar divam rotallietam un reag€ja uz muzikalo fonu, bet 3 bérni rotalajas ar rotallietam,
kas vinam apkart un reaggja uz muzikalo fonu, kustoties Iidzi; tiem kuriem bija no 10 Iidz 1,2
gadam — 2 bérni pétija lietas sev apkart, vél§jas spélét tikai vienu instrumentu un reagéja uz
muzikalo fonu, iesaistoties dazadas kustibu improvizacijas, bet 3 bérni, izmantojot rotallietas,
kuras vinam apkart, reag€ja uz muzikalo fonu kustoties, dejojot un atdarinot pieaugusa kustibas.

P&tijuma noverojumi liecina, ka b&rnus no dzimsSanas Iidz 1,5 gadam pozitivi ietekmé
muzikalas vides radisana. So trfs méne$u intervala var manit strauju berna progresu pasaktivitate
un pasmotivacija.

Secinajumi

Galvenie secinajumi pétijuma: 1. Izp€tot rotaJu vides radiSanas iesp&jas, var secinat, ka
muzikalas vides veidoSanas iesp€jas ir tik dazadas, ka to ir iespgjams ieviest socialas apriipes
institiicija bérniem no dzimSanas lidz 1,5 gadam. 2. Veidojot muzikalu vidi b&miem no
dzimSanas lidz 1,5 gadam, ir labs sakums vina turpmakai izaugsmei. 3. Ilgu gadu izstradata
muzikalas vides daudzveidiba pilnveido bérna paSpieredzi, paSmotivaciju un paSaktivitati. 4.
Cilveks attistibas gaita pakapeniski apzinas un iepazist plasaku sabiedribas kopumu un var
veidot ar to mijiedarbibu, ka ar1 sp&j uztvert sevi un visu, kas vinam apkart. Jo galvena bérna
interese un vajadziba lidz 1,5 gadam ir rotala ar dazadiem priekSmetiem un mantinam. 5. Mainot
lietas, priekSmetus un rotallietas dabigi mainas bérna apkartgja vide.

Summary

The study of the musical environment of creating effects for children from birth to 1,5 years of social care
intitutions led to the main conclusions. Musical environment which is dominated by positive emotional experiences,
contributes to the child’s emotional development and self-motivation to participate that creates a child self-
fulfillment option. Children up to 1,5 years have joy of playing materials and musical instruments, they can take part
in and control them independently, revealing more and more opportunities. By interaction with toys and musical
instruments children get to know not only the functionality, but they also learn how to build relationships with the
surroundings, acquire certain environment and play choices, and provide support for children’s play in action.
Creation of the musical environment for the children from birth to 1,5 years is a good start for their future growth.
Musical environmental diversity improves child’s self-experience, self-motivation and self-activity. Changing
things, objects, and toys naturally changes the child’s environment. Adults dignity and play understanding, support
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and model contributes to child’s playfulness that contribute to child’s self activity, emotional, and social
development. Play has characteristics that contribute to child’s development; it is free, it is not compulsory in a
nature, the child’s best interests and is imaginative and varied. By exploring the play environment creation options it
can be concluded that the musical environment for the possibilities are so diverse that it is possible to introduce a
social care institution for the children from birth to 1,5 years.
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PERSONIBAS KVALITASU PILNVEIDES IESPEJAS
KORA PAPLASINATA DARBIBA

Personality Qualities Development Opportunities in
Extended Choir Activities

Edgars Vitols
Jazepa Vitola Latvijas Miizikas akadémija, e-pasts: edgars.vitols@jvima.com

Abstract. The article covers the possibilities to diversify the choir rehearsals and concerts in order to
improve the student's emotional intelligence, without the decrease in artistic quality. In this study the authors
objective is to create methods for working with the choir, that alongside with the current activity also includes the
synchronous, authentic, scenic movement and drama elements for choir rehearsals and concerts. The result of this is
the enhancement of the interest in the subject, creation of inspiring working conditions, possibility to socialize,
therefore leading to fulfillment of the main objective — the improvement of emotional intelligence.

Based on the opinions of theoreticians and industry experts, it concluded that emotional intelligence is a
crucial factor for success in all areas of life. Developing one's emotional intelligence is important for anyone, but
especially — the teenagers during the period of personality formation.

The conclusions of this study can be used in the work with any choir collective. They are equally adaptable to
youth, women's and men's choirs.

Keywords. choral music, emotional intelligence, movement in choir, school choir, teenager involvement in
music.

levads

Nav nekas neparasts, ja pedagogs miizikas stunda, atskanojot kada komponista miziku,
stasta par attieciga laikmeta iezim&m politika un ekonomika, skaidrojot, ka tas ir atstajusas savus
nospiedumus uz miizikas stilu un skandarba tekstu. lesp&jams, ka art kormiizika ir drosak jakapj
soli arpus savas nozares, lai paskatitos, k@ un vai to var pozitivi ietekmét citas nozares, un vai
dziedaSana kor1 savukart var veicinat pozitivus procesus citas jomas.

Veidojot macibu programmas, kas pamatojas uz nepiecieSamibu apgiit pec iesp&jas vairak
zinasanas, veidojas pretruniga situacija — tiek piemirsts pedagogijas uzdevumu pamatkopums:
ripes, socializ€Sana, uz pilsonibu un demokratiju virzita pilsona veidoSana un maciSana. Tikai
visu izglitibas pamatuzdevumu kompleksa realizéSana nodroSina riipes par kopienas
(sabiedribas) interesém (Smith, Smith, 2008). Lai panaktu $§1 nosacijuma izpildi, izglitibas
iestadem vismaz radoSajos macibu priekSmetos un radoSajas nodarbibas biitu pasi japieversas
skolénu vispusigakai attistibai. Miizika (muzic€Sana) ir viens no veidiem, kas var€tu bt
pieejams skoléna personibas kvalitasu pilnveide. Ja skolas tiek samazinats mizikas stundu skaits
vali muzic€Sana tajas tiek aizstata ar teorijas apguvi, nozimiga klist mizikas nodarbibu
pieejamiba. Daudzviet ir iesp&ja muzicét individuali vai iesaistities ansamblos, tomer
visdemokratiskakais un pieejamakais veids, ka veicinat emocionalas inteligences pilnveidi ar
muzikalas darbibas palidzibu ir — darbiba skolas kori. Miizikas pedagoga atbildiba ir panakt
jaunieSu iesaistiSanos korl. Vieglakais cel§ ir atlasit pardesmit labus dziedatajus un stradat tikai
ar tiem, bet tada veida netiek pilnvertigi istenots skolas miuzikas pedagoga pamatuzdevums —
piedalities katra skoléna ka pilnvertigas personibas veidoSana. TieSi $adas muzic€Sanas kopas
savijas audzeknu personigie un kolektivie meérki, Tpasi veicinot labas saskarsmes prasmes, kas ir
emocionalas inteligences biitiska izpausme.

Pedagogija nav sastingusi zinatne. Taja vienmer ir iesp&jams mainit, uzlabot vai papildinat
esoSas metodes. Miizikas pedagogam ir japanak, ka kora nodarbibas skoléniem sniedz
gandarTjumu un personibas pilnveides iesp€jas. Autors sava pedagogiskaja praksé ir noveérojis
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likumsakaribas, kas ietekmé skolénu ieinteresétibu un uzmanibas noturibu skolas kora
nodarbibas: janem veéra bérna vecuma grupa, loti svarigs ir repertuars, nodarbibas izmantotas
metodes, dirigenta sp&ja veidot vienotu kolektivu. Nozimiga ir ar radosa atmosféra. Pusaudza un
tam sekojosais periods ir pasapliecinasanas periods. Tam raksturiga arT neparliecinatiba par sevi.
Dirigenta — miizikas pedagoga atbildiba ir iesaistit noderigaja kora dziedasanas procesa péc
iesp&jas vairak skolénus, ka arf — jégpilni dazadot kora nodarbibas rapés par personibas kvalitasu
pilnveidi.

Pétijuma mérkis — rast kora darbibas paplaSinasanas iesp&jas, méginajumos un koncertos
ieviesot muzikalas kustibas un dramas elementus, ka arT — noteikt kora paplasinatas darbibas
teorétisko lomu emocionalas inteligences pilnveid€ personibas forméSanas perioda.

Raksta ir izmantotas $adas pétijuma metodes: teorStiska metode — psihologijas,
pedagogijas, muzikas pedagogijas un deju makslas teorijas analize; empiriska metode — nozaru
specialistu padzilinata intervija, autora pedagogiska refleksija.

Emocionala inteligence, tas komponenti un praktiska nozime

Emocionalas inteligences (EI) jédziens strauji attistijies saistiba ar secinajumu, ka cilvéka
sp&jas un panakumi nav atkarigi tikai no intelekta attistibas (IQ) Iimena. Tika konstatéts, ka
cilveki ar lielu IQ ne vienmér ir sekmigaki un veiksmigaki, salidzinot ar tiem, kam $§is raditajs
bija zemaks. Tas kluva par iemeslu tritkstosa kedes posma mekléSanai. Dz. D. Meiers un
P. Salovejs defingja terminu emocionala inteligence (El): ,[Emocionala inteligence ir spé&ja
adekvati sajust, uztvert, saprast, izpaust un kontrolét emocijas.” (Salovejs, Meiers, 2004: 1-24).
Autori uzskatija, ka cilveki, kuriem ir augsts emocionalas inteligences limenis, spg&j biit sociali
efektivaki neka tie, kuriem Sie raditaji ir zemi. Dz. D. Meiers un P. Salovejs ar emocionalo
intelektu izprot sp&jas, kas attiecas uz emocijam: savu un sveSu emociju atpaziSana un
novertéjums (anglu — perceiving emotions); emocionalas pieredzes kognitiva asimilacija (using
emotions); sp&ja izprast emociju valodu (understanding emotions); emociju vadiSana, to adaptiva
reguléSana (managing emotions).

D. Golemans emocionalo inteligenci trakté ka izzinas sp&ju un personisko ipasibu kopumu.
Vina skatijuma emocionala intelekta struktira ietver sevi piecus galvenos komponentus, kas
savstarp€ji mijiedarbojas: savu emociju apzinasanas (angfu — knowing your emotions); emociju
vadisana (managing your own emotions); pasmotivacija (motivating yourself); svesu emociju
atpazisana (recognising and understanding other people's emotions); savstarp&jo attiecibu
veidoSana un uzturéSana (managing relationships). (Goleman, 1995).

R. Bar-Ons emocionalas inteligences modeli ietvéris ne tikai sp&jas, bet arl rakstura
iezimes. R. Bar-On emocionalo inteligenci raksturo ka nekognitivu sp&ju, kompetenéu un
prasmju kopumu, kas ietekme cilveka spgjas giit sekmes un sp¢jas tikt gala ar apkart&jo apstaklu
prasibam un spiedienu. Emocionali inteligents cilvéks sp&j veiksmigak risinat problémas un
neitraliz€t negativus impulsus, pie tam — nezaudgjot paskontroli. Tiek pozitivi ietekméta cilveka
pasizjita. Pétniecka R. Bar-Ona izstradataja modeli izdaliti pieci emocionalas inteligences faktori
un 15 apaksfaktori individa sekmigas darbibas raksturosanai:

Intrapersonalas prasmes:

- pasciena (Self-Regard) — spé&ja ieltikoties sevi un precizi uztvert, saprast un pienemt

sevi, identificét sevi,

- emocionala paSapzina (Emotional Self-Awareness) — sp&ja apzinaties, atpazit un
saprast savas emocijas, tam pieder iek$€ja organizétaja loma ar&jai uzvedibai;

- pasparlieciba (Assertiveness, Emotional Self-Expression). Loti svarigais EI faktors
tiek definéts ka spgja efektivi un konstruktivi paust savas jltas un aizstavét savu
viedokli nedestruktiva veida;

- pasizpausme, pasapliecinasanas (Self-Actualization) — spg€ja nospraust personigus
meérkus un virzities uz to sasniegsSanu lai aktualiz€tu savu potencialu;

- neatkariba (Independence) — spgja patstavigi pienemt lémumus, nepaklauties citu
cilvéku emocionalajam spiedienam.
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Starppersonu prasmes:

- empatija (Emphaty) — sp&ja apzinaties un saprast, ka jutas citi;

- sociala atbildiba (Social Responsibility) — sp&ja identificét sevi ar socialajam grupam,
starp draugiem, darba, kopiena, ka ari konstruktivi sadarboties ar citiem, sniedzot
savu ieguldijumu;

- savstarpejas attiecibas (Interpersonal Relationship) — sp€ja izveidot un uzturct
abpusgji apmierinosas attiecibas, labveligi izturéties pret citiem.

Stresa vadiSana:

- stresa izturiba (Stress Tolerance) — sp&ja efektivi un konstruktivi parvaldit savas
emocijas slodzes situacijas;

- impulsivitates kontrole / emociju vadisana (Impulse Control). Sis nozimigais EI
faktors tiek definéts ka sp&ja efektivi un konstruktivi kontrolét spontanitati.

Adaptesanas spéjas:

- realistiskums (Reality-Testing) — sp&ja objektivi izveértét subjektivas jiitas un domas
salidzinajuma ar argjo realitati;

- elastigums (Flexibility) — sp&ja pielagot un korigét savas jitas, domaSanu un
uzvedibu mainigas situacijas un neprognoz&jamos apstaklos;

- problému risinatsp&ja (Problem-Solving) — sp&ja efektivi un konstruktivi risinat
personiskas un starppersonu problémas.

Pasizjiita:

- optimisms (Optimism) — sp&ja saglabat pozitivu un cerigu atticksmi pret dzivi pat
nelaimigos brizos;

- laimes izjuta (Happiness) — Sp&ja just apmierinatibu ar sevi, citiem un dzivi kopuma.
(Bar-On, 1999).

Raksta autors veicis So 15 apaksfaktoru pilna apraksta adaptaciju latvieSu valoda, kas liela

apjoma dé] Saja raksta nav pieejams.

Nozaru specialistiem par emocionalas inteligences komponentu nozimigumu ir $adi
viedokli.

E. Strika sava promocijas darba “Tiesu psihiatriskaja vai kompleksaja tiesu psihologiskaja
un psihiatriskaja ekspertizé nonakuso likumparkapé&ju personibas raksturojums” atzist, ka Latvija
biezi valda stereotipiska parlieciba, ka kriminala uzvediba ir tikai un vienigi socials fenomens, ka
tas iemesli mekl&jami ekonomiskajos apstaklos. Konstatéts, ka ar kriminalu uzvedibu ir saistitas
tadas personibas iezimes ka egocentrisms, empatijas trilkums, trauksme, zems pasveértejums un
zema impulsivitates kontrole, atsve§inasanas u.c. Ir izveidota ar1 integréta personibas struktiiras
teorija, kas uzver, ka personibas sisttmas (emocijas, motivacija, socialas prasmes, intelekts,
paSapzina) savstarpgji mijiedarbojas, ka arT — tas ir saistitas gan ar biologisko, gan socialo
sistemu (Strika, 2007).

Psihologe 1. Majore-Disele atgadina, ka bérniem jamaca pagarinat intervalu starp stimulu
un atbildes reakciju, nebut impulsiviem. Atbildes reakcija ir atkariga no cilvéka brieduma un
brivibas (Majore-Diusele, 2014).

A. Karpova, pieveérSoties peronibas brieduma kriterijiem, uzsver patstavibu uzskatos un
lémumos, ka arT — attistitas pasregulacijas sp&jas, laikmetam atbilstoSas kompetences izvéletaja
darbibas veida, atbildibu sevis un lidzcilveku prieksa (Karpova, 1998). PaSregulacijas spgjas ir
tipisks emocionalas inteligences komponents, kas apvieno vairakus EI apakSkomponentus —
stresa un emociju vadibu, sevis pienemsanu, un adaptéSanas spéjas.

A. Spona uzsver skolénu vispusigas attistibas lomu: ,, Personibas harmonisku attistibu
veido intelektualas, emocionalas un gribas procesu attistibas lidzsvars. Personibas vispusigu
attistibu sekmé lidzsvars fiziskas, psihiskas un socialas attistibas procesos ” (Spona, 2006: 34).

Emocionalas inteligences jédziena attistiba no kognitivo sp&ju analizes krietni virzijusies
uz personibas iezimju analizi, papildinot to ar socialam prasmém, kas ir nepiecieSamais kopums,
lai pilnveértigi raksturotu jédzienu un ta izpausmes. Tas nozime darba un sabiedriskaja dziveé nav
apstridama, neatkarigi no jédziena definicijas un mainiga formul&uma. Svarigi ir pieversties
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emocionalas inteligences pilnveides procesam laicigi un preventivi. Laicigi — tada zina, ka
jacensas to pilnveidot jau bérna agrina vecuma, bet preventivi — paspilnveidojoties vecakiem un
pedagogiem. Skolénu pilnveides procesa liela nozime intereSu izglitibai. Pirms pieversties
talakai konkré&to risinajumu mekléSanai, jaapskata skolénu personibas iezimes garigas un fiziskas
formesanas perioda.

Skolénu personibas formesanas perioda raksturigakas iezimes

Skolas korT, atskiriba no pieauguso kora, jarekinas ar skolénu augsanas fiziologiskajam un
psihologiskajam ipatnibam. Tas ir janem v&ra, realiz€jot katru kora muzikalas darbibas
komponenti. Jebkura darbiba jaskata pedagogiska aspekta.

Pusaudzu vecuma notiek parmainas dazadas psihes sferas. Kardinalas izmainas skar
paSmotivaciju. Motivaciju raksturo tiecksme pé&c patstavibas un paScienas, formgjas vértibu
sistéma, kas rezult&jas ar izmainam visa jaunie$u vajadzibu un vélmju sistéma (O6yxoBa, 1996).
Motivacijas sp&ju kvantitativu un kvalitativu palielinaSanos saskata ari pedagogijas psihologs
A. Reans. Veidojas motivu hierarhija. PaSapzinas veidoSanas procesa motivi mainas arl
kvalitativi — intereses kluist par aizrau$anos. Ari gribasspeka attistiba liela mera ir saistita ar
motivacijas sp&ju attistibu Saja vecuma posma. Gribasspeks ieveérojami atSkiras no iepriek$gjiem
dzives posmiem, tomér ta pietriikst attieciba uz izturibu. Dazreiz vérojama nesavaldiba, asums
attiecibas, neve€léSanas pabeigt iesakto. Atseviskos gadijumos nemak atSkirt uzstajibu no
spitibas, izlémibu no steigas, drosmi no izradiSanas (Pean, 2003).

E. Eriksons uzsver, ka pusaudza vecuma lielaka dala cilveku piedzivo savu pirmo nopietno
krizi. Tas, ko E. Eriksons sauc par identitates krizi, var sakties bridi, kad cilveks pirmo reizi sava
dzive nostajas patstavigas izvéles prieksa. Identitates krize vienmer ir saistita ar patstavigu izveli.
Péc E. Eriksona teorijas, var noskaidrot un saprast pusaudzu un agrinas jaunibas psihologiskas
problémas. Svarigakie §1 vecuma posma konflikti ir: identitates difuzija; laika nenoteiktiba —
traucéta laika izjuta; sastingums darbsp&jas — nesp&ja koncentréties; negativa identitate — noliedz
visas 1pasSibas un lomas (Eriksons, 1998).

Veidojas pasaules uzskats. Intelektualiz€jas atmina un uztvere. Izt€le savienojuma ar
abstrakto domasanu dod impulsu jaunradei. Vérojami savstarp€ji pretrunigi centieni, kas nosaka
rakstura un uzvedibas pretrunigumu. Veidojas paSapzina, kas vienlaicigi veicina ari spgju
pamatigak izprast citus cilvékus. Pastiprinas interese par savam sp&jam, par savu iek$&jo pasauli
un emocionalajiem pardzivojumiem. Spilgti izteikta vajadziba péc pasvert€juma, salidzinot sevi
ar citiem. Emocijam ir liela nozime $aja perioda. Ir izteikta vEélme socializéties. Ipasi svarigas
klust attiecibas ar vienaudziem. Svariga ir piederibas sajuta kadai grupai, biedriskumam,
solidaritatei. Socializacija ir process, kura individs apgtist uzvedibas modelus, socialas normas
un vértibas, kas nepiecieSamas vina veiksmigai funkcion€Sanai pastavo$aja sabiedriba. Tas ir
pakapenisks un netieSs process, kas aptver socialo attieksmju, uzvedibas un identitates
apzinasanos (Beirorckwuii, 1926).

Anglu pedagogs un psihologs P. Kutniks secindjis, ka skola ir otra galvena institticija, kur
pilnveidojas pusaudza sociala pieredze. Socialo prasmju apguve ietekmé katra individa
socializacijas kvalitati (Kutnick, 1983).

Jasecina, ka specialistu noveérojumi akcent€ nepiecieSamibu pieverst pastiprinatu uzmanibu
tie§i bérnu un jaunieSu emocionalas inteligences pilnveidei. Tas var palidzét tiem preventivi
noverst liekus emociju saasindjumus, neizlémibu, pasapzinas trilkumu, raditu iemanas pareizi
risinat konfliktsituacijas, izvairities no kompleksiem, veiksmigi socializéties un klut par
apzinigiem un uzticamiem sabiedribas locekliem. Izriet, ka galvenie izaicinajumi pedagogiskaja
joma ir: socializ€Sanas iesp&ju un kvalitates nodroSinasana, koncentréSanas iemanu un izturibas
uzlaboSana, emociju vadibas un stresa tolerances pilnveide, paSapzinas un paSizzinas
veicinasana vienotiba ar realistiskuma izjiitu.
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Kora darbiba

Apgiistot dziedatprasmi un sp&ju stradat regulari, skoléni giist gandarjjumu par paveikto.
Rodas pozitiva atgriezeniska saite, kas nodroSina izpratni par ieguldita darba un laba rezultata
saistibu. Korim ar1 jaklust par vietu, kur skoléni var pozitivi socializéties arpus savas klases.
Lomam mainoties, personibai nakas pielagoties, nakas macities sadarboties. Apzinigumu veido
sava noderiguma un piederibas sajita. Koris paver lieliskas iesp€jas katram dalibnieckam sajusties
svarigam. Ipaa nozimé ir koncertiem un koru skateém, kuras katrs no koristiem mégina darit visu
iespgjamo péc iesp&jas labaka rezultata sasniegSanai. Svarigs ari sacensibu moments starp
koriem. Loti noderigi ir arT apusskolas pasakumi, izbraucieni, nometnes.

Organizatoriski skolas kora darbiba sevi ietver:

- Meéginajumu procesu — iedziedaSanas, elpoSanas vingrinajumi, vokalo iemanu
apguve, skandarba analize, jauna repertuara apguve, =zinama repertuara
makslinieciska Itmena celSana, uzmanibas noturibas attistiSana, balss nostadiSana,
pareizas elposanas apguve, izrades uzvedumu veidoSana, skatuves kustibu apgtiSana,
muzikalas dzirdes, muzikalas atminas, ritma izjiitas attistiSana, kolektivas
muzic€Sanas (ansambla) apguve, artikulacijas uzlaboSana, stajas attistiSana, muzikala
pieredze sadarbiba ar orkestri vai pavadoSo grupu, saskarsmes prasmju pilnveide,
piederibas grupai sajlitas nostiprinasana.

- Koncertu darbibu, skates — skatuves kultiiras apgiisana (uzieSana, noie$ana, skatuves
terps, uzvediba aiz kulisém), stresa parvaréSana, koncentréSanas priekSnesumam,
maksliniecisks izpildijums, komunikacija ar skatitaju, gandarijums, izpratne par
ieguldita darba motivgjoso iedarbibu, komandas gara apzina.

- Arpusskolas pasakumus — saskarsmes prasmju attistiba sava kolektiva, saskarsmes
prasmju attistiba sadarbiba ar citiem kolektiviem, uzvedibas kultiira, grupas
piederibas izjita.

Kolektiva muzic€Sana virzijusi tadas evoliicijai svarigas funkcijas ka komunikacija,
sadarbiba, saliedétiba un grupas koordiné$anas prasmes (Zatorre, Peretz, 2001). Kolektiva
muzicéSana ir arkartigi sarezgits uzdevums, kuras laika cilvéka smadzenes iesaistas gandriz visos
1zzinas procesos: uztvere, darbiba, izzina, sociala izzina, emociju vadiba, maciSanas un
iegaumésana. Miizikas uztveres un muzicé$anas rezultata darbojas abas smadzenu puslodes un
veidojas miljoniem starpneironu saiSu, aktivéjot smadzenu pusloZzu darbibu un paaugstinot
kognitivas un emocionalas sp&jas. G. Struve akcenté atminas attistiSanu, koncentréSanas sp&ju
treninu un izt€les veidoSanos sistematisku kora nodarbibu laika. VistieSak kora dziedasana
ietekm@ procesus, kas saistiti ar izt€li un emocionalitati (Ctpyse, 1981).

Muzikalas domaSanas procesa aktualizéjas emocionala pieredze, miizikas valodas
parzinasana, sp&ja sevi kontrolét muzikas izpildijjuma laika. Muzikala domasSana vienmér ir
produktiva, jo domasanas produkts atklajas izzinas darbiba saistiba ar miizikas maksliniecisko
dabu (ITogyposckuii, Cycnosa, 2001). Skandarbos iekodéto dazado emociju uztvere, atpaziSana,
izpratne, emociju raksturojums, emocionalas situacijas skaidrojums ir pedagogiska darba
papémieni, kas sekmé& empatijas pilnveidi (Kriumane 2013). Ar1 E. Abdullins uzskata, ka
empatiju var intensivi attistit miizikas apguves procesa, jo empatija attistas dialoga. Mizikas
atskanoSanas procesa veidojas dialogs starp skandarbu un izpilditaju; izpilditaju un klausitaju.
Dialoga ar sevi notiek skandarba t€lu un idejas pienemSana vai noraidijums, lidz ar to —
lidzpardzivojums, mizikas t€lu pardzivojums (A6xymun, 2005).

DziedaSana ar kustibam, kas atbilst dziesmas saturam un mizikas raksturam, ir viens no
skolénu emocionalas izjltas izpausmes veidiem. Vini dzied ne tikai ar balsi. Ar visu savu bitibu
skoléni dzivo lidzi dziesmas saturam. Kustibas dziedaSanas laika b&rmam ir dabiga
nepiecieSamiba (Eidins, 1974).

Mizikas klausiSanas pozitivi ietekmé emocionalitati, melodijas un ritma izjiitu, tomér
nesalidzinami efektivak Sie procesi notiek skandarbu paSiem izpildot. Kora miizika ir pasa
komunikacija, kura organiski sapliist verbalie un neverbalie saskarsmes veidi. Kopa muzicé$anai
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ir liela nozime personibas kvalitasu pilnveidg, tapéc, jarada iesp€ja dazadot ierasto kora darbibu,
piemé&ram, iek]aujot kora méginajumos un koncertos vairak kustibas un dramas elementus.

Muzikalas kustibas un dramas elementi skolas kora darbibai

Ar kermena kustibu miizikas maciba parsvara tiek saprasta tempa un ritma apguve,
kermena koordinacija, metra un pulsa pieredze, ko ikdiena muzikas paterétajs izmanto dejojot
un/vai dziedot. V.Janks uzskata, ka kinctiska (grieku kinetikos — kustiba) uztveres veida
izmantoSana mizikas maciba rada iesp&ju macibu procesu organizet variativak un dinamiskak,
kas lauj visiem skoléniem sekmigak iesaistities apgiistama miizikas materiala interpretacija,
radot iesp&ju katram skolénam caur vipa individualitati, kermena iesp&jam un personigo pieredzi
realizét savu muzikalo potencialu, to dazadojot (Jank, 2005).

Emociju objektivais komponents ir kustiba, bet subjektivais — emocionalais pardzivojums,
empatija. Emocionala atsauciba ir sp&ja reagét gan objektivi, gan subjektivi. Miuzikas
pedagogijas joma emocionala atsauciba attistas miiziku klausoties, izpildot un kustoties miizikas
pavadijuma (Liduma, 2015).

Skoléni ikdiena kluvu$i mazkustigaki. Macibu darba uzkratad spriedze sakrajas. Kora
nodarbibas ir vide, kura vajadzetu veidot apstaklus, kas veicina ne tikai muzikalu bagatinasanos,
bet arT fizisku izkust€Sanos, jo nepietickama slodze atslabina muskulatiiras tonusu un balss
izturibu. Svarigi méginajumos ieviest vairak kustibu, kas relaks€, nostiprina fiziski, ka ari —
aktiviz€ muzikalo uztveri. Lai ieklautu papildinoSus un attistosus kustibu elementus méginajumu
procesa un koncertos, vienlaicigi saglabajot kvalitativu vokalo Iimeni, autors analizgjis dazadus
muzikalo kustibu veidus, izvertgjot to piemérotibu skolas kora darbibai. Turpinajuma —
piemérotako muzikalo kustibu veidu 1ss apraksts.

Autentiskas kustibas. Sertificéta deju specialiste Inese Lo¢mele atzist, ka autentiskas
kustiba veicina pasaules uztveri bez vért€Sanas un interpretacijam, tiek stimul&ta sevis
pienemsana un paSapzina (Lo¢mele, 2015). T. Stromsteda uzskata, ka autentiskas kustibas ir
holistiskas, jo tajas tiek ieklauti fiziskie, psihologiskie, garigie emocionalie un estétiskie
komponenti. Ta ir spécigs makslinieciskais avots. Radosa pasizteik$anas ir autentiskas kustibu
neatnemama sastavdala. Procesa tiek iesaistita miizika, deja un ar1 dziedasana, ja dalibniekam tas
ir erti. Attistas instinktivais prats, emocijas, intuicija, uztvere, lidzpardzivojums (Stromsted,
1995). Autentiska kustiba ir arT biodejas pamata.

Biodeja (Biodanza). Marija Villegas, biodejas skolas attistitaja: ,,Biodejas vingrinagjumos
iedarbiba notiek caur miiziku, kas izraisa atbildes reakcijas (emocijas), kas tiek parvérstas
kustiba. Caur miiziku, deju un satikSanos biodeja lauj izteikt misu emocijas un atgiit prieku”.
Daudzi dzivo ilgstosa apspiesta naidiguma, dusmas, trauksmeé vai bailés. Ir cilveki, kuri ir it ka
lestrégusi Soka stavokli, vai jiitas sava dzivé nelaimigi un bezspécigi. Visos $ados gadijumos
nervu sistéma ir hroniski apspiesta. (Villegas, 2015).

Eiritmija. Eksist€ terapeitiska, pedagogiska un makslas eiritmija. V. Skibins uzsver, ka
pedagogiska eiritmija ir balstita uz vecuma posmu patnibam. Veiktie novérojumi apstiprina, ka
eiritmija var stiprinat b&rna vitalitati, attistit veiklibu, koncentréSanos, uzlabot smalko motoriku,
koordinaciju, telpas pieredzi, labas runas un domasanas prasmes, uzlabot koncentréSanas sp€jas.
Ta lauj interpret€t miizikas materialu un radit mizikas t€lus, kas atbilst katra iek§€jam sajtitam
(Cxubwus, 2010).

Pedagogiskajai eiritmijai ir daudz plusu, tomér, izmantojot eiritmiju pedagogija,
nepiecieSama stingra parlieciba, par eiritmijas virzienu neparklaSanos, nepielaujot okultisma
izpausmes. Nodarbibas skola japaredz tikai zino$a sertificéta specialista vadiba. Pati eiritmija,
kaut arT paredz individa paSizteikSanos caur kustibu, tomér atbilstosi teorijai darbojas tikai ar
iestudetiem zestiem, kas neatbilst noliikam tas izmantot ka dabiskas (autentiskas) kustibas.

Ritmika. E. Zaka-Dalkroza izveidota ritmikas maciba dod iesp&ju efektivi apgit miiziku un
paver iesp&ju apliikot ritmu un no ta izrietosas kustibas no cita skatu punkta. Ritms tiek uzskatits
par visiedarbigako un jutekliskako miizikas izteiksmes lidzekli. Ritmiska kustiba (miizika) dod

iesp&ju ne tikai attistit kermepa loceklus, bet sniedz ari izpratni par kermepa darboSanos
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kopuma — skoléns kustiba macas pats sevi izzinat un atklat, rodas vélme attistities, veidojas
griba, kas atmodina snaudoSos spékus. Atraisas iztéle, kas rosina darbibu. Fiziska un gariga
attistiba dara skolénu laimigu, giitais prieks stimulé gribu, motivé (Jaquess-Dalcrose, 1916).

Sinhronas kustibas. To ievieSana kora méginajumos un koncertos nav nekas neparasts.
Jarekinas, ka kustiba jasaskano ar skapdarba muzikala izpildjjuma tehniskajam iespgjam —
kustibas nedrikst trauc€josi iedarboties uz elpu, topa noturibu un fraz&umu. Tapéc ir
nepiecieSams kustibas pielietot jau regularaja méginajumu procesa, lai nostiprinatu dziedataju
fizisko izturibu un sp&ju savienot dziedaSanu ar paral€lajiem uzdevumiem. leteicams sakt ar
kustibu ieklausanu atseviskos skandarba fragmentos, sakuma pat — tikai starpspéle. Ta ka
méginajumi atbilstosi tradicionalajam kora izvietojumam parasti notiek uz podestiem, ritmiskas
kustibas ar soloSanu pa apli ne vienmer bus iesp&ams realizet, toties visas citas muzikali-
ritmiskas kustibas ir piemérotas izmantoS$anai skolas kori. Pat, ja iesp&jams realizét tikai
dziedasanu vienotiba ar soloSanu Uz vietas vai roku kustibam, tas ir daudz noderigak, neka
méginajumus pavadit sédus, ka tas dazkart skolas ir noverots.

Sinhrona kustiba discipling, pilnveido emociju vadiSanas prasmes, novers impulsivitati,
palidz attistit komandas sajutu, uzlabo ritma izjitu un mizikas uztveri. Veicot kopigu
muzic€Sanas un kustibu uzdevumu, attistas sociala atbildiba — sp&ja konstruktivi sadarboties ar
citiem, sniedzot savu ieguldijumu.

Skatuviskas kustibas. Dramas elementi. Skandarba satura atklasmei kora koncertos tick
izmantota ar1 skatuviska kustiba, kas var biit gan sinhrona (tatad — iestudéta), gan atseviskos
gadfjumos ari autentiska (dabiga). Raksturigs ir telpiski izvérsts zim&ums. Ka papildus
izteiksmes lidzekli var tikt pielietotas arT gaismas, skanu efekti.

Dramas elementu izmanto$ana kora koncertdarbiba ir skolas kora sp&ju nakosa pakape, kas
var rasties izteiksmes lidzeklu apguves un uzkrasanas rezultata. Dramas elementu izmantoSana
izpauzas ka grupu vai atsevisku individu lomu spéle. Atkariba no skandarba jédzieniskas
uzbiives, var tikt sagatavots stasts, tieSi vai pastarpinati saistits ar skandarba literaro saturu.
Visbiezak tiek veidotas ilustracijas. Katrs priekSnesums vai pat viss koncerts tiek veidots ka
maza izrade. Sis kustibu veids Tpasi aktivizé rado§umu, koncentrésanas spgjas, telpas izjitu.

Miizikas un kustibas vienotibas process kopuma veicina optimismu, emocionalo noturibu
un muzikala pardzivojuma dzilumu. Kustiba vienotiba ar dziedaSanu Seit nosauktajam kvalitatém
rada vel papildus veértibu, veidojot nozimigu dziedataja elpas, stdjas un intonacijas noturéSanas
treninu.

Teoretiskie rezultati kora darbibai vienotiba ar muzikalam kustibam
saistiba ar Bar-On 15 faktoru EI teoriju

Intrapersonalo prasmju pilnveidei ir butiski $adi faktori:

- PaSciena. Savas identitates apzina veidojas, papildinot savu pieredzi un zinaSanas ar
jauniem iespaidiem, ko liela méra sp€j nodroSinat darboSanas muzikala kolektiva.

- Emocionala paSizzina. Skandarba saturs, ka ar ieklautas autentiskas kustibas veicina
sp&ju paust savas jitas. Emociju atpaziSana tiek apgiita caur savu jltu izpauSanu.
Argjo uzvedibu organizé emocijas, kuras ir jaatpazist, lai novérstu to neiederigu
izpausmi.

- Pasapzina. Pasparlieciba. Spgja paust jiitas, uzskatus un domas nedestruktiva veida.
Loti atkariga no kolektiva vaditaja. Nodarbibas jaorganiz€, veicinot veseligu
pasapzinu, jo cilvékam sava darbiba biezi traucé gan zema, gan ari Sad tad — parak
augsta pasapzina. Kolektiva muzic€sana ir labs veids, ka optimizet So kvalitati.

- PaSizpausme, paSapliecinasanas. AizrauSanas ar jebkuram interes€m paSmotive,
sniedz paSizpausmes iespgjas. Jo vairak radoSu momentu tiek piedavats kora
nodarbibas, jo lielakas ir iesp€as Sim faktoram attistities. Ar1 autentisko kustibu
ieklauSana veicina paSizpausmi un radoSumu, jo taja notiek individuala kustibu
izstrade, briva no apkartgjo priekSstatiem.
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Neatkariba. Laujot ar savam idejam dalibniekiem piedalities uzveduma planosana,
tiek veicinata vinu sp&ja lemt patstavigi.

Starppersonu prasmes_ir butiski $adi faktori:

Empatija. Lidzpardzivojums mizika un kopigs mérkis veicina empatiju. E. Abdullins
(A6mymmuu, 2005) uzskata, ka empatiju var intensivi attistit muzikas apguves
procesa, jo empatija attistas dialoga. Miizikas atskanoSanas procesa veidojas dialogs
starp skandarbu un izpilditaju; izpilditaju un klausitaju. Ieksgja dialoga notiek
skandarba t€lu un idejas pienemsana vai noraidijums, 1idz ar to — lidzpardzivojums,
miizikas t€lu pardzivojums. Attistot empatiju var panakt precizaku skandarba izpildi
un otradi — iedzilinoties skandarba, attistas empatija.

Sociala atbildiba. Ta ir viena no svarigakajiem darba efektivitati nosakoSajiem
faktoriem. Sociala atbildiba attistitas, konstruktivi sadarbojoties ar citiem, sniedzot
savu ieguldijumu kopiga uzveduma veidoSana un mérku SasniegSana. Kora
paplaSinata darbiba notiek intensiva savstarpgja sadarbiba, kas vérsta uz kopigu
mérku sasniegSanu. Komandas sajiitu attista arT atbildiba vienam par otru.
Sadarbibas spé&jas. Labas savstarpg€jas attiecibas ir — biit pozitivas gaidas par socialo
mijiedarbibu. KorT nav iespgjas veidoties izvairiSanas barjeram. Svariga ir sadarbiba.
Autora veérojums — kora darbiba ievieSot kustibas, individu socializé$anas prasmes
ievérojami uzlabojas.

Adaptesanas spéjas ir butiski §adi faktori:

Elastigums. Spét sadalit uzmanibu un sekot buitiskam detalam — ta ir katra miizika un
dziedataja ar laiku apgiita prasme. Atskanojot skandarbu Kkatrreiz ir javeic
neskaitamas paral€las darbibas — jadoma par eso$o un nakamo tekstu un nosu
materialu, jaseko dirigentam, jadoma par staju, elpu un fraz&umu. Pievienojot
dziedasanai arT kustibas, Sis uzdevums kliist vél komplic&taks, I1dz ar to — izstradajas
loti labas pielagoSanas sp€jas. Pienemt neprognoz€jamus un dinamiskus apstaklus,
neparastas idejas, spét improvizét — visas §is sp&jas ir iesp&jams apgiit skolas kori.
Problému risinaSana. Personiskas un starppersonu. Ir svarigi saprast emocijas, lai
varétu risinat konfliktu. Katra kolektiva personai ir iesp€jas risinat problémas,
macoties izvairities no konflikta.

Realistiskums. Pragmatisms, objektivitate. Uztveres skaidribas pakape. Spéja
koncentréties un prognozgt situaciju. Muzikala darbiba attista prognozé$anas spé&jas
un prasmi koncentréties. Realistiskums virza emocijas pareizaja virziena (emociju
kognitiva apstrade). Emocijas pieskir domasSanas procesam lielaku intensitati. Doma
klust merktiecigaka.

Stresa vadiba ir butiski $adi faktori:

Stresa izturiba tiek nostiprinata ikreiz, uzstajoties publikas vai Zirijas priekSa. To
veicina ar1 dziedaSanas rezultata nostiprinata pareiza elpoSana un kustibu ievieSana
kora darbiba.

Emociju vadiSana/Impulsivitates kontrole ir ikdiena kora méginajumos un koncertos.
Muzikalas frazes un skandarba pliidums veicina paskontroli, aizkavgjot impulsivitati.
Pievienotas ritmiskas vai skatuviskas kustibas — izteikti discipling.

Pasmotivacija ir butiski §adi faktori:

Parlieciba par sevi vairo optimismu, kas savukart mobilizé appémibu un veicina
paSizpausmi. Veiksmiga darbibas pieredze optimismu nostiprina. Rezultativa
darbosanas kori veicina optimismu caur nodarbibu saturu, piemérotu repertuaru un
pozitivam savstarpgjam attiecibam. Optimisti atrak atgiistas péc sakaves, kas var
gadities katram.

Laimes izjiita — sp€ja but apmierinatam. Ta nodroSina motivéjosas un barometriskas
funkcijas, kas ir ka atgriezeniska saite — ta parada, cik veiksmiga ir bijusi darboSanas.
Organizgjot kora darbibu, ir janodroSina iesp€ja skoléniem regulari sanemt pozitivu
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atgriezenisko saiti ka gandarijumu par paveikto. Pie tam — jo sarezgitaks uzdevums,
jo gandarijums lielaks un rodas jauna motivacija.

Secinajumi

Zinatniskas un specialas literatiiras analize apstiprina gan kora dziedasanas, gan muzikalo
kustibu labvéligu ietekmi uz personibas kvalitasu pilnveidi. Abas tas summéjot, rezultats kliist
prognoz&jami izteiktaks. Pozitivs pienesums teorctiski verojams katra no Bar-On modela
15 emocionalas inteligences komponentiem. Visizteiktak tas atticcas uz starppersonu prasmém,
adapt€Sanas sp&jam un stresa vadibu.

Par piemérotakajam darba ar kori méginajumos un koncertos jaatzist autentiskas, ritmiskas
un skatuves kustibas ar dramas elementiem, ar piebildi, ka dramas elementu izmantoSana kora
koncertdarbiba var klut rezultativa tikai ieprieks$€jas izteiksmes lidzek]u apguves un uzkraSanas
rezultata. Savukart, izmantojot pedagogija eiritmiju ka autentiskas kustibas veidu, nepiecieSama
stingra parlieciba, par eiritmijas virzienu neparklasanos, nepielaujot okultisma izpausmes, tad¢]
nodarbibas eiritmija skola japaredz tikai zinosa sertific€ta specialista vadiba. Kopuma jasecina,
ka kustibu ieklausana kora darbiba teorétiski veido jutamu papildus pozitivo pienesumu
personibas kvalitasu pilnveidg.

Muzikalo kustibu ieklausana kora nodarbibas varétu biit metode, kas efektivi palidz
personas formé&Sands perioda veicinat personibas kvalita§u pilnveidi. Sobrid vérojams, ka
muzikalo kustibu un dramas elementu ieklauSana kora darbiba palielina ari skolénu
ieinteresétibu. Paslaik procesa ir emocionalas inteligences raditaju monitorings vidusskolas korf.
Atkariba no ta rezultatiem tiks optimizets pielietojamo kustibu veids un intensitate.

Summary

The goal of the research — to find possibilities to expand the choral activity, by involving elements of
movement and drama in the rehearsals and concerts as well as to understand the theoretical influence of the
extended activity on the development of emotional intelligence in the period of teenagers personality development.

Methods — the research is based on the pedagogy, psychology, music pedagogy, dance art literature analysis
and pedagogical reflection.

- Features arising in the personality formation period. Typical of these are: the need for socialization
and quality of interaction; searching for identity; lack of adaptability; stress unsustainability. The lack
of mobility is also observed in the school age children.

- The concept of emotional intelligence and its components as an individual quality characteristics and
the required factors for effective work. The Bar-On 15 components are used for this analysis.

- Choral activity includes rehearsals, concerts and after-school activities. Such activities as proper
breathing exercises, new repertoire acquisition, performances, musical memory, sense of rhythm
development, collective musicianship (ensemble) acquisition, posture development, cooperation with
orchestra, stage culture. Working in an extracurricular group promotes cooperation skills, empathy,
the ability to concentrate and emotion management improvement. An affiliation to a group is
achieved, this is particularly important for young people. There is an opportunity to feel satisfaction,
gain an understanding of the cooperative work and feeling that the motivating effect of team spirit.

- Motions in music. Students in everyday life become less mobile. Study work tension accumulates.
Choir classes is the environment that create conditions that contribute to not only the musical
enrichment, but also the physical movement because insufficient load relaxes muscle tone and
strength of voice. It is important to try to involve more movements, which relaxes and strengthens
physically as well as activates musical perception. It is necessary to practice movements regularly, in
order to strengthen the singer physical strength and ability to combine singing with parallel tasks. It is
recommended to begin learning slowly, in some musical fragments, at the beginning — even only
interlude. Even if it can be realized only by the singing together with walking on the ground or arm
movements, it is much more helpful than rehearsals spent sitting, as it sometimes is observed in
schools. Authentic, rhythmic and scenic movements with drama elements in the choir rehearsals and
concerts is discussed.

Conclusions:

1. Scientific and special literature analysis confirms both choral singing and musical movements have a
beneficial effect on the development of personal qualities. With the cooperation of both, the result
becomes predictably more pronounced. Positive contribution was observed in each of the Bar-On
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models 15 emoational intelligence components. Most notable changes were in the cases of
interpersonal skills, adaptability and stress management.

2. The most effective methods in work with the choir rehearsals and concerts are authentic, rhythmic and
stage movement with elements of drama, noting that the drama elements in choral concerts can
become successful only after extensive preparation. The overall conclusion is that the inclusion of
movements in the action of choir in theory constitutes an additional positive contribution to the
improvement of personality qualities. The involvement of movement in choir activities could be a
method that effectively helps to develop the personal qualities in the personality formation period.

The monitoring of emotional intelligence performance in high school choir is currently in progress. Based on

the results the type and intensity of suggested movement and will be optimized. Pedagogical observation and singers
survey confirms interest in the diversity of rehearsals for youth choir. At present it can be observed that the inclusion
of movements and dramatic elements in the choir activities also increases the interest of students.
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KINO LOMA PADOMJU PROPAGANDA UN STALINA
LAIKA KINOTEATRU EKU APSKATS

The role of the Soviet propaganda film and an overview of cinemas
in the Stalin's era

Diana Apele
Rézeknes Tehnologiju akadémija, e-pasts: diana.apele@ru.lv

Abstract. Scientists have discovered that architecture is a reflection of social, political, economic and many
other processes occurring in the country, and it changes along with the society, reflecting its social structure within
the space and time.

In the research the role of cinema in Soviet propaganda is described, the architecture of Stalin era, cinema
buildings in Latvia is reviewed and analysed and a film repertory during the existence of the cinema ,, Zvaigzne” in
Rezekne is evaluated.

The methods used in the research are based on the study of scientific and journalistic literature materials,
which reveal the testimonies of the relevant period in architecture and show the importance of cinema in Soviet
propaganda. The aim of the research: to explore and analyze the role of Soviet propaganda, to provide the
analysis of architecture of Stalin era cinema buildings and to evaluate a film repertory during the existence of the
cinema ,,Zvaigzne ” in Rezekne.

Keywords: cinema repertory, cinema ,,Zvaigzne”, cinema buildings, Soviet propaganda, Rezekne, ,, The
architecture of Stalin era”.

levads

Arhitektliras jéga un tas butibas pastavéSanas primarais mérkis ir sniegt cilvékiem
patverumu (Zvirgzdins, 2008). Savukart zinatnieki D. Ahmadulina (Axmanynnuna, 2005),
C. Hamphrejs (Humphrey, 2005) un K. N. Gatsunaevs (Gatsunaev, 2013) atklaj, ka arhitektara ir
valsts socialo, politisko, ekonomisko un daudzu citu procesu atblazma un ta mainas kopa ar
sabiedribu, atspogulojot tas socialo struktiiru telpas un laika robeZas.

Sabiedriskie interjeri ir telpas, kas katru dienu kalpo daudziem un dazadiem sabiedribas
individiem, tade|] tie japielago lielam cilvéku skaitam ar dazadam gaumém. Sabiedriskas
nozimes telpa ir ar1 petijuma izvéletais objekts Nacionalo biedribu kultliras nams Rézekné
(bijusais kinoteatris ,,Zvaigzne”).

Pétnieciski zinatniskas izpétes pasutitajs ir Re€zeknes pilsétas dome, savukart lietotaji biis
Nacionalo biedribu kulttiras nama vadiba un atbildigais personals, ka ar ta apmeklétaji. Kultiiras
nams péc darbibas veida ir pils€tas sabiedriskas dzives centrs, tapéc ta iekartojumam ir jaatbilst
ne tikai visam kultliras nama funkcionalajam prasibam, bet arT estétiski un makslinieciski ir
jaaudzina sabiedriba. Ta ka bijusa kinoteatra €kai bija nepiecieSama renovacija, pieskirot tai ar1
citas kulttiras namam nepiecieSamas funkcijas, radas nepiecieSamiba péc jauna interjera izstrades
projekta. ST aktualitate noteica pétfjuma témas izvéli, bet pirms interjera dizaina izstrades bija
javeic nopietna ta laika situacijas izpéete, japé€ta kino loma Padomju propaganda un jaapskata un
jaanalize Stalina laika kinoteatru €kas Latvija kopuma.

Vairakums pétnieku arhitekttiras vésturé terminu ,,Stalina laika arhitektiira” hronologiski
iedala no 20. gadsimta 30. gadu vidus Iidz 50. gadu vidum. Savukart autore izvél&jusies pétit
laika posmu no 20. gadsimta 50. lidz 60. gadiem, jo turpmakaja pétijuma izvélétais objekts
Rézeknes pils€tas nacionalo biedribu kultiras nams (bijusais kinoteatris ,,Zvaigzne”) nodots
ekspluatacija 1956. gada (Apele, 2015).

P&tijuma autore izvertés totalitarisma sistémas un tas ideologijas realizaciju arhitektira,
pamatos kino lomu Padomju propaganda un apskatis Stalina laika kinoteatru €kas Latvija.
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Raksta mérkis: pétit un analizét kino lomu Padomju propaganda, sniegt Stalina laika kinoteatru
¢ku arhitekturas analizi un izvertét kino repertuaru kinoteatra ,,Zvaigzne” Rézekné pastavésanas
laika. P@tijuma izmantotas metodes balstisies uz zinatniskas un publicistiskas literatiiras
materialu izpéeti, kas atklas attieciga laikmeta liecibas arhitektira un paradis kino nozimi
Padomju propaganda.

Kino loma Padomju propaganda

Socialistiskaja rezima telpas iekartojuma meraukla bija jaunais cilvéka dzivesveids. No
Sodienas skatupunkta tas varbut izklausas savadi, bet socialistiskaja iekarta cilvéku attiecksme
veidojas uz brivibas un vienlidzibas pamatiem (ta vismaz tika uzskatits) — tur nebija vietas
spekiem, kas stavétu pari cilvékam, t.i., religijai, varai un bagatibai. Visu lietu mérs bija
cilvéks... Padomju cilvéks savu vidi veidoja ta, lai taja biitu patikami dzivot un stradat (Timsans,
1970). Veidojas Padomju arhitektiras stils (socialistiskais realisms), ka aréjas iezimes auga un
atfistijas reizé ar ta laika cilvéku dzives izmainam. Saja izaugsmé svariga loma bija dazadiem
makslas veidiem, jo komunistiskaja sabiedriba ,,maksla vél vairak apgaro darbu un dara ikdienu
kraspaku un cilvéku cildenaku” (Padomju Savienibas Komunistiskas partijas programma, 1962).

P&ckara gados, ar1 vélak (piecdesmitajos un seSdesmitajos gados) viens no iecienitakajiem
makslas viediem bija kino. Riga un visa Latvija, arT Rézekné tika darits viss, lai attaisnotu
Lenina saukli: ,,No visam makslam vissvarigaka mums ir kino” (Jakabsone, 2007).

Respektablas izklaides statusu kino ieguva 20. gados, kad sakotngji nekomfortablas filmu
izradiSanas vietas bija nelielas telpas dazadas €kas, tacu pamazam tas saka aizstat specialas kino
demonstrésanai celtas buves, ka, pieméram, 1923. gada Elizabetes icla tika atklats greznais
kinoteatris Spendid Palace — ipasi kino izradiSanai paredzéta celtne Riga ar 824 sédvietam.
Veélak Marijas iela uzcéla kinoteatri Palladium, tam sekoja Forums, Film Palace utt. 1938. gada
tika atverts funkcionalisma stila biivetais kinoteatris Renesanse. Lidz karam Riga un tas nomal€s
darbojas gandriz 40 kino izradiSanas vietas. ,Kinoteatri bija ka saldas sapnu salas ikdienibas
jura” (Bal¢us, 2014).

1940. gada, kad Latvija kluva par Padomju republiku, nacionala kino darbiba tika apturéta.
Visus kinoteatrus Riga un 40 dazadas Latvijas vietas Padomju vara parpéma savas rokas jeb
nacionaliz&ja. Monopoltiesibas uz filmu izradisanu ieguva Glavkinoprokat (Galvena parvalde
kinofilmu pavairo$ana). 1941. gada Riga ienaca vacu karaspeks. Kino magiju novertgjusas visas
varas. Filmu skatiSanas turpinajas ar1 vacu laikos, sniedzot cilvekiem iesp&ju uz bridi aizmirst
kara Sausmas. Ar1 atjaunotas Padomju varas apstaklos kinoteatru darbiba tika organizeta loti
strauji (Balcus, 2014).

Péckara gados kinoteatru apmekl&$ana un filmu skatiSanas bija loti iecienits briva laika
pavadiSanas veids — ta bija ka narkotika, kas palidz&ja aizmirst tikko pardzivotas briesmas.
Filmam galvenokart bija propagandisks raksturs — tam vajadzgja audzinat skatitajus Padomju
gara. Kinoteatriem tika noteikti konkréti izpildamie plani: cik seansu jasariko, cik skatitaju
jasapulce, cik janopelna. Daudzus kinoteatrus atjaunoja, bet bija ar1 tadi, ko uzcéla no jauna,
piemé&ram, Stalina laika neoklasicisma arhitekttras gara ieturéto kinoteatri ,,Uzvara” Mezaparka
(Sodien tas nav saglabajies).

Stalina laika Kinoteatru eku apskats

Arhitektiira liela méra izsaka pasiititaja velmes, kas var biit Joti dazadas. Tas nozimég, ka
arhitektiira atspogulo sabiedribas gribu, ko korige iesp&jas. Tas nav aritmétiskais vidgjais, bet
drizak kokteilis, ko arl sauc par sociumu, kas noteikta laika atrazo pilnu savas eksistences
materialo formu spektru, atspogulojot noteiktu laika posmu... (Latkovskis, b.g.).

Isti nevar piekrist teiktajam, ja analiz&jam situaciju Padomju Latvijas arhitekttira 20. gs.
50.-60. gados. Ka zinams, visa Padomju Savieniba $aja laika valda Stalina kults, kas vienlidz
spilgti izpauzas ari Padomju Latvijas Socialistiskas Republikas arhitektiira. Ta, piemé&ram,
analiz€jot Latvijas arhitekttras skolu no 1950. gada lidz 1960. gadam, pétijuma autore atklaja,
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ka Latvijas Valsts Universitates projekteSanas darbnicas (vaditaji prof. E. Stalbergs un
S. Antonovs) izstradatajiem kursa projektiem bija jaatspogulo PSRS pompoza arhitekttra ar
eklektisma iezim&m. Studijas stingri parraudzija LVU partijas komiteja un fakultates
komjaunatnes organizacija, tie$i iejaucoties macibu procesa. Ipasi nekorekti tas notika LKP CK
sekretara A. PelSes aizsaktas, idejiski politiskas kampanas laika, kas bija versta pret
bezpartejiskajiem, ta saucamajiem ,, vecajiem macibu spékiem”, apsiudzot burzuaziskaja
nacionalisma, neatzistot progresivo Padomju skolu. ST kampana pazemojosa veida skara
universitates Arhitektiiras fakultates vado$os docétajus — E. Stalbergu, A. Kriminu, A. Malvesu,
A. Birznieku u.c. Augstskolas arhitekttiras projektu skat€s fakultates komjauniesi, 1pasi tie, kas
bija iebraukusi no Padomju Krievijas, biezi ,, pamacija” profesorus, ka jaizprot socialistiska
realisma postulati arhitektiira, ieteica, ka arhitektira jaienes padomju celtniecibas metodes un,
protams, ka jaorganize pats studiju process (Lejnieks, 1995).

Jaunceltpu arhitektiiras stilistika Latvijas PSR talak par pirmskara neoeklektisma radoso
metodi netika — tika celtas lidzigas stilistikas €kas, tikai robustaka un virspusgjaka izpildijuma,
tam pietrika makslinieciskas elegances un smalkuma. Fasazu apdaré atdarinaja klasiskos,
arhitektoniskos elementus un formas, vietam, piem&ram, kolonnu kapitelos, iestradajot kadu
piecstaru zvaigzni vai sirpi un amuru, tadgjadi cenSoties radit jaunu ,,socialistisko” orderi
(Krastins, b.g.).

Savukart §1 laika posma spilgtakie socialistiska realisma produkti Latvijas PSR bija
daudzas sabiedriskas &kas. So &ku arhitektiira tika pasniegta ka socialistiskas iekartas
jaunpienesums kultiirai. Vieni no socialistiska realisma produktiem bija ta laika kinoteatri (skat.
1. att.).

EldUsi Larvisa

1. attels. Kinoteatris ,,Uzvara”. Riga, MezZaparks (1950).
(http://www.zudusilatvija.lv/objects/object/26728/). Foto: K. Rake.

Ar savu monumentalo stavu un ieejas kolonnam tas lidzinajas daudziem citiem 50. gados
tapusajiem kinoteatriem lielakas un mazakas Latvijas pils€tas. Stalina laika kinoteatru &kam
ipaSa vériba tika pieveérsta arl interjeram — kolonnam, apgaismojumam un dekoriem (Balcus,
2014). Ari pétijuma turpinajuma p&tamajam objektam — kinoteatrim ,,Zvaigzne” Rézekné bija
pompoza un céla interjera risinagjums — ieejas foajé griestus balstija Cetras masivas kolonnas,
speciali kinoteatrim tika pasutitas gipSa 1&juma greznas lustras un daudzas telpas izvietoti dazadi
gipsa dekori (skat. 2. att.).
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2. attels. Kinoteatris “Zemgale”. Jelgava. Pasta iela 47. (1955). Arh. S. Jaksins.
(http://www.jelgavasvestnesis.lv/page/9?id=67&g_id=456).

Otra pasaules kara laika Jelgava tika stipri nopostita. Lidz ar kultiiras dzives atjaunoSanos,
pilséta atsaka demonstrét ari kino, pieméram, bijusa pasta zalé. Pagajusa gadsimta 50. gados
saka buvet jaunu kinoteatri. 1954. gada decembr1 €ka toreiz€ja Komsomolskas iela 47 (velak
Komjaunatnes, Pasta iela) tika nodota ekspluatacija.

Kinoteatra pirmaja stava bijuSas kases, bufete un foajé ar parketa gridu, kur pirms
seansiem uzkavgjusies apmekletaji. Taja bijusi avizu galdini, pie kuriem vargja paseédét un
paskirstit jaunakos preses izdevumus, ka arl pirms seansiem demonstrétas apméram desmit
mintsu garas kinohronikas, ko varétu pielidzinat musdienu zinam. Otraja stava viena otrai
blakus atradas divas zales, kas péc pirma liela remonta tika nokrasotas katra sava krasa — viena
zala, bet otra sarta. Kopgjais vietu skaits kinoteatri bija 351. vieta.

Kino stradaja katru dienu. Seansus saka demonstrét no pulksten 14:00 ik p&c divam
stundam. Izp€mumi bija brivdienu riti — tajos no pulksten 11:00 lidz 13:00 tika demonstréti
bérnu seansi. Tehniskas iesp&jas kinoteatrT ,,Zemgale” lava demonstrét tikai Saurekrana filmas.

Lai gan pilséta bijusi divi kinoteatri, skatitaji vairak iecienijusi kinoteatri ,,Zemgale”
(varbiit tapec, ka tas tika atklats pirmais, turklat atradies laba vieta, Iidz ar to tas tika tauta
iemiléts) (Knusle-Jankevica, 2009).

Kinoteatris Jelgava partapis par ,,Swedbank” filiales &ku (2006-2008, arhitekti D. Siraks
un R. Veisbergs, dizainere I. Krujele). Ekas arhitektiira savienots $kietami nesavienojamais —
misdienu biroju nams antika templa formas veidota Stalina laika €ka — taCu izdevusies
semantiski preciza celtne, kur gandriz pilnigi saglabata ar1 ieprieks€ja, pati par sevi pietiekami
atraktiva un interesanta arhitektiira (Krastins, b.g.).

3. attels. Kinoteatris “Gaisma”. Valmiera. Rigas iela 19. (1951). Arh. B. Nesterjuks.
(http://e.znet.lv/Arhitekt_stili_Latvija_Text.pdf).
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Kinoteatra “Gaisma” (skat. 3. att.) €ka tika biivéta 1951. gada, projekta autors — arhitekts
B. Nesterjuks. “Gaisma”, ka ar1 vecais universalveikals, kas atrodas netalu no kinoteatra, un
dzelzcela stacija pilsétas otraja pus€ bija pirmas sabiedriskas celtnes, kas Valmiera tika uzceltas
pec Otra pasaules kara.

Kinoteatra fasades un interjera rotajuma redzams “kicigs un absurds latviesu etnografisko
un padomju simbolikas apvienojums, ka arT laikam raksturigu siZzetu izmantojums”, ka to
20. gadsimta 90. gadu nogalé aprakstijis makslas vesturnieks, Valmieras rajona galvenais
kulturas piemineklu aizsardzibas inspektors Janis KalnaCs. T€lnieciskie rotajumi, tostarp ari
fasades tautu meita, darinati kombinata “Maksla” (Kalnacs, 1998).

4. attéls. Kinoteatris “Uzvara”. Bauska. Kalna ield 5. (1954). Arh. Z. Brods.
(http://2.bp.blogspot.com/-LiGV3mjaMLk/UWC-).

Kinoteatra “Uzvara” (4. att.) €ka tika buvéta 1954. gada, projekta autors — arhitekts
Z. Brods. Par kinoteatri Bauska ir loti maz zinu. Var secinat, ka ari kinoteatris ,,Uzvara” tika
biivets socialistiska realisma stila ar visam no ta izrietoSajam sekam celtnes vizualaja izskata —
monumentalo stavu, ieejas kolonnam, Stalina laiku raksturojoSiem dekoriem utt.

!
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5. attels. Kinoteatris “Daugava”. Daugavpils. Viestura ield 53. (1955). Arh. S. Jaksins.
(http://1at.gorod.lv/zinas/212987).

Kinoteatra ,,Daugava” (5. att.) eka Viestura iela 53 tika buvéta 1955. gada, projekta
autors — arhitekts S. Jaksins. Ta bija divstavu miira €ka ar kop€jo platibu 1733,27 kvadratmetri.
Kinoteatris ,,Daugava” beidza darboties devindesmito gadu sakuma. Objekts piedergja
pasvaldibai, tacu vél nesen €ku no pasvaldibas nomaja SIA ,,Guron”. Abas kinoteatra zalgs,
foajé un paligtelpas tika ierikots tirdzniecibas centrs. P&c tam, kad domes ieprieksgja vadiba
palielinaja nomniekam 1res maksu, SIA ,,Guron” atteicas no €kas ,,Daugava” apsaimniekosanas
(Soikans, 2014). Pasreiz kinoteatris ,,Daugava” pilsétai ka kino izradiSanas vieta ir zudis. Ari
Daugavpils kinoteatra pirmaja stava tapat ka iepriekSmin€tajam kinoteatrim bijusas kases,
bufete, kur pirms seansiem uzkavejusies apmekletaji. Kinoteatris stradaja katru dienu un seansus
saka demonstrét no pulksten 14:00. Ar savu monumentalo stavu un ieejas kolonnam tas
atgadinaja daudzus citus 50. gados tapusos kinoteatrus. Kinoteatr1 ,,Daugava” interjers lidzinajas
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ta laika Stalina celtném ar kolonnam, 1pasu apgaismojuma risinajumu un kicigiem, ta laiku
simbolizgjosSiem dekoriem.

Dazos kinoteatros darbojas arT nelielas bufetes, bet kafejnicas toreiz vél bija retums. Gan
lielo, gan mazo kinoteatru neatpemama sastavdala Sajos gados bija lasitavas jeb sarkanie sturisi,
kur skatitaji pirms seansa vargja palasit kadu avizi vai uzspélét §ahu. Sis atpiitas zonas vienmér
rotaja Stalina vai Lenina bistes no balta gip$a. Agrakie kinoteatri ieguva daudz piezemé&takus un
laikmeta garam atbilstoSakus nosaukumus: ,,Renesanse” kluva par Sarkano ausmu, ,,Film
Palace” par Oktobri, ,,Grand Kino” par Lacplési, ,,Spendids” par Rigu (Bal¢us, 2014).

Ieprieks izskatitajiem kinoteatriem loti lidzigs projekts bija ari 1956. gada ekspluatacija
nodotajam pompozajam kinoteatrim ,,Zvaigzne” (Sodien Nacionalo biedribu kultiiras nams)
Rézekne.

Kinoteatris ,,Zvaigzne” uzbuvéts uz paaugstindjuma, lidz kuram ved ¢etru pakapienu rinda.
Apmekletaji kinoteatrT var ieiet pa trim ejam — no priekSpuses un sanu ejam. Pirms ieejas durvim
ir izbiivéts izméros apjomigs, diezgan butaforisks (ka autorei Skiet) portiks bez 1paSas
pielietojuma funkcijas un to ieskauj masivu arku loki. Ekas frontona vérojams apaksgjas malas
simetrisks karnizes noravums, kas bija raksturigs ampira arhitektiiras stilam. Karnizes
dekorativaja josla apskatami vijigi, stilizéti augu motivi. Ekas sétas pusé ir redzama arkas
butaforija un neliels, apals, visdrizak, dekorativs logs. Dekorativie apalie lodzini vérojami pa
visu €kas perimetru. Pagalma pusé frontona karnize nav parrauta. Karnizes vienlaidu mala bija
raksturiga klasicismam. Ekas ieejas abas pusés paredzetas vietas afisam. No arpuses eka nav
seviski grezna, kas nav raksturigi citam Stalina laika bivém; ta ir bez lieckam dekoracijam, bet
pietieko$i monumentala, reprezentativa un céla (Apele, 2016) (skat. 6. att.).

6. attels. Bijusais kinotedtris ,,Zvaigzne”. Rézekne. Atbrivosanas aleja 97.
Skats no Latgales Kultirvéstures muzeja puses. Foto: D. Apele.

Analizgjot So pétijuma dalu, nakas atzit, ka miisdienu Latvija ir loti dazadi viedokli par §1
laika arhitekttru, arT par kinoteatru €kam, kas tika uzceltas Stalina laika. Daudzas kinoteatru
€kas ir zuduSas sabiedribai, daudzas ir kritiska stavokli. Tomer ceribu ievies tadi pasakumi, kas
ir risinajusies peédejo gadu laika, pieméram, nesen tika atjaunots vésturisks objekts Re&zekné,
bijusais kinoteatris ,,Zvaigzne”.

Padomju periods ir svariga dala Latvijas arhitektiiras vésturé 20. gadsimta, tomér kultiiras,
ekonomisko un ideologisko parmainu, ka ari Padomju Savienibas sabrukuma dg] $is likuma
neaizsargatais arhitektliras mantojums pamazam pazid. Tikai &tiski apsvérumi misdienu
sabiedriba attieciba pret o problemu var mainit situaciju. Etiska atbildiba ir ne tikai arhitektiem
un biivniecibas izstradatajiem, bet ar1 visai sabiedribai, kas atbalsta ideju, ka §1 arhitektiira ir dala
no misu pilsétam, lai atspogulotu tas kultiiras un arhitektiiras vésturi. Sim mantojumam ir
jaizvelas ne tikai stingri noteiktas tradicionalas metodes, bet ar1 jaatrod inovativs un miisdienu
tehnologijam un estétiskam vertibam atbilstoss risinajums.
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Kino repertuara izvertéjums Kinoteatra ,,Zvaigzne” pastavesanas laika

Péckara gados kino apmekléSana bija iecienitakais briva laika pavadiSanas veids,
neraugoties uz komforta trikumu — skatitaji kinoteatru telpas seédgja uz cietiem koka krésliem un
biezi sala, jo tas apsildija tikai nelielas krasninas. Repertuara lielako dalu veidoja PSRS un tas
sadraudzibas valstu — ¢ehu, polu, dienvidslavu, ungaru u.c. — filmas. DaZreiz repertuara tika
ieklauta arT kada Rietumvalstu filma. Padomju Savienibas kinoindustrija tas bija loti sarezgits
laiks, jo reti kura filma sp&ja parvarét ideologiskas cenziras slieksni, tapéc iestdjas periods, kad
visas padomju republikas, to skaita Padomju Latvija, kopa uznéma pat mazak neka desmit filmas
gada. Situacija nedaudz mainijas 1953. gada, kad nomira Stalins. Jauno filmu trikumu
kompensgja ar vecakam, piemé&ram, 30. gadu krievu komédijam (Balcus, 2014).

Kino repertuara izvelé nebija iznémums ari kinoteatris ,,Zvaigzne” Rézekné. Nav drosu
zinu, kad konkréti pec kinoteatra atverSanas taja saka demonstrét kino filmas, bet, izskatot un
analiz€jot muzeja fonda krajumus, autore konstat€ja, ka regulari filmas tika raditas, sakot ar
1956. gada 6. oktobri, kaut gan varétu biit, ka v&l lidz konkrétajam laikam aviz€ netika publicéta
informacija par kino seansiem (Kino reklamas afisas vietgja laikraksta “Pa Stalina celu”, 1956).

Analizgjot filmu reklamas vietgja laikraksta, tika secinats, ka daudzveidiga kino
piedavajuma repertuara kinoteatri ,,Zvaigzne” nebija. Kinoteatri radija gan makslas, gan
dokumentalas filmas; tapat kinoteatra vadiba rikoja filmu festivalus. Filmas galvenokart bija
propagandiska rakstura, tikai pa reizei paradijas kada melodrama. Autoresprat, pie padomju
propagandiska satura filmam vargtu pieskaitit taddas kino lentes ka makslas filma ,,VienkarSie
laudis”, dokumentala filma ,,Miers miljonu griba”, makslas filmas ,Patiesibas cel$”,
»Nemirstibas sarts”, ,,Sparni”, ,,Dazadi likteni”, ,,Trauksmaina jauniba”, ,,Tie nonaca no
kalniem”, ,,Pedagogiska poéma”, ,Lieta Nr.306”. Saja laika posma radija ari australiesu
kinolenti ,,Otra jauniba”. Dro8i vien varétu secinat, ka ta bija viena no retajam filmam, kas
nebija propagandiska. V&l $aja laika vargja izbaudit tadas filmas ka ,,Velna loks”, ,,Ignatas
parnacis majas”, ,,Kungs — 4207, ,,Viltota mongta” u.c. Griti spriest, vai tas arT nebija padomju
varas slavinos$as lentes (Kino reklamas afisas vietéja laikraksta “Pa Stalina celu”, 1956).

Seansi galvenokart sakas plkst. 15:00, 17:00, 19:00, 21:00. Izn@dmuma karta kads seanss
vargja sakties ar1 12:00 (drosi vien tas notika sv&tdienas), savukart kads cits seanss vargja sakties
loti v&lu plkst. 21:40 (Kino reklamas afiSas viet€ja laikraksta “Pa Stalina celu”, 1956).

7. attels. Raksts ,, Kinodarbiniku seminars”’ par semindra norisi kinoteatrt ,, Zvaigzne ”.
Pa Stalina celu. N. 118 (1439) 4. oktobris 1956. g. Inv.nr. 15027.
Latgales Kultiirvestures muzeja krajums. Foto: D.Apele.

Jasecina, ka 50. un 60. gados kinoteatra ,,Zvaigzne” apmeklé$ana un filmu skatiSanas bija
loti iecienits briva laika pavadiSanas un atpiitas veids R&zeknes pils€ta. Filmas apmekl&ja gan
rézeknie$i, gan rajona iedzivotdji. Filmam galvenokart bija propagandisks raksturs — tam
vajadzgja audzinat skatttajus padomju gara. Kinoteatrim tika noteikti konkreti izpildamie plani:
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cik seansu jariko, cik skatitaju jasapulcé un cik janopelna. Izp&tot muzeja fondu krajuma
materialus, var secinat, ka kinoteatri radija gan makslas, gan dokumentalas filmas, rikoja
festivalus, ka arT seminarus kino mehanikiem un kulttras nodalu inspektoriem (skat. 7. att.).
Kinoteatris ,,Zvaigzne” beidza pastavét lidz ar neatkarigas Latvijas atgtiSanu.
1990. gada taja notika p&dgjie kino seansi.

Secinajumi

- Stalina laika arhitektiiru Padomju Savieniba no ideologijas viedokla raksturo ticksme uz
ekspansiju, jauna kulta izveido$anu, izmantojot ta laika simbolikas ikonizaciju; stilam
raksturiga teatralitate, pompozitate, cElums un varenums.

- Latvija ir Joti dazadi viedokli par §1 laika arhitektiiru, daudzas €kas ir zuduSas sabiedribai,
daudzas ir kritiska stavokli. Tomér ceribu ievie$ tadi pasakumi, kas ir risinajusies pedgjo
gadu laika, pieméram, tika atjaunots vésturiskais objekts R&zekn€, bijusSais kinoteatris
»Zvaigzne”.

- Kinoteatriem tika noteikti konkréti izpildamie plani: cik seansu jasariko, cik skatitaju
jasapulcg, cik janopelna. Daudzus kinoteatrus 50. un 60. gados atjaunoja, bet bija arT tadi,
ko uzcéla no jauna.

- Visi kinoteatri, kas tika uzcelti 50. un 60. gados, buivéti socialistiska realisma stila ar visam
no ta izrietoSajam sekam celtnes vizualaja izskata — monumentalo stavu, ieejas kolonnam,
Stalina laiku raksturojosiem dekoriem utt.

- Analizgjot kinoteatra ,,Zvaigzne” arhitektoniskos elementus, var secinat, ka €kas eksterjers
un interjers rada vienotu monumentalu un reprezentativu iespaidu un pilniba atbilst Stalina
laika kinoteatru telam. Ekas arhitektlira un interjera risindgjumos bija vérojams dazadu
vesturisko stilu un nacionalo motivu sajaukums, kas raksturigs eklektikai.

- Publicistiskas literatiras materialu izpéte apliecina, ka 50. un 60. gados kinoteatra
»Zvaigzne” apmeklésana un filmu skatiSanas bija loti iecienits briva laika pavadisanas un
atpiitas veids Rézeknes pilséta.

- Filmam galvenokart bija propagandisks raksturs — tam vajadz€ja audzinat skatitajus
padomju gara.

Summary

Scientists have discovered that architecture is a reflection of social, political, economic and many other
processes occurring in the country and it changes along the society, reflecting its social structure within the space
and time.

In the research the role of cinema in Soviet propaganda is described, the architecture of Stalin era, cinema
buildings in Latvia is reviewed and analysed and a film repertory during the existence of the cinema ,,Zvaigzne” in
Rezekne is evaluated.

The methods used in the research are based on the study of scientific and journalistic literature materials,
which reveal the testimonies of the relevant period in architecture and show the importance of cinema in Soviet
propaganda. The aim of the research: to explore and analyze the role of Soviet propaganda, to provide the analysis
of architecture of Stalin era cinema buildings and to evaluate a film repertory during the existence of the cinema
,Zvaigzne” in Rezekne.

In the post-war years and later on (in the 1950s and 1960s), one of the most highly regarded kinds of arts was
cinema. In Riga and all around Latvia, as well as in Rezekne, everything has been done to justify the slogan of
Lenin: ,,Of all the arts, cinema is the most important to us”.

Films were mostly of a propagandistic character — they were supposed to educate the audience in the spirit of
Sovietism. Certain plans were set out for cinemas: how many sessions should be organised, how many viewers
should be brought together, how much should be earned. Several cinemas were restored but some of them were
rebuilt: the cinema ,,Uzvara” in Riga, Mezaparks (1950). The cinema ,,Gaisma” in Valmiera, Rigas iela 19 (1951).
The cinema ,,Uzvara” in Bauska, Kalna iela 5 (1954). The cinema ,,Zemgale” in Jelgava, Pasta iela 47 (1955). The
cinema ,,Daugava” in Daugavpils, Viestura iela 53 (1955). The cinema ,,Zvaigzne” in Rezekne, Atbrivosanas aleja
97 (1956).

All the cinemas erected over this period of time were built in the style of social realism with all the ensuing
consequences in the visual image of the building — monumental structure, entrance columns, decorations
characteristic of the Stalin era, etc.
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Analysing the architectonic elements of the cinema ,,Zvaigzne”, it can be concluded that the exterior and

interior of the building create one whole monumental and representative expression and fully correspond to the
architectural image of the Stalin era cinemas. The combination of different historical styles and national motifs
characteristic to the eclecticism could be observed in the building's architecture and interior solutions.

Analysing film advertisements in a local newspaper, it is concluded that there was no diversity of the

repertoire of films in the cinema ,,Zvaigzne” in Rezekne. The cinemas showed both feature and documentary films;
in addition, film festivals were organized by the administration of the cinemas. Films were mostly of a
propagandistic character; therefore, romantic ones appeared rarely.

10.
11.
12.
13.
14.

15.
16.

17.
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APGERBA AUDUMA GRAFIKAS DIZAINS
KA TELA VEIDOSANAS SASTAVDALA

Graphic design in clothing fabric as a part of an image design

Agate Ignatovica
Rézeknes Tehnologiju akadémija, e-pasts: agate.ignatovica@gmail.com

Diana Apele
Rézeknes Tehnologiju akadémija, e-pasts: diana.apele@ru.lv

Abstract. The aim of the article is to explore the psychological effects that clothing fabric patterns leave on
personal image, as well as to understand graphical forms with whom we can help to create the body optical
illusions.

Research methods: Theoretical — the appropriate literature, scientific database and internet source research.
Lecture visits of professional image designers and stylists, interviews and personal experience in this sphere.

Conclusion: Any type of textile print will leave an effect and create associations. Form and colours create the
textile print. By choosing the right type of print, the wearer can create a certain psychological mood, as well as
optically correct the parts of the body. When choosing a textile print, several factors must be taken in notice — body
type, silhouette type, colours of the season, age, social status, individual style etc. If faced with contradictory
information about the style, priority should be given to own personal reference, because that will create a
harmonious essence as well as create a psychological comfort to the wearer.

Keywords: Body type, body shape, colors, fabric, fashion, graphic design, optical illusions, pattern, print,
proportions, psychology, silhouette, style, textile, trends.

levads

Autores padzilinati pétijusas grafisko rakstu nozimi un ietekmi uz sievieSu apgerbu modi.
Misdienas, ko no modes viedokla var dévét par demokratisku laikmetu, kad nepastav strikti
noteikumi, kas ierobezotu cilvéka pasizpausmes tiesibas ar modes palidzibu, auduma apdrukas
raksts ir triumf€jis sava nozimiguma, dazkart pat atvélot apgerba modelim vien sekundaru lomu.
Digitalizacijas laikmets, kas strauji saka attistities un uzplaukt 20. gs. otraja pus€, apdrukas
rakstam devis pilnigu formas un iesp&ju brivibu — sakot no iespgjam digitaliz&t ar roku darinatas
ilustracijas, un beidzot ar praktiski neierobeZotam krasu un ar datora palidzibu radito ilustraciju
iespgjam. Digitala auduma apdruka devusi iesp&ju audumu razot nelielos apjomos, kas nodroSina
iespeju gala produktu padarit par ekskluzivu un neatkartojamu. Lai apmierinatu visprasigaka
klienta v€lmes un pielagotu katru produktu klienta individualajam vajadzibam, kas tiks
apskatitas talak raksta, vairs nav nepiecieSamibas sarazot audumu daudzu simtu metru garuma.

Pedgjas gadu dekadeés augstas modes nami eksperimente un spélgjas ar audumu rakstiem,
to nozime modes pasaulé tieSi Sobrid ienem arkartigi biitisku lomu. Haute couture jeb augstas
modes apgerbi, kas paredzeti skatém, un biezi vien nav ikdienai pieméroti, bet iemieso modes
nama vai dizainera filosofiju, un tiek paraditi ka parspiléti makslas produkti. Nereti rakstus un to
salikumus izmanto Joti drosmigi, parkapjot pat klasiskos kompozicijas un koloristikas principus.
Sodien audumu apdruka ienem stabilu vietu modes biznesa. Tomér, ka atzimé Geetha
Dissanayake un Pammi Sinha (Dissanayake, Sinha, 2015) zinatniskaja raksta “Parbaudot
produkta attistibu modes razoSana”, §im apstaklim tomér ir ari negativais aspekts — musdienu
pasaulé rodas sarazota tekstila parprodukcija, kas veicina nevajadzigi lielus uzkrajumus, jo viss
iepriek§gjais atri noveco un to nav iespg&jams realizéet.

Temata aktualitati atspogulo apdrukas rakstu popularitate musdienu apgerba. Tekstila
dizains ienem svarigu vietu modes biznesa, tadé] Sodien tieck mekl&ti veidi, ka ar grafisko rakstu

108
DOI: http://dx.doi.org/10.17770/amcd2016.2211


http://dx.doi.org/10.17770/amcd2016.2211

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

palidzibu piedavat arvien lielaku dazadibu un originalitati, pec ka 21. gs. sabiedriba ir seviski
prasiga. Auduma raksti, ka svariga modes dizaina sastavdala, veic ne tikai estetisko funkciju, bet,
ka tiks noskaidrots talak raksta, arT korig€joso un t&la veidojoso funkciju.

Raksta meérkis: izpétit apgérba auduma apdrukas rakstu psihologiko ietekmi uz t€lu
kopuma, ka arT apzinat grafiskas formas, ar ka palidzibu tiek veiktas auguma proporciju optiskas
korekcijas.

Pétijjuma metodes: teorétiskas — atbilstoSas literatiiras, zinatnisko datubazu un interneta
avotu izpéte. Profesionalu imidza dizaineru un stilistu lekciju apmekl€jumi, intervijas un
personiga pieredze dotaja sfera.

Faktori, kas palidz noteikt piemérotako auduma rakstu apgerba

Pareizi izmantojot audumu imidza dizaina, iesp&jams izveidot sev vélamo telu — optiski
korigét auguma aprises, likt izskatities harmoniskak, radit dramatisku kopt€lu vai tiesi otradi —
piezemét un “pieklusinat” ekstravagantakas personibas, ja vien tads ir mérkis un uzstadijums.

Lai panaktu vélamo efektu ar auduma rakstu palidzibu, vispirms ir janem veéra vairaki
faktori. Ne vienmér, izvé€loties gatavu audumu vai apgérba gabalu, iesp&jams aptvert un pemt
veéra visus zemak minétos faktorus, tacu, zinot galvenos principus, iesp€jams vismaz izvairities
no krasam un grafiskajam formam, kas bus radikala pretruna ar uzstadito mérki sava t€la
veidoSana.

Imidza dizaina cilvéks tiek apskatits ka kompleksa biitne — gan analizgjot fiziskos
dotumus, gan individualo psihologiju. Sis panémiens palidz ne tikai piemeklét piemérotako
risinajumu koloristiski, bet arT tadu, kas harmong ar cilvéka temperamentu un ieks€jo biitibu.
Nav rakstitu likumu, kas misdienas ierobezotu individa iesp&ju paSizpausties, tacu, ka norada
pazistama stiliste Biruta Magele: “Izv€loties apgérba, matu krasoSanas un meikapa tonus
atbilstosi savai dabiskajai tonalitatei, tu ieglsi svaigu adas toni un mirdzumu acis. Lidz ar to tavs
kopt€ls biis pattkams un harmonisks ne tikai vizuali, bet tu kliisi arT ieks€ji parliecinataka un
Sarmanta. “Celsies tava paSapzina” (Magele, 2006: 14). To paSu var attiecinat uz figtras
korekciju ar pareizu apgerba formu un apdrukas rakstu izveli.

Galvenie faktori, kas janem véra, izv€loties vispiemérotako audumu:

- kermena uzbiives tips (ektomorfais, mezomorfais, endomorfais);

- auguma silueta tips (trijstiiris, taisnstlris, apgriezts trijstiiris, smilSu pulkstenis,

aplis);

- Vecums;

- krasu sezonas tips (ziema, pavasaris, vasara, rudens);

- temperaments (melanholikis, flegmatikis, holerikis, sangvinikis);

- socialais statuss vai iepemamais amats;

- etniska vai religiska piederiba;

- psihologiskais arhetips;

- modes tendences;

- individualais stils;

- apgerba atbilstiba apmekl&tajai videi.

Ne visi no augstakminétajiem faktoriem batu janem véra ne tik sarezgitu mérku
sasniegSanai, tacu, veicot padzilinatu personas izpé€ti un analizi no dazadiem aspektiem, tas var
palidzét tada t€la izveide, kas harmonétu gan ar pasu personibu, gan veicinatu tas harmonisku
ieklausanos socialaja vide.

Lai ari raksti Sodien dominé gandriz visas augstas modes skatés un prér-a-porter jeb
“gatavs valkaSanai” kolekcijas, nav ieteicams nekritiski vadities tikai p&c §Im tendencém, jo ne
vienmér tas ir piemérotas visiem. Modes vésturnieks Aleksandrs Vasiljevs, runajot par modi,
teicis, ka mode radikali mainas tikai revoliicijas un kara laika (Vasiljevs, 2008). Bet, runajot par
sekoSanu aktualitatem, vin$ apgalvo, ka nevajag pieverst nopietnu uzmanibu tendenceém. Tas
dzimst reizi seSos ménesos un ilgi nenoturas. Mode ir radita tam, lai izietu no modes. Tas siitiba

ir tikt aizmirstai, bet stils ir muzigs (Ilone3nbie coBETHI OT HMCTOpPHKAa MOJBI AJeKCaHApa
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Bacunbesa, 2012). Daudz efektivak imidza dizaina ir izveidot un izkopt savu individualo stilu,
kas ir lielisks papildinajums personigajai harizmai. Tapat jasaprot, ka modes tendences, ko dikte
augstas modes nami, ir bizness, kam nemitigi jaatrodas dinamika, lai uzturétu publikas interesi,
tacu lielos vilcienos mode nemainas tik strauji, lai biitu vajadziba katru sezonu pilniba nomainit
garderobi. SievieSu mod¢ jau gadu dekadém ilgi eksisté nemainigi klasiskas vértibas, tas pats ir
attiecinams ar1 uz audumu rakstiem. Rakstos mainas tikai izteiksmes formas, stili un konkrétas
sezonas krasu tendences, tacu var teikt, ka pasi motivi ir jau kadreiz redzg&ti — citas modifikacijas
un izpildijuma.

Auduma rakstu analize, vadoties péc atseviskiem faktoriem

Sakot analizi, jazina dazi universali popularakie optisko korekciju, formas un krasu
optiskas ietekmes likumi:

- Vertikals raksta virziens pagarina un saSaurina teélu. Horizontals — paplaSina un
saisina. Ar svitru vai svitru formas imitacijas palidzibu apgérba var optiski mainit
auguma proporcijas un aprises.

- Gaisas krasas vizuali palielina un izce]. Tumsas — samazina un nomaskg. Ar krasas
palidzibu var panakt gan vizualu, gan psihologiski emocionalu, gan garigi simbolisku
efektu. Krasa butiski ietekmé cilvéka psihisko stavokli, ka arT iedarbojas uz cilvéka
fiziologiju (Ozola, 2006: 19; 56; 59).

Sos principus zina un izmanto ne tikai imidza dizaina, bet ar maksla, vizaza un jebkur
citur, kur ar formu un krasu palidzibu japanak vajadzigais estétiskais un psihologiskais
noskanojums. Zinot savu kermena uzbiives un auguma silueta tipu, ka ari krasu sezonas tipu,
cilveks pats var noteikt, kuras kermena dalas janomaské, bet kuras — jaakcent€. Vislabakie
optisko iluziju piem@ri redzami jau sengrieku arhitekttra, kur meistari prata, deformgjot €ku
konstrukciju vertikalas un horizontalas linijas, panakt, ka celtne no attdluma izskatas iespaidiga
un harmoniska.

Ir bitiski nemt véra, ka nevienu no rekomendacijam nedrikst apskatit izol&ti no citiem
faktoriem — jebkuram ieteikumam nepiecieSams pamatojums un konteksts, tadéjadi izvairoties no
disharmonijas raditaja gala t€la. Pirmais impulss, kas liek izvéléties vienu vai otru apgerbu,
atspogulo cilvéka emocionalo stavokli, tacu tiklidz cilvéka izvéles attieciba uz savu apgerbu
klust apzinatas, ta ir “stradaSana ar publiku”. Apzinasanas ir manipulacija, spéle un
eksperiments, kas ar apgérba palidzibu var izdoties, bet var ari neizdoties, jo, ka norada
amerikanu imidza konsultante Shauna Heathman, vairak par cilvéku pastasta kermena valoda un
neverbala komunikacija, nevis apgerbs (Weawer, 2012).

Kermena uzbiives tipu raksturojums.

Ektomorfais — siluets izstieps, izsmalcinati garas rokas un kajas. Tievi, reti pienemas svara.
Sauri gurni un kriiskurvis. Nervozi, trauksmaini introverti (Pe, 2012: 21). Patik vienkrasaini vai
ritaini audumi, bieZi izvélas peleko. Médz patikt retro stils, tirkiza un violeta krasa. Sim tipam
var piedavat klasisko, romantisko stilu. Vienmulo apgérbu, ko tas iecienijis, var papildinat ar
spilgtiem akcentiem vai piedavat apgerbu, kas liks tam justies pievilcigakam un neordinaram.
Velams, lai vina apgerba biitu siltie, maigie toni (Ustraiha, 2016).

Mezomorfais — plati kauli, saknupis izskats. Maz tauku, vairak muskulu. Kraskurvis un
pleci plati. Energiski sangviniki, ar noslieci uz emocionaliem dusmu izvirdumiem, avantiiristi
(Pe, 2012: 22). Patik spilgts, izaicinoss apgeérbs. Dod prieksroku spilgtiem toniem, spiralveida un
svitru rakstiem, sarkanai, dzeltenoranzai un v&si zalai krasai. Lai piezem&tu $§1 tipa
demonstrativismu ar apgérba palidzibu, var piedavat kaut ko elegantu, rafinétu, musdienigi
romantisku stilu, pasteltonus zilganzala gamma (Ustraiha, 2016).

Endomorfais — pleciga uzbiive, rokas un kajas isas. Tendence uz pienemsanos svara,
paléninata vielmaina. Pleci Sauri, kraskurvis — plats. Mierigi flegmatiki (Pe, 2012: 23). Mil
komfortu un &dienu. Apgérba dod prieksroku ertumam. Patik izskatities moderni, mil romantisko
stilu, tacu baidas but parak ekstravaganti. No krasam patik siltie toni dzeltenbriina gamma
(citronu, oranza), tapat gai$zilais un baltais. Sim tipam var piedavat kadu originalu produktu, kas
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nopérkams tikai viena eksemplara un pie kura $is tips nav pieradis, tadejadi dodot vipam impulsu
izmainit savu imidzu (Ustraiha, 2016).

Autoru novérojumi rada, ka vairakuma gadijumu jebkur$ no tipiem izvélas apgerba krasas
un rakstus atbilstoSi savam temperamentam. Pieméram, ektomorfais tipi biezi vien patiesam ir
radoSas un introvertas personibas, tadel neitralie un tumsie toni lauj tdm norobezoties no
sabiedribas uzmanibas. Tacu, ja tie pam&gina izmantot drosmigus rakstus, paSi biezi vien
nenojaus, ka tas cels vinu pasapzinu un emocionalo stavokli. Neatkarigi no secinajumiem,
jasaprot, ka jebkurs, kas darbojas imidza dizaina sféra, interpreté rezultatus, izejot no sava
klientu loka, tad€l pat viszinamako stilistu vardu viedokli saknojas tikai vinu personigas
pieredzes robezas.

Auguma siluetu raksturojums.

Pirms auguma silueta analizes uzsaksanas ir biitiski atceréties, ka optiskas korekcijas veic
kompleksi kopa ar pareizu apgerba piegriezuma izveli. Raksts pats par sevi, kas izvélets kopa ar
augumam nepiemérotu apgérba fasonu, nedos vélamo efektu.

Trijstiris jeb bumbieris — loti sieviskiga figiira. Gurni ievérojami plataki par pleciem,
mazas vai vid€jas kriitis (Pe, 2012: 30). Ieteikumi: izcelt kermena augSdalu ar drosmigiem
rakstiem — horizontalas Iinijas, ritis, punkti, ziedi (Pankina, 2013). Lejasdala izvéléties tumsakas
un neuzkritosakas krasas, izvairities no krasu kontrastiem, spilgtiem, gaiSiem toniem, lielu ziedu
apdrukam un horizontalam Iinijam pari gurnu platakajai dalai (Bernatovi¢a, 2011),
(IMpubarkaeM BECHY: [BETOYHBIN MPHUHT B oaexe, 2014).

Apgriezts trijsturis — tipiska peld€tajas figlira — plati pleci, kas ievérojami plataki par
gurniem (Pe, 2012: 32). Ieteikumi: kop&jo t€lu padarit vairak sieviskigu, kermena augsdala
tumsie toni, bez spilgta zim&uma. Lejasdala kajas izcelt un vizuali padarit slaidakas ar
vertikalam Iinijam, neparastu krasojumu vai spilgtiem rakstiem (Twumsl sxenckoit ¢purypst, 2016).

Taisnstiris — pleci un gurni gandriz viena platuma, neizteikts viduklis, biezi izskatas
viriskigi (Pe, 2012: 31). Ieteikumi: izcelt praktiski neesosSo vidukla liniju ar horizontalu dalijjumu,
bet augSdalu un apaksdalu izcelt ar spilgtiem, akcent€joSiem salikumiem (Rectangle Body
Shape, 2013). Izvairities no nepartrauktam vertikalam Iinijam, kas stiepjas no galvas lidz kajam
(The Rectangle Body Shape, 2016).

Smilsu pulkstenis — §is siluets tiek uzskatits par visharmoniskako, pleci gandriz tikpat plati
ka gurni, viduklis tievs, izteikts (Pe, 2012: 28). Ieteikumi: var izv€l&ties jebkurus rakstus, kas
pasvitro sieviSkigos auguma izliekumus. Ziedu raksti labi piestavés slaidam smilSu pulkstenim,
bet apalaku formu §1 tipa TpaSniecei biitu no ziediem jaizvairas, jo tie liks augumam izskatities
vel apaligakam (Jedinak, 2015).

Aplis jeb abols — §im tipam ir nosliece uz apaligumu, siluets izskatas taisns, biezi vien
vizuali resnaks un garaks neka ir patiesiba, viduklis nav izteikts, biezi véders izvirzits uz aru,
kajas slaidas un 1sas (Tumbl sxenckoi gurypst, 2016). leteikumi: Sim tipam nav ieteicami liela
izméra zZim&jumi un apdrukas (Pavlucenko, 2014). Seviski jaizvairas no rakstiem krusu, vidukla
un gurnu rajona. Rakstus var izvietot pasa augSdala un treSdala no lejasdalas. Akcenti plecu dala
liks viduklim izskatities slaidakam. Vertikalas Iinijas silueta liks izskatities garakai (Bernatovica,
2011).

Auguma tips ir viens no faktoriem, ko persona pati visbiezak noveérté intuitivi, jo zina
savas problémzonas. Ja, pieméram, sieviete analiz€ savu augumu kritiski, tad neizv€las izmantot
uzkritoSu auduma rakstu problematiskajas kermena zonas. Turpreti, par sevi parliecinatas
sievietes nebaidas gérbties saskana ar savam krasu un formu ta briza emocijam, nedomajot par
to, kadu emocionalo iespaidu tas atstas uz apkartgjiem, jo vinam Sis viedoklis nav svarigs.
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Krasu sezonas tipu raksturojums.

Ziema. Arienei raksturigi: tums$i briinganmelni, melni, zili-melni, platinblondi vai balti,
sirmi mati; sejas ada — gaiSa, bala vai olivu tonT; acis — piesatinata krasu tonalitaté (Magele,
2006: 40). Ieteikumi rakstu izv€l€: piestav raksti, kas ir v€sos tonos, izteiksmigi, ekstravaganti,
eksotiski un ar striktam formam. Jaizvélas izteikti rakstu kontrasti. Jo smalkaks raksts, jo
specigaks kontrasts. Raksti — vienkrasu audumi, mazas ritinas, punktveida svitras, zebra,
izteiksmigas un platas svitras, ziedi, pumpinas vai geometrisks raksts, leoparda raksts, lieli
plankumi vai pumpeas, lieli raksti, lieli melnbalti “zosu p&das” raksti, lieli un izteiksmigi kvadrati,
abstrakcijas, melnbalti “trepju” raksti u.c. (Ugrjumova, 2011). Izvairities no oranziem un
bésigiem toniem (Magele, 2006: 47).

Pavasaris. Arienei raksturigi: mati gaiSos tonos — salmu krasa, dzelteni, zeltaina vai medus
tonT ar zeltainu spidumu; ada ar siltu nokrasu, vaigos var biit sartums un vasaras raibumi; acis —
zilas, zalganas vai silti briinas (Magele, 2006: 25). Ieteikumi rakstu izvel€: piestav raksti siltos,
maigos, ieturétos, skaidros un gaiSos tonos. Balta vieta izv€leties zeltaini bésu. Raksti — atturigi
un eleganti. Kontrasti neizteikti vai maigi. Vairak vitalitates drikst izmantot smalkos rakstos.
Ieteicams izveleties tonus tikai no savas paletes. Raksti — eglites raksts, Sauras svitras, mazas
rutinas, “zosu pedas” raksti, siku ziedu raksti, ven&ciesu stikla raksts, nelieli rombi, kaklasaisu
raksti, originali motivi u.c. (Magele, 2006: 28), (Ugrjumova, 2011).

Vasara. Arienei raksturigi: pelnu briini, vid€ji briini, gai$i briini vai pelécigi mati; adas
pigments gaiSs ar v&si roza piesitienu; acis — pelekzilas, zalganas, riekstu krasas, zilas, té€rauda
pelekas (Pavluka, 2016). Ieteikumi rakstu izvele: vesie, apslapétie toni, diskréts, klasisks vai
romantisks stils. Kontrasti — ieturéti un maigi. Izvairities no oranzas, dzili melnas krasas un
siltajiem toniem. Raksti — mazas riitinas, punktotas Iinijas, eglites raksts, diskréts Stnu raksts,
nelielas spirales, izpliidis akvarelis, fantaziju raksti, dazada biezuma linijas, ziedu motivi, maigas
krasu parejas, venéciesu stikla raksts, pepita, “indieSu gurkis”. Vasaras tipam nepiestav skotu
raksti un izteikti kontrastgjosi raksti un geometriskas formas (Pav]uka, 2016), (Ugrjumova,
2011).

Rudens. Arienei raksturigi: medus briini, bronzas, vara briini vai zeltaini briini mati; ada —
roza, smilskrasas, dzeltenbésa vai persiku krasa; acis — dzintara vai topaza toni, zalas, gaisi zilas,
mazuta vai te€rauda toni (Magele, 2006: 29). leteikumi rakstu izvele: siltie, dzilie toni, zemes
toni, piesatinati, tacu, ne spilgti, izteiksmigi, eksotiski, art vienkarsi un tautiski raksti. Nepiestav
tiras, vesas krasas. Kontrasti maigi, dzili, izteiksmigi, dzivigi. Jo smalkaks raksts, jo lielaks
kontrasts. Raksti — tautiskie raksti, tropu ziedi, tigera ada, izteiksmigas un dzivigas riitis, svitras
vai riitinas dzivigas, spilgtas krasas, lianas, koki, skotu raksti, tvids, “zosu pédas”, “indieSu
gurkis”. (Pavluka, 2016), (Ugrjumova, 2011).

Krasu sezonas tipu klasikie ieteikumi misdienas biezi vien tiek biezi parkapti. Seviski So
tendenci var manit augstas modes dizaineru darbu skatés. Biezi vien konkréta sezonas tipa
modeles tiek apzinati ietérptas neatbilsto$a krasu gamma; demonstré sev nekomplimentgjosus
auduma rakstus un faktiiras, tadejadi paradot radoSuma izpausmju dualismu: ne visam, ko
valkajam, japiestav sejai un matiem — galvenais, ka tas atstaj iepsaidu un runa pats par sevi ka
apgerbs — makslas darbs. Tomér ikdienas dzive ir vérts atceréties, ka auduma raksts un krasa ir
kods, ko lasis un interpretés jebkur§ sastaptais cilvéks, tade] ir verts apzinaties sava atstata
iespaida riskus.

Arhetipu raksturojums.

Ka vienu no padzilinatas analizes faktoriem var minét arhetipu apskatu. Zinot savas
personibas stipras un vajas puses, kas atbilst psihologiskajam arhetipam, var veiksmigak veidot
savu t€lu, lai noverstu riskus, ko rada personibas Tpatnibas, kas meédz spilgti izpausties vizualaja
izskata. Izdalot Cetrus izplatitakos sieviesu arhetipus, var minét:

Héra — sieviete, kurai svarigakais ir atrasties lauliba, sava vira pavadone; vinu raksturo
elegance. Heras riski: riip&joties par viru un gimeni, médz aizmirst par sevi un savu sieviskibu.
Ieteikums: ar auduma rakstu palidzibu kop&jam t€lam piedot sieviskibu un seksapilu. T€lu var
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veidot maigos tonos, izmantojot delikatus ornamentus ar romantisku piesitienu. Eleganto t€lu
krasnaku var padarit spilgta raksta akcents.

Afrodite — vissieviskigaka sieviete. Afrodites riski: parspiléta sieviskiba vizualaja t€la, kas
var tikt sajaukta ar vieglas uzvedibas sievietes t€lu. Ieteikums: ar rakstu palidzibu ieviest tela
vairak elegances un piezemétibas. Piestav loti dazadi raksti un ornamenti, tacu ipasi piestaves
vienkrasaini audumi bagatos tonos, dzivnieku adu imitacijas un fantaziju raksti. Piestav hipiju
stils, arT etniskie un ¢iganu motivi, batika.

Artemida — karjeriste, ikdiena sacens$as ar virieSiem, patik sportiskais stils. Artemidas riski:
ta ka vinas filosofija ir dzimumu vienlidziba, risk& sava partnera acts ar laiku no seksuala objekta
klut neiekarotai. Ieteikums: ar rakstu palidzibu uzsvert savas personibas sievisko pusi, izcelt savu
biezi vien sportisko stilu ar kadu spilgtu krasu akcentu, negaiditu detalu. Iecienijusi pilsétas ielu
un safari stilu, eksperimenté ar viriskigo stilu un rakstu motiviem. Var piestavet etniskie un
mezonigas dabas motivi, boh&mas stils.

Aténa — konservativa karjeriste, egoiste, biezi izteikti nesieviskiga. Aténas riski: apkart&jo
acts likties seviSki nepievilcigai. leteikumi: ar rakstu palidzibu, padarit savu t€lu mazak
vienmulu, konservativu un nesieviskigu. Izmantot drosmigakus un modernakus krasu salikumus,
sieviskigus motivus. Sim tipam labi piestavés stilizéta jirnieku tematika un tradicionalie britu
stila raksti. Neskatoties uz savu konservativismu, Aténa iemieso zinamu devu ironijas, tadgl
vinai var piestavet kvalitativi audumi ar lakonisku humora devu apdruka. Vienkrasu komplekti
un svitras audumos — tas raksturo Aténu (Panca, Dubska, 2016), (rekapodrekou, 2013).

Padzilinati pé&tot psihologiju, sievieSu arhetipi var atklat daudz vairak ka vienkarsa
kermena uzbiives izp&te. Lai arT auguma tips nav mazsvarigs stilistika, ta ir tikai dala no kopgja
t€la. Vairuma gadijumu vispirms jaizprot cilvéka psihologija, temperaments, emocionalais
stavoklis un sabiedribas statuss, ko persona parstav vai vélas parstavét. Autores, analizgjot stila
un psihologijas studiju kursu auditoriju, kas vienlaicigi bija uzskates materials teor&tiskajam
kursam, secinajusas, ka biezi vien savu psihologisko arhetipu sieviete neapzinas, jo ne vienmer
ieks$gjas sajiitas saskan ar apkartgjo viedokli. Nereti bija noverojamas situacijas, kad sievietes,
izpildot profesionalus psihologiskos testus, iebilda rezultatam, tapéc ka spécigs subjektivais
viedoklis prevalgja par objektivo personibas raksturojumu. Sados gadijumos profesionali
psihologi un imidZa dizaineri visprims iesaka kritiski nemt véra un novertét savas personibas
pozitivas puses, jo biezi vien (seviski sievietém) ir tendence vispirms nolasit konkréta personibas
tipa negativas iezimes, tacu tas nav pareizi. Piem&ram, sievietei — Hérai nav jabaidas izradit
sieviSka un jutekliska savas personibas Skautne, ko var demonstrét ar ziedu motiviem, spilgtiem
akcentiem u.c. izaicinoSakiem rakstiem, pretéji tam ka ikdienas rutina meédz valkat.

Audumu rakstu psihologiski-emocionala, semantiska, semiotiska un optiski
koriggéjosa funkcija un universalie pielietojuma principi

Jebkur$ raksts un zim&jums iedarbojas uz cilvéka zemapzinu — raisa asociacijas un rada
zinamu psihologisku noskanu. Raksts ka simbolu nesgjs apskatams no semantikas un semiotikas
viedokla, jo biezi vien tam bez estetiskas funkcijas piemit art kulttiras liecibas, informativa un
sajutu raisoSa funkcija. Ja krasas un ilustracijas vairak iedarbosies uz asociativo limeni, kas
uztverams atbilstoSi recipienta kultiras kontekstam, tad, piem&ram, uzraksti apgérba ir daudz
konkrétaki un tiesaki informacijas nes&ji, kas lauj valkatajam manifestét attieksmi pret kadu
konkr&tu paradibu vai informet apkart&jos par savu nostaju un butibu. Musdienu modes dizaineru
skat€s uzraksti uz audumiem paradas daudz un dazados veidos — no bezriipigam haotisku vardu
virkném 1idz konkrétiem saukliem, kas parada attieksmi pret lokalam vai globalam noriseém.
Seviski spéciga energgtiska ietekme ir diagonaliem uzrakstiem (Truskanova, 2012).

T-kreklu, kadus tos pazistam Sodien, pirmssakumi mekl&jami 19. gs. beigas, kad tie tika
lietoti ka amerikanu karaviru formasterpa apakSvela, bet Sodienas pasaulé ir viens no
izplatitakajiem apgérba gabaliem, ko apdruka. Pirmas T-kreklu apdrukas aizsakusas 20. gs.
30. gadu beigas, bet jau 60. gados apdrukats T-krekls klust par pilnvertigu paSizpausmes Iidzekli

(History of the shirt, 2016). Turklat, atSkiriba no dizaina auduma sagatavosanas, kas tiks
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izmantots apgérba susana, T-krekla apdrukas lielakoties taisa uz jau gatava produkta, kur pasas
apdrukas tehnologijas ir atras un vienkarSas. Apdrukato T-kreklu funkcijas neaprobezojas ar
apgerba ka kermena aizsargu, siltumuzturéSanas, pat ne ar estétiskajam funkcijam — musdienas
tie lieliski pilda marketinga, reklamas, socialpolitiskas, individa pasSizpausmes u.c. funkcijas.

Pasaulé pazistami neskaitami rakstu stili un motivi, to apskatei var veltit atsevisku
gramatu. Autores sava darba analizjuSas popularako rakstu motivu psihologiski-estétisko
ietekmi uz valkataju. Pie izplatitakajiem rakstiem var min€t svitras, ritis, punktus, ziedu
motivus, geometriskas formas, ornamentus, zim&jumus un fotografijas, abstrakcijas, tekstu. Katrs
no Siem motiviem atrodams neskaitamas modifikacijas, kombinacijas un praktiski neierobezota
krasu gamma.

Izv@loties auduma rakstus, janem véra to radita kop&ja noskana, ko veido gan forma, gan
krasa. Dazas krasas ir universalas un piestav visiem sezonas tipiem: baklazana, tirkiza,
zilganzala, klusinati tumsi zila, piena balta, vidgji piesatinata sarkana, maiga aprikozu, maigi
roza un gaisi peleka (Magele, 2006: 14), (Otrenku, koTopsie moaxoasar Bcem, 2016).

Lielakoties cilvéka izvéle par labu kadam rakstam notiek tadel, ka konkr&tais raksts priecé
acis, bet zemapzinas Itment atspogulo cilvéka iekS€jo stavokli. Janem veéra, ka smalks raksts
padara figiiru vizuali lielaku, bet liela izm@ra raksts tie$i otradi — padara to slaidaku. Liela
nozime ir raksta mérogam. Piem&ram, smalkam, maza auguma sieviet€ém jaizvélas vidgja lieluma
raksti, jo liela izm@ra uzdrukas var tas vizuali padarit vél mazakas (Gribova, 2016). Liela izméra
uzdrukas nav rekomendgjams izvietot uz problematiskam kermena zonam, jo pieveérS tam
nevajadzigu uzmanibu.

Konservativam, tapat ka biznesa imidzam, piestav ieturéti zim&jumi un raksti. Vertikalas
svitras vai sarezgitas ritis liek darfjumu cilvékam izskatities uzticamam, kompetentam un
atbildigam. Diagonalas svitras palidz radit apnémiga un iniciativas sp&jiga cilvéka iespaidu.
Konservativo stilu raksturo smalkas riitis, tievas Iinijas un nelielu ziedu raksti piezemé&ta krasu
gamma (Truskanova, 2012). Brivakam stilam darba vidé var izvéleties ziedu rakstus kada no
apgérba ansambla komponentém, to piezem&jot ar akcentiem pastelu vai neitralos tonos.
Piem@ram, pie ziedu rakstu kleitas pieskanot pasteltonu jaku. Zilonkauls, b&sais, gaisi pelekais
un baltie toni ir labs fons ziedu rakstam konservativajai videi (IIpuOamxaeM BecHy: IIBETOUHBIN
npuHT B oxexnae, 2014). Tradicionalajam stilam izmanto dazada izméra ritis (skotu, Burberry
stila u.c.), punktus un ornamentus. ST stila raksti valkatajam liek izskatities komunikablam,
elegantam un ietur€tam. Regulari raksti asoci€jas ar kartibu un uzticamibu, turpreti haotiski
Zim&jumi tieSi pret€ji — rada vieglpratigu iespaidu, bet ilgaka laika perioda pat izraisa
nestabilitates un stresa stavokli (Truskanova, 2012).

Romantiskajam un sieviskigajam stilam izmanto ziedu rakstus, punktus, ar1 daZadus
tematiskos un abstraktos rakstus. Ziedu motivs bijis redzams audumos jau gadsimtiem ilgi, un,
var teikt, §is motivs dro$i vien ir visvairak apspé€létais un izmantotais sievieSu apgérbu modg.
Tomeér ar ziedu rakstu jablit uzmanigam, lai, neprasmigi to lietojot, nepadaritu te€lu vulgaru un
1etu. Ziedu raksta japiever§ uzmaniba ne tikai pasiem ziediem, bet arT fona krasai. Ja tela galvena
domingjosa krasa ir melna, ziedu rakstam apgerba jabiut uz neitrala fona. Pie melnam vai tum$am
biksém piestaves bliize vai tops ar ziediem uz gaiSa fona. Jaatceras, ka ziedi t€la vislabak
izskatas ka akcents, nevis pamatraksts. Protams, eksisté arT izp€mumi — piemé&ram, ziedu rakstu
kleitas. Lai arT augstas modes skat€s likumi neeksisté, un redzam, ka drosmigi tiek kombinéti
dazadu motivu raksti, ikdienas apgérba tomer iesaka aprobezoties ar vienu rakstu. Ja sejas
vaibstu linijas ir tievas un izsmalcinatas, jaizvélas maigi, plistosi Zzim&jumi ar krasu parejam un
dazadam detalam, bet, ja sejas linijas ir taisnas un skaidras, jadod priekSroka ziedu
kombinacijam ar abstrakciju vai grafiku (ITpuGnmkaem BecHy: IIBETOYHBIH MPUHT B OICKIE,
2014).

Punktu raksts, ja pareizi izmantots, piestav jebkura tipa sievietei. Piemé&ram, smalki punkti
uz tumsa fona un vid&ja izme@ra punkti uz jebkada fona pieméroti jebkuram tipam — gan gados
vecakam, gan pilnigakam. Lielaka izmé&ra punkti uz jebkada fona piestav jaunam un slaidam
sievieteém (Kak BbIOpaTh npuHTHI U (pakTypy TKaHU K juiy, 2010).
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Svitru raksts ir viens no pateicigakajiem, ar ka palidzibu var vizuali korigét figtiru. Svitru
veidi atrodami neskaitamas veidos. Divkrasu svitras piemérotas ka biznesa videi, ta ikdieniSkam
apgerbam, turpreti daudzkrasainas svitras piestavés personam, kuras grib izcelties. Platas
horizontalas svitras piedod augumam apjomu, tas ieteicamas slaidiem augumiem. Turpreti
vertikalas svitras piemérotas Isiem un apaligakiem augumiem. Diagonalas svitras piedod t€lam
dinamiskumu un izteiksmigumu — tas piemérotas gandriz visiem augumu tipiem, seviski lielo
izm@éru 1paSniecém, jo liek tam izskatities slaidakam (I'eomerpuyeckue MNPUHTHL IOIOCKA.
Yactp 2: Buabl U npuMeHeHue, 2014).

Ratis, Iidzigi ka punkti un svitras, piemérojamas visiem figiru tipiem. Mazas un vidgja
izméra ir universalas, bet lielaka izmé&ra labak piestavés garam un slaidam sievieteém. (Kax
BBIOpATh MPUHTHI U (DaKTypy TKaHU K Juily, 2010).

Ekstravagantas personas rakstos var atlauties izmantot dazadas ‘“nepareizibas” —
deformétas tradicionalas formas, sirealistiskus motivus, psihodé€liskus rakstus, optiskas iliizijas,
drosmigus un spilgtus krasu salikumus, provocgjosus uzrakstus u.c., tacu janem véra, ka sadi
raksti Joti nogurdina acis un var izraistt trauksmes sajutu (Truskanova, 2012).

Izveli par labu kadam konkrétam auduma rakstam var nosaciti iedalit 3 veidos:

1. Neapzinata jeb uz intuitivam sajutam balstita izvéle.

Piemérs: auduma estétiskajai vertibai netiek veltita uzmaniba vai ar1 tas izvéli cilveks
nespéj paskaidrot. Seit jaatceras ieprieks apskatitais apstaklis, ka ar $kietami neapzinatajai
izvélei var but mekl¢jamas saknes zemapzina, kas signaliz€é par personas psihologisko
noskanojumu. Sai izvélei var pieskaitit arT lozungu “man §is patik, un viss”.

2. Piespiedu izvéle.

Piemérs: tiek izvelets apgerbs ar tadu auduma rakstu, kads pieejams tirdzniecibas vieta; vai
ir finansiali atbilstoss.

3. Apzinata izvéle.

Piemérs: tiek apzinata konkréta informacija, kads raksts ir atbilstoSs savam auguma tipam,
krasu sezonas tipam, socialajam statusam u.c. faktoriem.

Neatkarigi no izvéles veida, jaatceras, ka auduma raksts konkréta valkaSanas perioda biis
tela raksturlielums, ko apkartgja sabiedriba interpretés péc sev zinamiem faktoriem.

Secinajumi

Analizgjot atSkirigus avotus, autores secinajusas, ka dazadu imidza dizaineru un stilistu
ieteikumos attieciba uz raksta méroga izmantoSanu ir zinamas pretrunas. DaZi autori (pieméram,
B. Magele) apgalvo, ka pilnigakiem cilvékiem butu jaizmanto smalkaki raksti, tacu citi
(pieméram, U. Bernatovi¢a un O. Gribova) — tie$i pret&ji — ka jaievéro “méroga princips”, kas
nosaka, ka smagngjaku formu ipaSniec€m jaizvélas lielaka izméra raksti, kas meéroga zina
nekontrastétu ar izteiksmigam auguma apris€m. Ped€jam atzinumam piekrit ar1 autores. Lai ar1
nevar nepiekrist, ka spilgti, izteiksmigi liela i1zméra raksti pievér§ uzmanibu, un uz
problematiskajam kermena zonam tos patieSam nevajadzetu izvietot, kopgjam rakstu ansamblim
pilnigaka cilvéka apgerba tomér nevajag but parak smalkam. To paSu var attiecinat uz detalam
un aksesuariem. Ja, pieméram, sievietei ir kada kermena dala, ko ta grib nomasket (nesameérigi
lielas kriitis, ausis, deguns u.c.), jaizvairas no sikam detalam t€la. Tapat janem véra, ka var
atskirties izpratne par raksta “lielumu”. Saskaroties ar pretrunigu informaciju stila ieteikumos,
priekSroka jadod variantam, kas visvairak uzruna paSu lietotaju, jo personigas preferences
harmongs ar cilvéka ieksgjo biitibu, lidz ar to ari radis valkataja psihologisko komfortu.

Autores izpétes rezultata secina:

- Jebkur$ raksts, neatkarigi no valkataja vélmes, atstas iespaidu un rosinas asociacijas,
tieSi tade] ir veérts auduma raksta izveli riipigi apsveért — atkapties no modes
diktetajiem noteikumiem reize€s, kad tie ir pretruna ar valkataja personibu, ka ari
nelauties impulsiviem pirkumiem, ja nav parliecibas, ka cilvéks sp€s “sadzivot” ar So
rakstu sava apgerba.
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- Pareiza raksta izv€le ir ne mazak bitiska ka atbilstoSa piegriezuma apgerba izvéle.
Vajag vien dazas sekundes, lai raditu iespaidu par cilvéku, auduma raksts $aja zina ir
loti “runajoss” — tas izraisa asociacijas un formé viedokli par valkataju.

- Ar raksta palidzibu var manipulét, radot vajadzigo psihologisko noskanu. Auduma
raksts nav tikai izteiksmiga modes kaprize — tam ir daudz plasaks pielietojums un
nozime. Imidza dizaineri un psihologi zina, ka grafiskas formas un krasas nav tikai
estetiski elementi, bet tie ir instrumenti, ar ko iedarbinat zemapzinas dziles.

- IzvEloties gatavu apgérbu, protams, ir ierobezotas izvéles iesp&jas, jo nakas operét
tikai ar esoSo piedavajumu, tacu, prasmigi kombingjot rakstus ar citiem elementiem
un krasam, var panakt v€lamo efektu. Bet, ka jau noskaidrots ieprieks, audumu
rakstu izv€le ir tikai dala no uzdevuma veiksmiga t€la radiSana.

- Auduma raksts ir pilnvértiga modes t€la sastavdala, kam dazkart tiek pieversts
nepelniti maz uzmanibas. Ja cilveéks sava te€la nekontrolés auduma rakstu, tad raksts
runas pats par sevi, tadél ir labak, ja zinam principus, kas mis padara pievilcigakus
un harmoniskakus.

Auduma raksts ir pilnvertiga modes t€la sastavdala, kam dazkart tiek pieversts nepelniti

maz uzmanibas. Ja cilveéks sava t€la nekontrolés auduma rakstu, tad raksts runas pats par sevi,
tade] ir labak, ja zinam principus, kas miis padara pievilcigakus un harmoniskakus.

Summary

In the result of the research, the author concludes that any type of textile print will leave an effect on the
image and will create associations. That is why it is worth thinking carefully, before choosing a print. It might be
necessary to step away from modern fashion rules when they are opposite to wearer’s personality, as well as not
give in to impulsive shopping, if the wearer is not completely sure he or she will be able to “live” with that type of
print. Choosing the right type of textile print for your wardrobe is as important as choosing the right type of the cut.
It only takes couple of seconds to create the first impression and textile print plays a big role in that — it creates
associations and forms an opinion about the wearer. With the right type of print a person can manipulate, by creating
a specific psychological mood. A textile print is not just greedy fashion need — it has much bigger usage and
meaning. Image designers and psychologists know that graphical forms and colours are not only ecstatic elements,
but also tools to awaken a personal consciousness. By choosing an already made product, of course, the options for
the consumer are limited, but by successfully combining textile prints with different elements and colours it is
possible to achieve the desired look. Of course, as concluded before, textile prints are only one part of creating a
successful personal image.

By analysing several sources, the author concluded, that different designer and stylist suggestions for the use
of textile print are a bit contradictory. Some say that portly people should use small textile prints, while other say the
exact opposite — people with these body types should stick to the principle of measure, which means that larger
women should choose larger textile prints that do not create contrast on their portly body types. Author’s
observation shows that the last statement is more true. Though you cannot disagree, that bright, expressive, large
textile prints attract attention and they should not be wore on problematic zones, the overall colour ansamble
shouldn’t be too small on a fuller body type person. The same can be said about details and accessories. If, for
instance, a woman has a body part that she wants to hide (large breasts, ears, nose etc.), small details in the image
should be avoided. Also it should be noted that the understanding of “how large” textile prints are may differ for
each person. If faced with contradictory information about the style, priority should be given to own personal
reference because that will create a harmonious essence as well as create a psychological comfort to the wearer.

The textile print is an important part of a fashion image which sometimes does not get the attention it needs.
If a person does not pay attention to the print in its image, the print speaks for itself. That is why, it is better to know
the principles that make us more attractive and harmonious.
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Abstract. The situation in modern education has new demands for university students. To be competitive in
labor market nowadays professional knowledge is not enough, students have to develop personality that as far as
possible indicates individuality and creative potential. Creativity relates to the ability to perceive the different,
readiness for innovation, creative worldview. In order to achieve this target, pedagogical conditions that ensure
creativity and motivates for creative world perception are necessary. Pedagogical conditions that foster creativity
level: the organization of productive student work and informative - communicative technologies.

Keywords: creativity, innovation, garment designing and modeling, portfolio.

Berynienne

«KpeaTuBHOCTh B MOHATUWHOM T0JI€ KATETOPUU «TBOPUYECTBO)» 3aHUMAET MECTO OJIHOU W3
OCHOBHBIX COCTABJISIONINX TBOPUYECKHUX CIIOCOOHOCTEH, OJIApEHHOCTH JIMYHOCTH, JIEKUT B OCHOBE
dbopMupyIOIUXCS  CHEIUANBHBIX  CHOCOOHOCTeW JMYHOCTH. I[lo MHEHHI0O HEKOTOPBIX
TICUXOJIOTOB, HET CMbICIA BBIACIATH Kakue-THOo crenu@uieckue CrocoOHOCTH JTUYHOCTH,
MOCKOJIBKY OHH SIBIISIFOTCS MPOSIBJICHUEM €€ KPEaTUBHOCTH B TOH cepe AesITeNbHOCTH, KOTOPOi
3annMmaetcs denoek» (LlIy6osuu, 2009). HacTo roBOpsAT, 4TO KPEaTHBHOCTh — CIIOCOOHOCTH K
TBOPYECTBY, HO TOT/Ia HAJO T0OABIATh, YTO ATO CIIOCOOHOCTH K 0COO0MY MpeoOpa3zoBaTeIbHOMY
TBOPYECTBY, LIEJICHAIIPaBICHHOMY Ha pe3yjbTaT (Ha CO3/laHue HOBOT'O, KaK IPUMeEp).

Heab pa6oThl, METOABI M MOAXOABI

Llenb: n3yueHne KpeaTuBHOCTH, pa3paboTKa crocoO0B ee pa3BUTH B paMKax MpoQpHIbHON
JUCIUIUIMHBL B TporpamMme OakanaBpuaTa Ui MOBBIIIEHHS KOHKYPEHTHOM CHOCOOHOCTH U
ajanTanuy OakalaBpOB I€Jarorudyeckoro oOpa3oBaHMs B YCIOBUSAX HHHOBAIIMOHHOTO MYyTH
pa3BUTHS 00pa30BaHUS.

MeToapl e1arornyeckoro UCCleA0BaHus: O0IIeTeOpeTuIeckue — aHanu3 (Gpuiocopckoi,
MICUXOJIOTHYECKON M MeAarornyeckoi JUTepaTyphl, U3ydyeHUE U 000OIIEHUE MeJarorniyeckoro
OTIbITAa U HAYYHO-METOAMUYECKON JIUTEPATYpPHI MO MpobIeMe UcCaeI0BaHus, TOCTPOCHHE TUIIOTE3,
[IeIarOTMYECKOe MOJIEIMPOBAHUE; AMIIMPHUUECKUE — AHKETHPOBAaHHUE, TECTHpPOBAaHUE, Oecena,
HaOJroZleHne,  JMarHOCTUKAa  ypPOBHS  KPEaTUBHOCTH, IEJarorM4ecKuil  HKCIEPUMEHT;
CTaTHUCTUYECKUE — OINpEJEJICHHE JIOCTOBEPHOCTH COBMAJACHUM M pa3IMuuil XapaKTEpUCTHK
KpEaTUBHOCTH, NOATBEPKIACHHBIE METOAAMH MaTEMaTHUYECKON CTATUCTUKH.
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OcHoBHAA 4YaCTh

[IepBBIM MEAArOrHYECKUM YCIOBUEM SIBIISIETCS OpPTaHU3ALMs POTYKTUBHOM 1E€ATEIbHOCTH
CTYAICHTOB, B TIPOIIeCcCE KOTOPOM (hOPMUPYETCSI TBOPUECKUI MIPOTYKT.

B cBsa3u ¢ 3TUM HEoOXOAMMO aJanTUPOBATh PECYpPCHBIM MOAXOJA IMPH OpPraHU3AlMH
IPOAYKTUBHOM JEATENIBHOCTH, KOTOPBIM UCXOIUT U3 KOHLENIMN TBOPUYECKOI'O Pa3BUTHUS, TEOPUU
pemieHust u3zoOperarenbckux 3amad, wHaye TPU3 (I'. C. Anprmymnep, M. C. ladurynus,
b. JI. 3notun, H. H. Xomenko u np.) (Tepexoma, 2014). «IIpoayKTUBHOCTb AEATEIBLHOCTU
yuamuxcs Ha ocHoBe TPU3 oTpakeHna, mpexae BCEro, B CTPATETUAX PabOTHI ¢ MPOOIEMOI.
[IpoGiiema B maHHOM ciy4ae sBIsieTCS (OPMON MPOTYKTHBHOW JEATEIHHOCTH CYyOBEKTOB
obpazoBarenbHOro mnporecca. K Bugam npobdiiem cyobekToB TPH3-00pa3oBaHusi OTHOCST BUIBI
JeSITeIbHOCTH, HAIIPaBJICHHBIE HA MOJyYeHHE IPOAYKTa MO3HAHUSA, CO3aHus, IPeoOpa30BaHus,
UCIIOJIb30BaHUsI B HOBOM KauecTBe OOBEKTOB, CUTYalluH, SIBJICHUN, pecypcoB JuuHOCTH. OHU
MOTYT OBITh TaKXXe IMPEJCTaBICHBl KOMIUIEKCOM HCCIIEIOBATENILCKUX, H300pETaTeNbCKUX,
KpeaTHBHBIX, MHHOBAIIMOHHBIX Tpobinem» (Tepexora, 2014). «Opranuzanusi NpOAYKTUBHOMN
nestenibHOCTH cyobekToB TPH3-00pazoBanus obecrieunBaeT LUKI JIEATENbHOCTH: 1) co3gaHue
npoOiieMHOTO TMoyisi 00pa3oBaTENbHOTO Ipollecca; 2) OCBOCHHE HWHCTPYMEHTOB palOTHI ¢
npobiieMamu; 3) opraHuszanus mnporecca peueHus; 4) opraHusanus 3KCIEepTU3bl MOITYYEHHOTO
pelieHus; 5) BHeApEeHHE pelleHus 6) ompeaeneHue MalbHEHIINX TMEepCleKTHB padoThl ¢
npobiemoity. <...> «Kpurepuum NOpPOAYKTHUBHOCTH  OTPAXKAIOT  IMpOLECCyalbHbIE U
pe3yNbTaTUBHBIE  XapaKTEPUCTHKU:  KOJIMYECTBEHHBbIE  (MHOTOBAPUAHTHOCTH  CHOCOOOB
M300paxKeHusi, MoadOpa aHAJIOTHi, OPUTHHAIBHBIX OTBETOB, ONpEICICHHUS (PYHKIMA H Jp.),
KaueCTBEHHbIC (HOBHM3HA, OPUTMHAIBHOCTh, WJCAIBHOCTh, YOEIUTEIbHOCTh, T'YMAHHOCTD,
MCIIOJIb30BaHKUE METOA0B TBOopUecTBa U Ap.)» (Tepexosa, 2014).

Huctunnuna «KoHCTpynpoBaHHe M MOAETUPOBAHUE OJEKAbD» COJACPKUT B ceOe BB
JeSITeIbHOCTH, KOTOpBIE MPUYUCIAIOTCA K BHAaM Tpobiem cyOobektoB TPU3-o0pasoBanus.
[TpoexkTupoBaHre KOHCTPYKIIMHM MOJIEIEH 01K bl SBISETCSI OCHOBHOM MPOOJIEMOI 1 OCHOBHBIM
IIPOJIYKTOM JIESITEIIBHOCTH KOHCTPYKTOPOB-MOJEIIBEPOB B IBEHHOM oTpaciu. Mcxons us storo,
B Kypce o0pa3oBaTeiabHOM IUCHUIUIMHBI «KOHCTpyHMpOBaHME M MOJIETHPOBAHUE OJEHKIbI»
JTAIOTCSI OCHOBBI JUIsl pellIeHUs po0ieM U 3aad JaHHOW MPOAYKTUBHOM 1€ATEIbHOCTH.

Copnepxanre o0Opa3oBaHMs B JAUCLUIUIMHE MOJPAa3yMEBAET OBJIAJCHHE CIELUATbHBIMU
3HAHUSIMM W HaBbIKAaMH IPOEKTHPOBIIMKOB KOHCTPYKLHUH MOJIENEH ONEXKAbl C LENbI0
oOecrieyeHns cBOOO/ABI B BBIOOpPE KOHCTPYKTMBHOI'O pELICHHS B MPOCKTUPYEMOM MOENH,
OCBOEHUSI COBPEMEHHBIX U MEPCIEKTUBHBIX METOJOB MMPOESKTUPOBAHMS OBl pa3HOOOPa3HBIX
dbopM CUITYPTOB, MOKPOEB, MOJEJIeH B COOTBETCTBUM C OCHOBAaMHM KOMIIO3MIIMH KOCTIOMA,
HaIpaBJIEHUEM MO/Ibl, CBOMCTBAMM MaTEPHUAJIOB, YCIOBUSIMHU ITPOU3BOJICTBA.

[TpobnemHbIM mONIEM AMCHUIUIMHBI «KOHCTpyHpOBaHHE W MOAEIMPOBAHUE OICKABD B
paMKax OpraHu3aluy MPOJYKTHUBHOW JAEATEIbHOCTU MpeIlaraeTcs CUUTaTh MOCTPOCHHUE JeKall
KOHCTPYKIIUU oOJexkabl. MHCcTpyMeHTaMu paboThl C JaHHBIMU MpoOJeMaMu TpPaTUuIMOHHO
BBICTYNAIOT KaHUEISIPCKUE MPUHAJIEKHOCTH Ul CO3JaHMs 4YepTeX el M HEemocpeaCTBEHHO
3HaHMS O METOJAaX IOCTPOEHUS M MOJACIUPOBAHUSA KOHCTPYKUMH onexapl. C MOMOLIbIO
MHCTPYMEHTOB Ha YepTeKe CTYJCHTAaMH BBIIOJHAIOTCS KOHCTPYKTHUBHBIE IIOCTPOCHHUS B
COOTBETCTBUM C JAHHBIMH O OyayIlieil KOHCTPYKIIMH, MTOJTYYEHHBIMH ITyTEM U3MEpEeHUs: PUrypsl
yeJioBeKa M pacyeTa o ¢popMyisiaM ¢ Y4ETOM aHTPONOMETpUUYECKUX ToueK. OJJHAKO MOCTPOECHUE
JeKasl elle TeCHO CBsi3aHO ¢ oOpa3oM Oyaymiel Mojenu, B Ipolecce KOHCTPYHMPOBAHHUS U
MOJIETTUPOBAHUS OJIEXK bl CTYJI€HTaM HEOOXOAUMO MPUHUMATh IPOEKTHBIE PEIICHUs, CO3JaHHbIE
B «OIEPALMOHHOM TIOJIe» BOOOpPaXEHHS M KPEaTUBHOTO MBIIIICHUS, U1 (OPMHPOBAHUS
TBOPYECKOTO MpoayKTa. OT MPOEKTHBIX PEHIeHUI 3aBUCUT OKOHYATENbHBIM BUJ KOHCTPYKLIHU
wii Mozenu B nenoM. CrenoBarenbHO, B MPOLECCE CO3JaHMsSI TBOPUYECKOTO MPOJyKTa OyJer
AaKTUBHU3MPOBATHCS MPEoOpa3oBaTENbHBIA MPOLECC M MO Mepe MPOAYKTUBHOM NeATEIbHOCTH
MOBBIIATHCSI YPOBEHb KpPEaTMBHOCTU. Bo3Bpamiasch K OpraHu3allid JaHHOW JEATEIbHOCTH,

CTOUT 100aBUTHh OCOOCHHOCTH IPUMEHEHUS PECYPCHOTO TTOIX0/1a.
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«... Teopus pecypcoB B TPU3-o0pa3oBanuu mpencraBieHa CISAYIONIMME MOJI0XKECHUSIMU:
(opMHpOBaHHE HABBIKOB MCIIOJIb30BaHUS PECYpPCOB IIPU pPEIIEHUMM TBOPYECKHUX 3a/ad;
OBJIQJICHUE CTPATErusMHU MO3HAHUS, MPEOOpPa30BaHU, UCIIONb30BAaHU, CO3/aHUS PECYPCOB IS
JOCTHKEHMS LICJIM, OCO3HAHMSA HAKOIUICHHOI'O OINbITA, OCO3HAHHWE BHJIOB JIMYHBIX DPECYPCOB;
OLICHKA JIMYHBIX PECYPCOB II0 CTEIIEHU I'OTOBHOCTH, HAJIUYMS, YHUBEPCATIbHOCTH, JOCTYIIHOCTH,
c(OPMHPOBAHHOCTH U JIp.; YIIPaBJIEHHE PECypCaMu; TOCTPOEHUE UHIUBUYyaIbHONH TPAaeKTOPUHU
pasButusa. <...> IIpuMeHeHHME pecypCcHOr0 IOAXOAAa IPH OPraHU3alUd MPOAYKTHUBHOMN
nesrenbHocTH cyobekToB TPU3-00pa3zoBanus obecnieunBaeT COIrNIACOBAHHOCTh (DOPMUPOBAHMS
coJepkaHusl 00pa3oBaHusl, NPUMEHEHNE MHCTPYMEHTOB Ui paboThl ¢ MpoOiIeMaMu, pa3BUTHE
JMYHOCTHBIX Ka4eCTB, HEOOXOMUMBIX JUIst paboThI ¢ mpobiemoii» (Tepexosa, 2014: 106).

YuuteiBass 0COOEHHOCTH PECYpCHOTO TMOAXOJa K OpraHu3alMyd  MPOTYyKTUBHOM
JeSITEIbHOCTH M HE BBIXOZS 32 paMKH pabodel mporpaMmbl JUCLMILIMHBL, pEAIaracTcs BBECTU
yuyeObHoe MOpT(OINO, B KOTOPOM OTPA3UTCS MPOAYKTHUBHAS JESATEIBHOCTh CTYICHTA, €ro
TBOPYECKUH MPOJYKT. Y4yeOHOe MOPTHOIMO ¢ TEMATUYECKHM COAEP)KaHUEM JIOJKHO COCTOSIThH
U3 y4yeOHOrO M TBOPYECKOTrO 3aJaHus. YueOHoe 3amaHue OyJeT MojapasyMeBaTh HAJIHUUE
CTaHJApTHBIX ITOMCKOBO-aHAJIMTUYECKUX 337ay, MPOEKTHBIX 3a7ady, M Y4eOHBIX 3ajad.
TBopueckoe 3ajaHue JJOJDKHO TMOApa3yMeBaTh (OPMUpPOBAHHE MPOOJIEMHON CHUTYallHH,
TpeOyrolIei OT CTyeHTa OPUTMHAIBHOIO paszperieHus. Mcxoas u3 31oro, NpuBeaeM MpUMEPHI
3a/1a4 ¥ 3aJIaHHM.

CranjapTHble OMCKOBO-aHAJIMTUYECKUE 3aJjaud: pacCMOTPETh OCOOEHHOCTH KOCTIOMa B
BbIODAaHHOM HCTOPUYECKOM IE€PUOJE Pa3BUTHS OJEKIbI, IMPOAHATU3UPOBATH XapaKTEpPHbIE
0COOEHHOCTH TOTO BPEMEHHM OTPA3MBIIMXCS Ha OfEXKJe nepuojia (MpeicTaBlIeHus YyeloBeKa o0
yCTpPOMCTBE MUpPA; TKAHH, LIBET, ODHAMEHT, OT/EJIKU; KOCTIOM, IIPUYECKa, TOJIOBHOU yOOp, 00YBb;
MYXCKOW KOCTIOM; >KEHCKUIl KOCTIOM; OCOOEHHOCTH BOEHHOIO KOCTIOMa U T. 1I.), O(hOPMHUTbH
AQHAJIMTUYECKUI MaTepUall B BUAE HCTOPUYECKOM CIIPABKHU O MEPUOJE.

ITpoexTHbIE 3a1aun: CIENaTh ICKU3bI OCHOBHBIX 3JIEMEHTOB, a TAK)XKE PYKAaBOB, BBITAYEK,
BOPOTHHUKOB, MaHKETOB KOCTIOMa CBOET0 UCTOPUUYECKOIO IIEPUOAA.

VYuebHble 3a7a4yM: MOCTPOUTh KOHCTPYKLMHU MOSCHBIX, IUICUYEBBIX W3JENUI, pPyKaBOB,
BOPOTHUKOB, MaH>KE€TOB; PACCMOTPETh U MPOAHAIM3UPOBATH METOJUKU OOYUEHMSI IIKOJIbHUKOB
npreMaM KOHCTPYUPOBAHHS U MOJIEIMPOBAHUS O/EXK bl (aHAIM3 HIKOJIBHOM Mporpammsl 5, 6, 7
KJ1ace).

TBOpuUeckoe 3aaHue: CAENIAaTh ICKU3bl COBPEMEHHOM OJEK/bI HA OCHOBE KOCTIOMA CBOETO
UCTOPUYECKOI0 MEpuoJa; BBHIOpAaTh HAWIYYIIMA BapUaHT M HAa OCHOBE JaHHOTO 3CKH3a
IIOCTPOUTH JIEKaja KOHCTPYKIIMM COBPEMEHHOU OEK/bI.

BoinonHATh 3aaHus ClieayeT MO3TallHO Ha MPOTSHKEHUH Yy4eOHOTro Kypca IUCHUILUIMHBI
«KoHcTpynpoBaHue M MOJENIMPOBAHHME OJESXKIb» B COOTBETCTBHM C €€ pa3lellaMH B paMKax
paboueil mporpammbl. YueOHOe NOpPT(HOINO IOIKHO cHOpMHpPOBATH Yy CTYIAEHTAa CTPAaTETHIO
paboTbl ¢ MPOOJEMHBIM TIOJIEM JUCLHUIUIMHBL, MOBBICUTh YPOBEHb KPEATUBHOCTH 3a CYET
OpraHM3aly MPOJYKTUBHON JIEATENbHOCTH, B MpOIECCe KOTOPOH (OpMUPYETCS TBOPUYECKUMN
IIPOJYKT.

[anee npennaraercst pacCMOTPETh BTOPOE MEAATOIMYECKOE YCIOBUE MOBBIIICHUS YPOBHS
KPEaTUBHOCTH, KOTOPOE 3aKJIHOYAETCs] B UCMOIb30BAHUN MH(POPMALMOHHO-KOMMYHUKAITUOHHON
texHojgorun (MKT) c¢ unenpio cTUMyIMpOBaHUS aKTHUBHOCTU BOOOpaK€HUS U Ppa3BUTHUSA
KpEaTUBHOTO MBIIUIEHUS CTYAeHTOB. [l nucuuruinebl «KoHCTpynpoBaHUue U MOJEIMPOBAHUE
OJICKIBI» HEOOXOAUMO UCIONB30BaTh MpobiaemHo-opueHTupoBannoe WKT, T1o ecthb
HanpaBJIeHHbIE HA pELIeHHE MNpo0JeM NPOEKTUPOBIIMKA KOHCTPYKLIHMU MOJAETECH OJIeXKIbl.
Takumu UKT sBasiorcs cucreMbl aBToMatusupoBaHHoro mnpoektupoBanus (CAIIP) onmexabl
mBerHoi otpaciu (Knouxo, 2009).

CAIIP opexnpl sBIsSETCS COBPEMEHHBIM HHCTPYMEHTOM paboThl C mpoliemamu
MPOEKTUPOBIIMKOB KOHCTPYKIMI Mozenen oaexbl. OcHoBHas uenb CAIIP mBeliHol oTpacinu
3TO YHPOCTUTH (popMalibHbIE TOCTPOEHHUS JIeKaj, MPEIOCTaBUB KOHCTPYKTOPY-MOJEIbEPY
Oonbllle BpeMEHM s KpPEaTUBHOCTH, TaK Kak TpeOyercs dYacTo NpeoOpa3oBBIBATH
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IPOCTPAHCTBEHHBIH 00pa3 Oynaymied Moaenu OAeKAbl. 3a MPOSKTHPOBIIUKOM OCTAETCs
BHECEHUE NMPOEKTHBIX PELICHUH B CUCTEMY Ha OCHOBE CBOMX NMpPO()ECCHOHAIBHBIX HABBIKOB, a
TaK)Ke yIpaBJIEHUE [TPOLIECCOM ITOCTPOCHHUSI JIEKAT KOHCTPYKIIMM OAEHKIbI.

IIpu wu3ydenun guctMIUIMHBL «KOHCTpyMpOBaHME W MOJAEIMPOBAHUE  OACIKIBDY
HEO00XOUMO MPAKTUYECKOE O3HAKOMIIEHUE CTYAEHTOB C JocTynHbIMU nojacuctemamu CAIIPO,
¢ UX (QYHKIUSAMH B IIpoliecce co3aHus 0a30BOl KOHCTPYKLMU OCHOBBI MOSICHOTO M3JEIHs O[T
PYKOBOACTBOM Impenoaasarens. @PopMupoBaHME NpPEJICTaBICHUW O @porpaMMe U €€
BO3MOXKHOCTSIX B TEOPETUYECKOM M NPAKTUYECKOM CMBICIE JOJKHO aKTUBU3MPOBATh IPOLECC
KpPEaTUBHOCTU HAa OCHOBE BOCHPUATHS HOBBIX 00pa3oB M MOHATHH, coxepxkamuxcs B CAITP
«KomTeHe», a Takke CO3HATEIbHBIX JEHCTBUH CyOBEKTa, BBIINOJHSIONIEIO BHYTPEHHUE U
BHEIIIHUE MpeodpazoBaHus B mporecce ocBoeHus ¢pynkuuid noacucrem CAITPO npu co3panuu
0a30BbIX KOHCTpyKiuid. Mcxomss m3 aToro, ydeOHble 3amauu c ucnonb3oBanuem CAIIP
«KoMmTeHe» MOryT 3BydaTh CIEAYIOMIMM 00pa3oM: 1) OCBOUTH MpPHUEMBI MOCTPOSHHS] OCHOBHBIX
JJIEMEHTOB KOHCTPYKLUU Jiekall B noxacucremax «llocrpoenne nexan», «KoHcTpympoBaHue u
MOJICJIUPOBAHUEY»;  2) OCBOUTH  CIIOCOOBI ~ BHECEHMSI  «IIPOEKTHBIX  PEIICHUH» B
ABTOMATU3UPOBAHHBIE IIPOLIECCHl C LEIbI0 MOJEIUPOBAHUSA XOJa IIOCTPOEHUS U OCBOCHHUE
cnoco6oB MozenupoBanus B nojacuctemax CAIIPO; 3) ocBOUTh MOJCUCTEMBI «PACKIAIKAY.

[Tpu BeimonmHenun ydeOHbIX 3amay B CAIIP «KomTeHC» pekoMeHIyeTcsl TakkKe CTPOUTh
0a30Bble KOHCTPYKIMM OCHOB IUIEUEBOIO M3JENUs, pPYKaBOB, BOPOTHUKOB B paMKax
IOPOAYKTUBHOM JEATENILHOCTH, (POPMUPYSI CTPATEruio pereHust mpodieM MpH HUCHOJIb30BAHUU
npobsieMHo-opueHTrpoBaHHON UKT. D10 10KHO OTpa3suThCs HAa YPOBHE 3HAHUM CTY/IEHTA, YTO
IpPUBEJET K BO3HUKHOBEHHMIO HEOOXOIMMOCTH HCIOJB30BATH CUCTEMY aBTOMATH3MPOBAHHOIO
IPOCKTHPOBAHUS OJICXK/IbI Kak HanOosee 3(h(HheKTUBHOE CPEICTBO TOCTHIKEHHUS LI B IIpoIiecce
CO3aHHS HHIUBUAYAIBHOIO TBOPYECKOTO NIPOIYKTA.

Takum 00pa3oM, OCTaeTCsi PACKPBITh €HIe OJHO TEJAarorn4eckoe YCJIOBHE TOBBIIICHHS
YPOBHSI KPEaTUBHOCTH OyIylmMX OakalaBpOB, TO €CTh MCIIOJIb30BaHHE B 00pa30BaTEIbHOM
IIPOLIECCE PA3JIMYHBIX METOJIOB HANpPABJIEHHBIX HAa WHAMBHUIyanu3auuio mnpouecca. [lpu
OpraHu3aly HPOAYKTHBHOM JESITEIbHOCTH TaKMMU METOJAaMH MOTYT OBITh: CO3/JaHue
BapHaTUBHOCTU TE€M MOPTQOINO A BIOOpa MHIMBUIYaIbHOW TPAEKTOPUM PA3BUTHUS TEMBI B
COOTBETCTBUM C HWHTEPECOM OO0YyYarollerocs; MpeloCcTaBIeHUe BO3MOXHOCTH CO3/1aBaTh
VHAUBUAYaJIbHBII TBOPYECKUH MPOIYKT (co3/1aBaTh 0a30Bble KOHCTPYKIIMH OJIEXKIbI Ha CBOM
pasmep, JAenaTh 3CKHU3bl COBPEMEHHOM OAEXIbl C MHAMBUAYaJIbHO BBIOPAHHOM KOMOHMHalUeEi
AIIEMEHTOB, KOTOpPbIE CTYAEGHT BBLIENSET B HCTOPUYECKOM NEPUOAE); BO3MOKHOCTH
(dbopMHpOBaHUS WHAWBUAYAIILHOTO WHHOBALMOHHOTO B3IJIs/1a JJIi OPUTMHAIBHOTO pa3pelIeHus
npo0JIEMHON CUTYallUH.

JUis KOHTpOJISL MPOAYKTHUBHOM JESITEIbHOCTH B TpeOOBaHMS K TBOPYECKOMY 3aJJaHMIO
JIOJIKHBI BXOJIUTh MPE3EHTALUs TBOPUECKOIO MPOAYKTA U 3allliTa OPUTMHAIBHOTO pa3pellieHus
npoOJIeMHOM CUTyaIuH.

BriBoabl

Taxum 006pa3zoMm, NMeAaroruuecKue yCIoBUs JOJDKHBI CIOCOOCTBOBATH MOBBIIIEHUIO YPOBHS
KpeaTUBHOCTH Oyayummx OakajaBpoB Iegarormyeckoro otpazoBanus. llpu stom Oymymumit
OakanmaBp  MeJarornyeckoro  oOpa3oBaHMs B pe3yiabTare  M3y4YeHHUS  JIUCHUIUIMHBI
«KoHcTpynpoBaHue U MOJIEIMpPOBAHUE OACKIBD», KPOME YyKa3aHHBIX B paboueil mporpamme
3HAaHUM, YMEHUHN U HaBBIKOB, JIOJKEH:

- 3HATh: MPHEMbl BOOOPAKEHUS; OCHOBHBIE MBICIUTEIbHBIE ONEpAlUi MOHATUHHOTO

MBILLUICHHUS;

- YMETB: CO37aBaTh JCHCTBEHHBIN TBOPYECKUN MPOAYKT, OPUTUHAIBHBIN, aKTyaIbHbII
U CBOEBPEMEHHBIH, ¢ A(PQPEKTOM HOBHM3HBI WJIM HECTAHAAPTHOCTH; IOJIb30BATHCS
COBpPEMEHHOM MpoOIeMHO-OpUEHTUPOBAHHON HH()OPMALIMOHHO-KOMMYHHUKAIITMOHHOM
TEXHOJIOTMEM WM HOBILIECTBOM, KOTOPO€ BBOAUTCS B JUCLUIUIMHY; BUICTHb

npoOaemMy npodecCHOHATBHOM NeITeTbHOCTH;
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- BJIAJICTh CTPATETUSAMHU I10 PEIICHUIO MPo0IeM IpoecCHOHATBHOM e TETbHOCTH.

Summary

Creativity is the ability to innovate, however, it is important to add that it is purposeful and result-oriented
(create the new as the model). Aim of the article: to research creativity, its development techniques for professional
bachelor programs, in order to increase students' competitiveness and adaptation to the innovative development of
education.

Pedagogical research methods: General theoretical methods - analysis of literature related to the topic of
philosophy, pedagogy and psychology; research of teaching experience and scientific methodological literature,
hypothesis development and pedagogical modeling; Empirical — questionnaires, discussion, observation;
Statistical — obtaining and validating creativity characterizers using mathematical statistical methods.

Pedagogical condition: student's productive activity that results in development of an innovative product.
Resource approach by organizing productive activity is necessary; it results from creative development concept and
creative theories (Terehova, 2014).

Program Clothing design and modeling contains all types of activities that meet conditions of innovation
theory. Model design construction is the fundamental problem and the product of constructor-designer’s
performance. Therefore, during this course students learn the basics of problemsolving that is a task of productive /
fruitful activity.

The curriculum provides acquisition of expertise and skills required for clothing model construction
designers, in order to generate constructive solution choices to the developed model without any limitations, to
provide learning opportunities of modern clothing designing methods, to review different silhouette, cut and
clothing composition theory models, fashion direction, material properties and manufacturing conditions.

In a productive activity students develop a pattern, adopting certain project decisions that affect final
outcome of the design or model. Student also solves the questions of access to resources, the ability to use the
resources available in creative way, strategic planning, provision of resources necessary, the use of experience,
management of resources, creation of individual development path. To facilitate this, it is intended to introduce a
learning portfolio, which indicates a productive student activity and a creative result. Learning portfolio provides for
a thematic content, including training and creative tasks.

Learning tasks are standard search-analytical tasks. Learning task example — characteristics of clothing in a
selected period of fashion history. The result - an analytical overview of the period.

Creative tasks are problematic situation solution that provides an original approach. Example — to develop a
modern fashion clothing sketches based on the review of historical period.

Creation of learning portfolio to improve students' problem-solving strategy, increase the level of creativity,
resulting in a developed creative outcome / product.

The second pedagogical condition is the use of ICT in order to develop creative thinking, imagination.
Problem solving-oriented use of ICT is focused on the challenges in clothing model construction related to clothing
design automation (Klocko, 2009).

It is a modern clothing designer working tool. Designer implements solutions provided in the system, based
on their professional knowledge. It is an acquisition of new concept and operations. (for example, CAD Comtense).
Curriculum tasks: acquiring basic elements of action techniques in subsystems ,,Pattern creation”, ,,Construction and
modeling”; ,,Design solution” implementation methods; the acquisition of subsystems. CAD is an efficient means of
achieving individual, creative product development.

Another pedagogical condition is usage of different methods that are aimed at developing the process of
individualization. While organizing productive activities these methods are: portfolio theme content variations to
display individuality related to the student's interests, new product development (individually selected model
element combination), an innovative problem solving perspective.

At the end of the creative task is the product presentation.

Pedagogical condition improves creativity of prospective pedagogy bachelor graduates. Acquiring the course
Garment designing and modeling, together with skills and abilities indicated in the study program students also:

Know — imagination methods, conceptual thinking basic principles.

Avre able to — build effective and creative products that are original, topical and modern, with the novelty and
using non-standard approach; Use modern problem-oriented ICT; Distinguish the problem of professional activity;
Manage professional or problem-solving strategies.

Kopsavilkums. Misdienu izglitibas situdcija ir jaunas prasibas augstskolu studentiem. Lai varétu konkurét
darba tirgu, nepietiek tikai ar profesionalajam zinasanam. Studentiem ir japilnveido individualitate un radosais
potencials. Radosums ir saistits ar spéju uztvert atskirigo, ar gatavibu radit inovaciju un uztvert pasauli radosi. Lai
sasniegtu So mérki, ir nepiecieSami pedagogiskie nosacijumi, kas nodrosina radoSumu un motivé radosai pasaules
uztverei. Tadeéjadi raksta mérkis ir pétit kreativitati, izstradat tas attistibas iespéjas studentiem profilejoso
pedagogijas bakalaura programmu ietvara.
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GEOMETRISKU FORMU KONSTRUKCIJAS
TRANSFORMEJAMA SIEVIESU APGERBA

Geometric shape construction in women’s transforming clothing design

Zelma Kackane
Rézeknes Tehnologiju akadémija, e-pasts: zelma.kackane@inbox.lv

Abstract. Aim of the article — to analyze a geometric shape construction and transforming opportunities in
women clothing design.

This article studies and explains the Latgale national costume and modern high fashion applied the
geometrical shape of women's clothing designs. Latvian national costumes are very important and nationally
unique cultural heritage and they are divided into archaeological and ethnographic folk costumes. Nowadays, the
fashion industry is a global industry that has the effect of the clothing and every season changing trends. It is used
in a variety of shapes, occasionally repetitive fashion, or has become classics. The study shows that Latgale folk
costume construction mainly consists of a rectangular geometric shapes and high fashion is used in similar design
collection development.

Latgale folk costume design consists of a rectangular geometric shapes where the fabric is made directly for
the intended product, creating a 100% material utilization. As time has passed by national costume of the basic
design has remained, but has evolved development methods and more user-friendly technology that facilitates
product manufacturing and usage. Fashion designers create a certain time and place topical seasonal clothing
patterns. There is a tendency to return to a more permissive cuts and drops in order to feel comfortable in any
situation with an emphasis on garments function just as the ancestors of Latgale.

Keywords: Clothing pattern, Latgale ethnographic national costume, Latgale archaeological national
costume, fashion design, transforming clothing, geometric shape construction, women’s clothing design.

levads

Apgerba utilitara funkcija ir saglabat cilvéka organisma darba sp&ju un komforta sajiitu.
Visa apgerba daudzveidibu un attistibu nosaka geografiska vide, cilveku darba raksturs,
sabiedriskas attiecibas, valkataju grupas nacionala, etniska kultira un citas iezimes.

Modes dizaineri izstrada musdienu apgérbu kolekcijas, balstoties uz kultiiras mantojuma
izp&ti un pielietojot miisdienu tehnologiju sasniegumus un analizjot patérétaja dzivesveidu.

Tautas te€rpi ir loti nozimiga un nacionali savdabiga kultiiras mantojuma sastavdala. Tajos
atainojas sarezgitie véstures procesi, gimenes attiecibas, nodarbosanas, tradicijas, tautas dailrade.
LatvieSu tautas teérpus iedala arheologiskajos un etnografiskajos tautas térpos (Grasmane, 2002).

Par arheologiskajiem t€rpiem un rotam ir uzskatami atradumi, kas ir iegtiti arheologiskajos
izrakumos apbedijuma vietas (kapu laukos) un rekonstruéti. Arheologiskie t€rpi attiecinami uz
7.-13. gs., kad Latvijas teritoriju apdzivoja baltu ciltis (latgali, kur$i, zemgali, s€li) un somugri —
libiesi. Latvijas austrumu dala atrodas Latgales regions, kas iedalas Ziemellatgales (Abrenes,
Balvu un Vilakas apripkis) un Dienvidlatgales novada (Daugavpils, Ludzas un R&zeknes
aprinkis).

Etnografiskie terpi ir attiecinami uz 18. un 19. gs. Materiali par tiem savakti ekspedicijas.
Etnografisko térpu izpétes un atdarinaSanas galvenais avots ir Latvijas vEstures muzeja kratuves
(Grasmane, 2002).

Latgales tautas terps ir veidojies kultiru saskarsmju mijiedarbibas rezultata. Neraugoties
uz daudzajam ietekme&m, kas veidojusas Latgales lauzu materialo kultiiru un apzinu, un uz lielo
cittautieSu klatbutni Latgal€ $aja novada ir saglabajusies izteiksmiga etnografiska specifika.

Lidz 19. gs. vidum lielaka apgerbu dala bija roku darbs. Sakoties 20.gs., ar jaunu
tehnologiju attistibu, uzplauka riipnieciska razosana, sekmé&jot masveida razoSanu un produktu
izplatiSanu (Major, 2016). Misdienu straujais dzives ritms ir radijis nepiecieSamibu pé&c
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transform€jamiem un daudzfunkcionaliem produktiem un apgérbiem, kas spétu atvieglot
ikdienas nepiecieSamibas. Petjjuma merkis: salidzinoSi analizét Latgales tautas te€rpa un
miusdienu modes apgerba geometrisko formu konstrukcijas un transformaciju iesp&jas. Pétijuma
metodes: teorétiskas — literattiras, avotu un interneta resursu izpéte; analogu analize.

Latgales tautas terpa konstrukcijas

Feodalisma naturalas saimniecibas apstaklos sievietes paSas majas darinaja apgérbu no
savas saimnieciba iegiitas vilnas un liniem. Feodala sadrumstalotiba un norobezotiba, ka ari
dzimtzemnieku piesaistiSana muizas novadam, veicinaja t€rpu lokalo variantu jeb, ta saucamo,
novadu savdabigo veidojumu rasanos (Grasmane, 2002).

Audumus péc darinasanas veida 7.-13. gs. iedala pinumos, jostveida (celaines un audenes)
un auzamo stavos autajos audumos. Audumu iegiitie izmeri no stavstellém bija ierobezoti. Katra
gimene apgerbu gatavoja savam vajadzibam, darba iemanam un pap€mieniem, kas pargaja no
paaudzes paaudzg, veidojot darba tradicijas (Zarina, 1970). Stavstell€s iegiitajiem audumiem bija
taisnstiira formas, kas radija vienkarSas un racionalas, auduma izmantoSanas veidam atbilstoSas,
piegriezuma konstrukcijas apgérbu izgatavoSana.

12.-13. gs. tirdzniecibas un kultiiras sakari sekmgja jaunu, progresivaku darba riku un
panemienu ievieSanu. Horizontalie auSanas stavi laika gaita aizvien pilnveidojas, ka ari
atviegloja auSanu un nodroS$inaja ausanai plasakas tehniskas iespgjas (Zarina, 1970).

Krekls. Tunikas veida krekli, audums uz pleciem nav pargriezts. Nemot véra audumu
izgatavoSanas tehnologijas, krekli tika izgatavoti no taisnstiira formas auduma gabaliem. Katra
krekla sastavdala tika austa atseviSki. Lielaka izméra krekla stava dala sastav&ja no diviem
auduma gabaliem, veidojot Suvi krekla vidi. Krekliem raksturigas Sauras atlokamas apkakles.
Dienvidlatgales kreklu uzple¢i ir Saurakie Latvija, tikai 1-2 cm, dazkart vél Sauraki. (skat.
1. att.).

1. attéls. Preilu pagasta krekla shémas.
(Seno latgaju apgérbs 7.-13. gs., 1970).

Brunci. 7.-13. gs bijusi izplatiti nesiiti brunc¢i no viena auduma gabala, kas ka sens bruncu
veids vél saglabajies ari 17.-18. gs. zemnieCu apgerba. 12.-13. gs. paraléli bija satopami ari $ati
brunci no vairakiem taisniem auduma gabaliem. Ap vidukli tos satur&ja josta (Zarina, 1970).

Bruncu garums sniedzas no jostas vietas 11dz kaju kauliniem vai drusku augstak. No 18. gs.
brunci tika suti krokas. Krokas lika cie$i vienu otrai blakus, viena virziena visapkart brunéiem.
(Kanups, 1939). Brun¢i tika $ati samera kupli, izmantojot 2.5-3 m auduma. Ritainos bruncus
Suva no Cetriem auduma gabaliem — poliem.

Burnas ir garaki svarki, virsdrébes. Sani no paduses uz leju slipinati, kas rada trapeces
veida siluetu. Vienrindas pogajums (Bandere, Zingite, 2003).

Prieksauti. Taisnstiira audums, kur§ vidukli tika aizlikts aiz jostas. Velak tika piestiprinata
papildus lenta vai josta. ArT tika $iiti no diviem audekla platumiem.

Plecu segas. Villaine, sagsa un snatene ir iegarens Cetrsturveida apgérba gabals. To sedza,
lai aizsargatos pret augstumu un lai greznotos (Zarina, 1970). Snatenes darinatas taisnstiirainas —
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no viena auduma platuma vai kvadratveida — no diviem auduma platumiem. 7.-13. gs villaines
bija vienkarsakas, tas sedza aukstaka laika pari snatenei vai sagSai. Vélak villaine kluva par
Latgales goda terpa raksturigdko sastavdalu un tika bagatigi rotata. Latgales villaines nav
amatnieku darinajums, ikkatra no tam apliecina savu variantu un darinatajas rokrakstu. Villainu
platuma un garuma attieciba ir 1:2.

Galvas sega. Jaunavu galvas rota ir vainagi, kas tika pagatavoti no platas drébes sloksnes.
Sievu galvas rotai piedergja vairaki gabali. Visizplatitakais no tiem bija galvas auts, kas bija
gars, balts un dvielim Iidzigs. Otra galvu rota ir parpieris, kas ir audekla sloksne plaukstas
platuma, ko sas€ja kopa ar auklinu pakausa dala. To nevalkaja vienu paSu (Kanups, 1939).
Lakati ir sievu un meitu ikdienas galvas segas, kas bija samera lieli un sasiiti no diviem auduma
platumiem.

Cepure tika izgatavota no taisnstirveida auduma. Galvas virspus€ parlokot uz pusém un
aizmugurg sasujot, izveidojas kvadrata formas cepure. ApakSmala savelkama ar auklinu. Ziemas
cepure tika piegriezta no Cetriem gabaliem, tai ir kupolveida forma.

Jostas. Garums ir atkarigs no cilvéka auguma. Vidgji velku garums 3-3.5 m un platums 3-
5.5cm.

Tautas terps ka goda apgerbs pilna komplekta Latgalg tika valkats Iidz 19. gs. 70. gadiem,
taCu atseviski ta sastavdalas lietotas Iidz 20. gs. vidum.

Kulturas apmaina liela nozime bija Latgal€ raksturigai pelna ieSanai, kad 19. gs. 2. pusé
pilsétas attistijas rupnieciba un pieauga pieprasijums péc darbaspeka. Pelna gajéji ne tikai
parveda majas cita pusé iegadatos apgérba gabalus, bet sveSuma redz&éto atdarindja ari sava
apgerba. Lidz ar to klast saprotama liela dazadiba gan apgérba terminologija, gan formas, kas
varié pat viena pagasta robezas.

Misdienas kultiiras apmaina notiek ar dazadiem sakaru starpniecibas veidiem. Ar vien
popularaki klast interneta veikali, kur ir iesp&jams iegadaties apgérbu no dazadakam pasaules
valstim, radot dazadu kultiiru un etniskas piederibas sajaukumus.

2016. gada modes tendences

Miisdienas modes nozare ir pasaules méroga industrija, ko ietekmé apgerbu un aksesuaru
ik sezonas mainigas tendences. Popularako dizaineru sezonas kolekcijas tiek demonstrétas
modes skatés Parizé, Nujorka un Londona. Radot ,,haute couture” jeb ,,augsto modi”, ,,ready to
wear” jeb ,,gatavs vilkSanai” kolekcijas.

2016. gada modé ir veérojamas dazadu geometrisko formu pielietojums apgérba
konstrukcijas. Mgételi ir ,,Oversize” stila no eleganta komforta lidz sieviSkigai bezripibai.
Taisnstira formas mételim, uzliekot jostu, tiek radita smilSu pulkstena silueta forma, dodot
iespeju meteli pielagot dazadakiem stiliem un vari€t auguma siluetus. Tiras linijas. Aské&tisks
piegriezums. Neiestradata aizdare dot iesp&ju variét ar aksesuariem. Kolekciju zimoli - Celine
and Chloe, Chanel, Delpozo.

20. gs. 60. gadu mode ar trapeces veida piegriezumu (A — siluets), brivi kritosas un isu
piedurknu kleitas un mételi. BikSkostimi — ,,unisex” plata piegriezuma, neizcelot auguma siluetu.
ASV subkultiira — hipiji, kurus raksturo brivi plivojosas kleitas bez ieSuvém. Minikleitas —
viduklis tiek mazak izcelts, veidojot taisnas linijas ar nelieliem izlieckumiem. (Kristiana, 2014).

Modg ienak platas jakas Iidz jostas vietai, kas ir taisnas formas bez ieSuvém vai ar
paplasinajumu lejasdala. Ka arT - taisna piegriezuma svarki, bikses un Sorti ar paaugstinatu jostas
vietu. Josta izcel vidukli un veido riSas un smilSu pulkstena siluetu. Izmantojot taisnstiira formas
atloku, kas novietojas zemak par plecu liniju, tiek atkailinati pleci, vai ar tiek izveidots
trisstiirveida piegriezums. Taisna kakla Iinija rada striktu liniju un vizuali paplasina plecus un
pagarina kaklu. Kolekciju zimoli ir Prabal Gurung, Giambattista Valli, Jason Wu, Givenchy,
Adeam, Derek.

Aktuala ir pidzamu un apaksvelu t€éma: kreklu kleitas uz lencitém, bliizes, kimono, tunikas,
kas ir brivi plivojoSas un no gaisiga materiala. Kolekciju zimoli - Givenchy, Dior, Balenciaga,
Calvin Klein.
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Viriesu krekla ,,Oksforda” stila tunikas, bliizes, svarki un pat bikses tiek veidoti taisna
silueta piegriezuma (Delfi, 2016).

Volani, frills un rusas apgérba, kuras tiek veidotas no taisnstiira vai trapeces auduma
gabaliem, liecina par spanijas motiviem apgérba. Popularas ir korsetes ar geometrisku augsejo
malu. Kolekciju zimoli ir Proenza Schouler, Diane von Furstenberg, Michael Kors, Oscar de la
Renta.

Kleitas ir maksimali garas ar augstu apkakli. Tiek izmantoti dazadi materiali, atSkirigas
brivuma uzlaides, saglab3jot taisnstira siluetu. Kolekciju zimoli ir Phillip Lim, Zac Pozen,
Proenza Shouler (Lady Mail.Ru, 2016).

Baleta tému piesaka daudzslanu svarki, dekorativie elementi tiek raditi no taisnsttra

formas audumiem, mainot audumu platumus un izvietojumu uz terpa. Kolekciju zimoli ir
Valentino, Balenciaga, Alexander McQueen, Dries Van Noten, Chanel.

Par 90. gadu modi liecina piegulosi, taisni un paplasinati isie topi ar un bez dekorativiem
elementiem, kombinezoni ar paplasinatam bikSu staram un taisnu vidukla silueta piegriezumu,
kur vidukli izcel ar jostas palidzibu. Kolekciju zimoli ir Each X Other, Chloe, Koche, Kenzo,
Nina Ricci (Najarian, 2015).

Modes tendences ir plasa spektra, kas liecina par dazado modes virzienu pieprasijumu.
Geometrisku formu konstrukcijas tiek izmantotas dazadu stilu apgérbu izveide. Tiek izmantotas
daudzveidigas formas, kas ik pa laitkam modg atkartojas vai arT ir kluvusas par klasiku.

Katrai vietai, pilsétai un valstij ir savas apgerbu iezimes, kas ir vésturiski saglabajusas,
radot tradicijas un vertibas. Musdienas modes dizaineri aiznemas vésturisko teérpu, aksesuaru un
ta t€la elementus, radot noteiktam laikmetam un cilvéku dzivesveidam piemé&rotakos modes
virzienus un stilus (skat. 1. tab.).

1. tabula

Misdienu apgérbu konstrukciju lidzibas ar Latgales tautas térpu

1.Svarku konstrukcija. Nesuti svarki no viena taisnstiirveida auduma gabala, ko satur josta viduklr.
Arheologiskaja térpa jostu liek uz auduma, bet vélakajos laikos un miusdienas josta tiek pieStta pie
auduma.
Issa, 2016. Rekonstruéts arheologiskais tautas térps.
(http://www.vogue.com/fashion-shows/spring-2016- (http://baltava.blogspot.com/p/blog-page.html).
ready-to-wear/issa).
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smilSu pulkstena siluetu.

2.8varku konstrukcija. Taisnstlrveida auduma gabals, kas ir salikts ieloc€s, iezimgjot vidukli un radot

Elie Saab, 2016.
(http://www.fashionisers.com/fashion-news/elie-saab-
resort-2016-collection/).

Etnografiskais tautasterps.
(https://www.pinterest.com/pin/19780660860925824)

pulkstena siluetu.

3.Krekla konstrukcija. Tunikas veida krekls ar aizdari priekSpusé. Taisns siluets. Vienlaidu
piegriezums bez Suve@m vidukli. Taisnas, garas piedurknes. Josta izcel vidukli un rada smilSu

Philip Lim, 2016.
(http://beainabonnet.com/nyfw-ss-2016-report).

Rekonstruéts arheologiskais krekls.
(http://baltava.blogspot.com/p/blog-page.html).

ielocém aproces dala un aizdari.

4.Krekla konstrukcija. Tunikveida krekls veido taisnu siluetu. Stavapkakle ar aizdari priekSpusé
etnografiskajam kreklam, bet aizdari mugurpusé miisdienu kreklam. Taisnas, garas piedurknes ar

Baum und Pferdgarten, 2016.
(http://www.vogue.com/fashion-shows/ openhagen-
spring-2016/baum-und-pferdgarten).
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Latgales etnogrdfiska krekla konstrukcija.
(Bandere, V.; Zingite, 1. (2003).Latviesu tautas terpi 3
Zemgale, Augszeme, Latgale. Riga:Latvijas vestures
muzejs.).
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5.Plecu segas / apmetna I villaines konstrukcija. Taisnstira formas audums. Aizdare / stiprindgjums
augSmala.

Tony Ward, 2016.
(http://www.weddinginspirasi.com/2015/07/27/tony-
ward-fall-winter-2015-2016-couture-collection/).

T autastér[;a rekonstrukcija - villaine.
(http://www.originali.lv/images/produkti/__rai__0s%
2008%20059.jpg).

Misdienas apgerbu konstrukcijas ir saskatamas lidzibas ar Latgales tautas terpiem un ir
vérojams geometrisko formu pielietojums. Laikiem ejot, apgerbu konstrukcijas ir attistijusas un
tuvinajusas cilvéka siluetam, radot plistosakas linijas, saglabajot kermena silueta formas un
laujot brivi kustéties. Apgerbu konstrukcijas tiek progresivi attistitas un pielagotas musdienu
tehnologijas attistibas sasniegumiem, lai raditu jaunus, unikalus un transform&jamus térpus.

Transformaciju veidi apgérba

Sen¢i Latgalé dzivoja praktiski un tautas t€rpa sastavdalas pielietoja daudzpusigi,
pieméram, lakatus un villaines izmantoja ka segas b&rnu ietiSanai, kreklus, atkariba no
apstakliem un situacijas, nesdja vienus paSus vai ar svarkiem un priekSautu. Taisnstiira
geometrisko formu pielietojums apgérbu konstrukcijas nodroSinaja vienkarSu apgerba
transformaciju cita izstradajuma.

Jaunakas tehnologijas tiek pielagotas, lai raditu transform&jamus apgerbus, kas spétu
parsteigt un ieintrigét skatitaju. Apgérbu konstrukciju izveidé tiek izmantotas un kombin&tas
dazadas geometriskas pamatformas. Transform&jams apgérbs ir daudzfunkcionals apgerbs, kas
transformacijas iesp&jas un izmantotas tehnologijas nosaka apgérba / produkta pielietojumu
noteikta situacija. Tadgjadi apgerbu transformacijas veidi ir dazadi un daudzveidigi. Pieméram,
péc apgerba pielietosanas veida ir $ads apgerbu iedalijums:

Virsjaka — gulammaiss — telts: $3ja konstrukcija tiek pielietotas dazadas geometriskas
formas, to savienoSana tiek izmantota furnitlira, lai mainitu produkta funkciju (ADIF
(Bambenek, 2016)).

Jaka — soma — spilvens: atbilstoss ravéjslédzgju izvietojums un izmanto$ana nosaka
produkta pielietojumu (Xip3 (Dornob, 2014)).

Svarki — galds: netradicionala materiala izmantoSana apgérbu dizaina lauj radit unikalu
produktu, bet ne vienmér nodro$ina funkcionalitati (Hussein Chalayan, R/Z 2000 (Sykes, 2000)).

Kleita — krésla parvalks: apzinats taisnstiira formu un furnitiiras izvietojums konstrukcija
lauj radit produktu un apvienot divas dazadas funkcijas (Hussein Chalayan, R/Z 2000 (Sykes,
2000)).

Kokteilkleita — vakarkleita: atverot aizdari plecu dala, aug§dala slid uz leju, kur ir paslépti
garie svarki, lai tie viegli slidétu uz leju, to konstrukcija ir taisna vai nedaudz paplasinata
(Hussein Chalayan, R/Z 2013 (Howaeth, 2013)) (skat. 2. att.).
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2. attels. Kolekcijas ,, Rise ” divi vienda kleita.
(http://www.dezeen.com/2013/03/06/rise-by-hussein-chalayan/).

Apgerbam ir nonemamas, pielickamas un parveides detalas. Tada ir Kleita ar dazadam
augsdalas izveides iesp&jam. Pieméram, kleita — tops — svarki: ravéjslédzejs ir manipul&jama
furnitiira (Sebastian Errazuriz — 120 ravgjslédzi).Virsjaka — veste: no viena materiala izgatavoti
apgerbu gabali, konstrukcijas ir pakartotas viena zem otras (Multi Transforming Trench Coat
(Storets, 2016)). Un te ir attiecinama ar1 jaka jaka (NikeLab (Sanchez, 2016)).

Cits veids ir abpusgjs apgerbs, ka sir velkams uz abam pusém. Netradicionals apgerba un
to detaJu pielietojums ir, pieméram, Krekls un ta piedurknes ka lences vai ari Salle, ko var
izmantot ka topu vai svarkus.

A1l péc tehnologiju pielictojuma izSkir dazadus apgerbu veidus. Piem&ram,
pastransform&jams apgérbs, kura pielieto elektromehanismu, lai apgérbu detalas parvietotos
(Hussein Chalayan, P/V 2007 (Mower, 2006)). Ka citu pieméru var miné&t kleitu ka LED ekranu,
Kur taisnstira formas piegriezuma konstrukcija ir izvietotas LED diodes (Hussein Chalayan, R/Z
2007 (Mower, 2007)). Apgerba konstrukcija tiek iestradati lazeru stari (Hussein Chalayan, P/V
2008 (Bates, 2008)) vai tident kiisto§s materials (Hussein Chalayan, P/V 2016 (Howarth, 2015)).

Modes dizaineri pielieto radoSumu un tehnologiju sasniegumus, lai raditu transformé&jamu
apgerbu, kas rada modes skaté parsteiguma efektu. Daudzfunkcionals apgérbs sp&j nodrosinat
vienlaikus vairakas patérétaja vajadzibas, kas apgérba izmantoSanu padara intensivaku, ka
rezultata apgérba dzivibas cikls tiek izmantots pilnigak. Pat sen¢i Latgalé apzinajas materialu
vertibu, un péc apgérba nolietosanas, tas tika pielietots citur saimnieciba.

Secinajumi

Latgales tautas térpu konstrukcijas sakotngji sastavéja tikai no taisnstiira geometriskam
formam, to audums tika izgatavots tieSi paredz€tajam izstradajumam, radot 100 % materiala
izlietojumu. Laikiem ejot, tautas t€rpa pamatkonstrukcijas ir dal&ji saglabajusas un ir attistijusas
materiala un apgerba izgatavoSanas metodes, kas atviegloja izstrades procesu.

Latgales tautas t€rpa un musdienu modes analize parada daudzveidigo geometrisko formu
pielietojumu apgerbu konstrukcijas. Misdienu tendencés tiek izmantotas vésturiskas apgerbu
konstrukcijas, kas tiek pielagotas musdienu prasibam. Transformg&ams un daudzfunkcionals
apgerbs klust aizvien popularaks un pieprasitaks. Ir vérojama tendence atgriezties pie brivakiem
griezumiem un kritumiem, lai justos komfortabli jebkura situacija, liekot uzsvaru uz apgérba
funkciju, tapat ka to darija senci Latgale.

Summary

Fashion trend is a wide range that shows a variety of fashion-way request. Geometric shape construction
design is used in a variety of styles of clothing creation. It is used in a variety of shapes which are occasionally
repetitive fashion, or have become classics. Fashion designers develop modern clothing collections based on
research of cultural heritage and application of a modern technology achievements and analyzing the consumer's
lifestyle. In today's rapid life rhythm it has led to the need for the transformable and multifunctional products and
clothing that could facilitate the daily necessities. Fashion designers apply creativity and technological advances to
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create transforming clothing that can create surprise effect for fashion shows. Multifunctional clothing is able to
provide more than one of the consumer needs, which prosiest intensive use of clothing what is more friendly for
clothing life cycle. Even the ancestors of Latgale were aware of material value. After depreciation of clothing, it
was used elsewhere on the farm.

National costumes are very important and nationally unique cultural heritage. They displayed the complex
historical processes, family relations, occupation, traditions, and folk art. Latvian folk costumes are divided into
archaeological and ethnographic folk costumes (Grasmane, 2002).

The archaeological costumes and ornaments are considered findings, that were collected in archaeological
excavations of burial places (grave in rural areas) and reconstructed. Archaeological suits attributable to the 7%-13t
century when the Latvian territory was inhabited by the Baltic tribe.

Ethnographic costumes are attributable to the 18™ and 19" centuries. Information has been collected during
expeditions. Ethnographic costumes exploration and imitation is the main source of Latvian History Museum
storage (Grasmane, 2002). Cultural exchanges have played a role in Latgale ,,walking for profit”, where in the 19%
century 2" half the cities developed industry and increased demand for labour. Profit pedestrians not only brought
home another half of the purchase of garments, but also exile imitated seen in its clothing. Consequently, it becomes
understandable to a large diversity of garment terminology and forms that vary even within a single municipality.
This trend is still up to date and modern clothing is viewed and purchased in shops and online stores in Latvia and
worldwide.

Aim of the article is to analyze a geometric shape construction and transforming opportunities in women’s
clothing design.

Latgale’s folk costume design consists of a rectangular geometric shapes where the fabric is made directly to
the intended product, creating a 100 % material utilization. As time has passed by national costume of the basic
design has remained, but have evolved development methods and manufacturing techniques.

Latgale’s national costume and contemporary fashion analysis shows that the multivariate of geometrical
shapes are used for clothing design. For modern clothing design there are used historical clothing design
constructions that are adapted to modern requirements. Transformable and multipurpose clothes are becoming
increasingly popular and demanded. There is a tendency to return to a more permissive cuts and drops in order to
feel more comfortable in any situation. Placing emphasis on garments function just as the ancestors of Latgale did.
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Abstract. Visual communication design as an interdisciplinary term makes a reference to many disciplines
which have focused on communication and presentation point to transmit the messages, prepared as visuals, to
target the audience. Especially after the industrial revolution, the visual communication design phenomenon, which
in its existence is an influential field in creating consumer-wise shoppers and the visuals are increasing their power
with mass communication. Visual communication design as a sustainable phenomenon with more powerful
interaction zone, which has been differed from within the several unstable paradigm axis, from Bauhaus to present,
maintains its existence by including the aesthetic concerns in designs. Consumption culture has been created by
dwelling on the individuals’ consumption perceptions. In post-industrial societies, people aim to satisfy the needs of
their egos, by getting a hedonic benefit, rather than their material needs by means of the products they have
purchased. At this point, visual communication design as a field, being at the middle of capitalism and consumption
culture, it has been an inter-bedded phenomenon with consumption in all ages.

Keywords: graphic design, visual communicate design, consumption culture, mass culture.

Introduction

Graphic design — to be able to advertise a product or service and to convey a message
about them — is related to the fictionalization of various visual elements like typographical items
with pictures, illustration and comics in accordance with the functional aspect and data
considering the design principles. Design — regarding the service or product — could be stated as
a discipline including a process which is about transferring, announcing and advertising them to
the target audience with an appropriate media.

Graphic design products generally serve the advertising commercially and, within this
aspect, it has tracked more efficiently its change and development. It could be stated that
advertising was started in provincial newspaper and the periodicals in the midst of the eighteenth
century and so it has also enabled the improvement of the strong provincial press in 1780s. These
periods cover approximately the first sixty years of eighteenth century, it could be stated that
consumer revolution was made via advertising in order to insinuate people that they could
decorate their homes and their bodies with these products, and that they are affordable.

Signs and symbols being markedly apparent in the associated ideologies of consumption
and consumerism, as seen particularly in various forms of advertisements for consumer goods
are the key to reveal their importance in industrial societies. On that sense, graphic design could
be mentioned as being at the centre of consumption culture due to creating the ad visuals and
being a field that could manage consumption perception and culture in such industrial societies.
The consumption phenomenon enables the capitalism to be accepted by a very large population
and be applicable and respectable by using a variety of effective advertising media.

William Addison Dwiggins was the designer who defined the “graphic design” for the first
time in 1922. Graphic design, which was also a visual language before, has continued its
development with the effects of technology and has shown activity in diverse areas during the
times until evolving into graphic design. Graphic design, during the World War I, began
especially in Britain, Germany and United States’ propaganda banners and continued to exist in
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applications such as corporate identity design which was carried out for commercial purposes as
a result of industry’s significant contributions. As a consequence of the adoption of the concept
of a new industry and society, the industrial production has been addressed in terms of reaching a
larger audience.

Graphic design products could continue their existence up to the present owing to their
commercial natures as they could be used for various purposes apart from social campaigns and
projects. With its commercial structure, graphic design has begun to serve the mass production
brought by industrial period. However, in order to eliminate the unqualified brought uponthe
industrial period, William Morris’ bringing the Art and Crafts movement forward was the
beginning of a new process. The Arts and Craft movement meaning arts and handicrafts, towards
the end of the 19" century has emerged as an opposition to the artistic, moral and social
complexity of industrial revolution (Bektas, 1991: 14). In collaboration with this movement,
seeking an artistic dimension quest has begun and the industrial and technological products far
from the creativity have gradually given its way to the objects with the aesthetic content.

At the end of the 19" century, intellectual and sensitive designers, who are disturbed by the
ordinary products devoid of taste created by industrial age and aimed to reunite art and function;
they have initiated a number of formations to get standardized mass production and
consumption-oriented industrial products to be aesthetic at the same time.

In such societies with capitalist system, advertising has found its direction in accordance
with the requirements of industrial and commercial organizations and it has accordingly
progressed. Upon arriving to 1950s, mass consumption following a model that has already been
settled in United States, has begun to improve apparently with a contemporary approach in
Britain first, and then all groups of West European countries apart from the poorest (Bocock,
2005: 30). The capitalism phenomenon, which developed rapidly with the beginning of industrial
production in company with the contributions of the capitalist entrepreneurs, that has been
changing consumption habits have become the areas affected by technological developments.

Mass productions manufactured with the major contributions of the technology have come
to a place that could be reached by many people by turning it into a worldwide action. Mass
production texts, images and objects first appeared with the Industrial Revolution in 18" and 19"
century. For the first time, the masses had the option to reach the visual culture products and
more importantly to purchase them (Barnard, 2002: 148). In mass media and printing
technology, it has become inevitable to make a set of factors regarding the existence of current
issues with its dynamic structure which changes and evolves depending on the scientific,
economic and sociological advances. Since 1960s, especially in 1980s, with the development of
mass communication products, everyday life motifs began to become industrial materials
(Augun, 1992: 118). Thus the spiral which occurs between the communication and information
technology and mass communication and graphic design continued to get stronger.

The beginning of the mass communication era has provided a basis for the contemporary
graphic design at the same time. Graphic design, inspired by modern art movements, has marked
the view that also aesthetic concerns cannot be separated from the functionality in
communication since the beginning of the twentieth century. Starting from this period where the
modern art movements’ first seeds were laid, graphic design has been a main factor of mass
communication established by way of visual expression. Due to this concept of postmodernist
communication, graphic design gains the importance in terms of managing the consumption and
commercial culture.

The consumption fact, in parallel with social, cultural and economic applications makes
capitalism applicable and legitimate in the middle-class societies of 1960s. Along with the
adoption of capitalism, the idea of consumer revolution was accepted by people as a result of
them being aware of the variety of goods for the household and body decoration as well as being
able to purchase them.

In the modern era, people have eliminated the difference among social status with a post-
modern approach while they are also reflecting the difference among status on their consumption
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habits. The consumption culture which was created by the electronic mass communication tools
makes people feel the same desires, same dreams and same pleasures. Social life determined on
the basis of similarities is trying to maintain its presence by identifying the masses as a target
audience not according to the minorities or small groups’ desires (Bauman, 2003: 30). In this
standardization environment, advertisers and market researchers who hold this consumption
process of mass production have started to deal with the pleasure the consumer goods are giving
to customers rather than their objects by breaking the consumption taboos.

By the means of advertisements, and the signs and symbols used in them, the consumption
phenomenon has been ceased to be an economic process and evolved into a social and cultural
process. Even if people no longer have purchasing powers and they do not need to use the
objects they have bought further, they have started to act with the desire of having those objects.
In a consumer society, due to the fact that needs cannot be saturated, people’s desire capacity has
evolved, and desires have been refined as well as become imaginary and sophisticated as a result
of increased efficiency in contemporary industry (Odabasi, 2006: 28).

With the modern capitalism which has improved towards the end of the twentieth century,
signs and symbols have also led people to buy the goods they do not need. One of the factors
which affect and determine the individuals’ consumption behaviours and it characterizes their
social status and place in society (Celik, 2009: 5). Social status and class discrimination formed
under the modernism conditions have disappeared in the post-modern conditions. Instead of
imitating the consumption patterns and lifestyles of high society groups, the issues such as
finding the one’s own style, avoiding the pleasure, excitement, stress, boredom and being
admirable for oneself and the others are becoming the most important things in life and affecting
the consumption patterns.

In these consumer societies people no longer work harder to buy goods advertised and
when they domake a purchase, they feel that they have been rewarded and reached a new level.
Thus people are stimulated in a circle of earning by working and spending it by consuming.
According to Baudrillard, modernist and post-modernist consumers are trying to feed their
emotional desires maybe even more than their financial requirements. This is the most important
approach which is developed by Baudrillard to analyse the distinctive characteristics of modern-
postmodernist consumerism (Bocock, 2005: 83).

Mass communication have become stronger as a result of the contributions of the industry,
technology and advertising that easily reach all of the classes in a short time, bring about the
feeling of not being satisfied along with the desire of consuming all the time. Consumption —
dependent individuals must be left face to face with their needs that cannot be satisfied eternally
in this consumption culture. The conception is all by itself an economic order created by the
industrial production ideology and foresees the re-production of consumption for the
sustainability of the manufacturing (Kirdar, 2012: 71). In this economic order created with the
contributions of investors, the post-modernist consumption concept is adopted.

In this process, when functionality and being accessible gains more importance rather than
aesthetic, the roles of producers and consumers are associated with each other. Considering that
the consumption is as important as the production has an importance in terms of being a cycle
sustainable. The idea, that the consumption without production does not have any importance
and individuals are self-actualizing by consuming so that they can produce, forms the main
features of the post-modernist approach (Odabasi 2004: 42). In terms of affecting directly the
identity formation of individuals, the strong ties between advertisements and the consumption
habits cannot be denied when considering the consumer culture has shaped the role of
consumers. Advertising is an issue much more related to transmitting the message about the
products and services. The consumers, taking the metaphors and messages covering from the
advertisement alerts with a great enthusiasm, integrate them into their life in different ways
(Solomon, 2003: 29). In the consumer societies managed by adverts, it is admitted that they
bring themselves in hedonic satisfaction with their goods and belongings.
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Advertising is now taking shape only in giving information or encouragement in simple
terms and the selling is increasingly being led to the manipulation of the desires and pleasures by
means of the images related to the product or not (Harvey, 1997: 321). The advertisement
enabling not only to consume the objects but also to serve as a consumption object of the
consumers’ desires and emotions is also one of the cornerstones of post-modernist consumption
way. In consumer societies, desires and emotions are turning into a consumption object and the
good life choices are restricted. In other words, it is determined which one would be desired and
consumed much more not by individuals but by the organizations. This happens because the
consumption industry has become widespread by means of several products of culture industry
and also especially via advertising (Atiker, 1998:65).

In consumption culture and aesthetic formed by post-modernism, the individuals’ sub-
conscious and pleasure arising from consuming are the basic building blocks. Subliminal
messages used by ads and consumption habits, navigated by signs and habits, have deal with
production and consumption as a cycle and advocated that one of them cannot exist without the
other. The idea that individuals could be manipulated by controlling their desires and wishes has
been accepted in post-modern consumption.

In the process corresponding to the early 20" century and the end of 19" century, visual
communication design as a visual way of expression has constituted the main elements of mass
media. Visual communication design comprises a creative process involving the visualization of
the written and visual elements by organizing them in all digital media and on two-three
dimensional surfaces, the transmission of these elements with the various media with the aim of
transmitting the message to the predetermined audience in accordance with the strategies and
aims of marketing which is planned regarding a product, a service, an idea or an organization.

In terms of managing the perception of the consumption and its culture, visual
communication design plays a vital role. Visual communication designer who could
communicate effectively now can design the communication beyond advertising as a powerful
visual weapon, can lead the world and also can manipulate the people by controlling their
perception. It could make the world functioning more accurate and even make it a more beautiful
place; and its best side is being on the basis of the equality which could be seen and used by
everyone (Twemlow, 2011: 73). With this aspect, visual communication design is one step ahead
of graphic design supported by industry and consumption. Graphic design, which was especially
a phenomenon managing the consumption habits of people and serving the capitalism through
advertising, would be more accurate to be called as visual communication design because now it
comes into a position that leads the individuals’ awareness levels and social culture of public by
establishing an effective communication.

Visual communication shows differences in terms of being more permanent and
understandable than the other ways of communication. In the buying process, there are active
roles for both receivers and senders. The duties of designers, who are charged of communication
design, have also began to change just like the graphic design concepts. To communicate is the
main objective of the graphic designer. In order to achieve this goal in a healthy way, the
communication designers must have knowledge about the different application fields of design
principles, typography, the history of graphic communication, printing techniques, colour, paper
and graphic communication (Becer, 2005: 17). On that note, graphic design could be evaluated
as a design process associated with intellectual and aesthetic approaches affecting the public via
communication designers.

Nowadays the graphic products have a position to be able to lead the consumption culture
and people’s vital activities through the visual communication design. For example, design could
produce the answers towards the areas that could change the general views of world. This can be
clearly seen in such trends as modernism, post-modernism and deconstruction (Ambrose, 2012:
24).
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The redefinition of graphic design, accepted as a powerful communication tool, is seen
essential also by many designers as a result of the technological developments of the time and
increasing needs of visual communication in this era.

Method

The method from quantitative research patterns to literature review and the compilation of
the expert opinions was employed in this study which aims to reveal how visual communication
designs lead to the consumption culture by having a position to be accessible to all over the
world using the mass communication media via advertisement visuals and serving the trade
especially after the capitalism phenomenon. Within the scope of this study, many national and
international literature reviews are examined and they have been a guide in presenting the
results.

Overall, this study is complied with the quotations from parts of a study, titled as In the
Changing Paradigm Axis, the Reflections of Visual Communication Design on Undergraduate
and Postgraduate Education which was prepared as doctoral dissertation in the department of
Fine Arts Education in the Institute of Education Sciences at Ondokuz Mayis University.

Results and Discussion

The term of graphic design, that originated in Germany with the simple goals such as to
prepare promotional ads, has become widespread with the effect of industrialization and after it,
has continued its artistic motivations and gained a mobility. In this era where the technology and
especially mass media tools are used so effectively and widely, consumption societies are
formed and in these societies, the consumption perception can be manipulated via visual
communication design products made with the aim to direct people to buy the manufactured
products and services.In this case, the strong ties between the consumption feeling on the basis
of people’s needs and visual communication design reveals the importance of visual
communication design in terms of its sociological and economical aspects.

Especially since 1930s, visual communication design and typography has gained
importance as a means of expression developed a new vision of the world to the industrial world.
Accordingly, visual communication design education is also very important. Visual
communication designers still maintain their existence by having a larger domain in social,
politic, cultural and economic terms. Depending on all of these statements, conclusions, it could
be advocated that visual communication designers should be educated in the field of both
sociology and economy within the educational process. Thus, whichever elements designers
include in their designs, they could have an idea about their roles that they have in the country’s
economy and the consumption habits more effectively by creating an influential language for the
people.

Kopsavilkums. Vizualas komunikdacijas dizains, ka starpdisciplinars termins, attiecas Uz vairakam
disciplinam, kas ir verstas uz komunikdaciju un prezentacijam, lai parraiditu zinojumus, kas versti uz mérkauditoriju
un sagatavoti, ka vizuali materiali. It ipasi péc ripnieciskas revolicijas, vizualas komunikacijas dizaina fenomens,
kas sava pastavésanas laika ir liels speks gudru patérétaju radisand, ar vizualo reklamu palielina savu darbibas
lauku masu komunikdcijas. Vizualas komunikacijas dizains ir ka ilgtspéjiga paradiba ar vél jaudigaku darbibas
zonu, kas iekSeji atskiras no nestabilds paradigmas ass, kas no Bauhaus laikiem lidz miisdienam saglaba savu
eksistenci, iekjaujot sevi estetiska dizaina problemas. Patérina kultira ir izveidota, nemot vera individa patérina
uzskatus un paradumus. Industrialajas sabiedribas cilvéki censas apmierinat savu ego, iegiistot hedonisku labumu,
nevis censas apmierindat savas materialajas vajadzibas izmantojot produktus, ko tie ir iegadajusies. Musdienas
vizualas komunikacijas dizains ka nozare ir jau ievits fenomens starp kapitalismu un paterina kultiru visas vecuma
grupas.
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SARKANO KIEGELU ARHITEKTURAS RAKSTUROJUMS
19.GS. BEIGAS 20.GS. SAKUMA LATGALES PILSETAS

Characterization of the Architecture of red bricks from
the end of 19™" century until the beginning of the 20" century on the territory
of Latgale region
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Abstract. The term “style of bricks” often is used to name one of the formal stylistic trends of 19" century or
the beginning of 20" century which on the whole construction's background differs with its wall facades made only
from bricks. The aim of the paper is to investigate and analyze the most remarkable examples of red bricks
architecture of the end 19" century and the beginning of 20" century in Latgale region. The methods used in the
research are based on the study of scientific and publicistic sources which discover evidences in architecture of the
epoch.
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levads

Katrs laikmets ienes savas arhitektiiras un pilsétplanosanas attistibas paradigmas.
21. gadsimts ir nozimigs ar piemineklu aizsardzibu, ekologiju un energoefektivitati. Lai
nodroSinatu privatipaSuma esoSu kulttiras piemineklu saglabasanu, pieejamibu sabiedribai un
socialekonomisku izmantoSanu, nozimigadm publiskam funkcijam, butu japiever§ uzmaniba, lai
tiktu radita vide, kas ir €rta ikvienam. Starpkaru un agrinaja p&ckara perioda par arhitektiiras
pamattendenci kluva individualas dzives komforta apstaklu radiSana.

Sarkano kiegelu arhitektiras veidoSanas un tas raksturs ir sarezgits un dazadi
interpretéjams. Lai izprastu un novértétu sarkano kiegelu arhitekttiras izpausmes lomu Latvijas
arhitekttiras vésturg, ir nepiecieSams ieltikoties Latvijas pilsétu attistiba 19.-20. gadsimta.

19. gadsimta beigas un 20. gadsimta sakuma, augot pilsétam, Latvija strauji attistijas
biivnieciba. Lidz ar ripniecibas un tirdzniecibas attistibu radas nepiecieSamiba izdot jaunus
pilsétas apbiives un planojuma principus. Pilsétas veidojas ekonomiskas dzives un
administrativie centri un labiekartotu dzivojamo namu kvartali. Vienstava un divstavu apbtives
vieta paradijas daudzstavu ires nami. Pie lielajiem riipniecibas rajoniem veidojas stradnieku
nomales.

Raksta mérkis ir izpétit un analizét spilgtakos sarkano kiegelu arhitekttras paraugus 19. gs
beigas un 20. gs sakuma Latgales pilsétas. Petijuma izmantotas metodes balstas uz zinatniskas
un publicistiskas literatiiras materialu izpéti, kas atklaj attieciga laikmeta liecibas arhitektura.

Iss ieskats Latvijas arhitektiiras vesturé 19. gs. beigas un 20. gs. sakuma

19. gs. beigas un 20. gs. sakuma Latvijas teritorija turpinajas aktivs socialo parmainu un
urbanizacijas process, kas bija aizsacies jau 19. gs. vidi — Latvija atradas Krievijas imperijas
stratégiski un saimnieciski nozimiga apgabala, un attistibas temps Seit ievérojami parsniedza
vidgjo ltmeni imperija. 19. gadsimta otraja pusé strauji attistijas ripnieciba, svariga nozime bija
transporta sist€mas (it ipasi — dzelzcelu) izaugsmei, tika modernizetas lielakas ostas Ventspili un
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Liepaja, strauji paplaSinajas pilsétu apbiive, pieauga to iedzivotaju skaits. Vairaku pilsétu
planojuma izmainas veidojas, likvidgjot novecojusas fortifikaciju bives. Saja laika izversas ari
jauni stilistiski mekl&umi, aizvien biezak tika izmantotas pagatnes stilu formas. To radoSa
izmanto$ana originala kompozicionala sistéma radija eklektisma stilu. Aizsakas ari jauni telpiska
un konstruktiva risinajuma meklgjumi (Latvijas arhitektiira, b.g.).

19.gs. beigas un 20.gs. sakuma pilsétu arhitektira batiski izmainijas eklektisma
makslinieciskas kompozicijas panémieni. Eku apjomi kluva sarezgitaki, fasades plastiskakas,
piesatinataks kluva arhitektoniskais un ornamentalais dekors. Arvien spécigaka kluva pretruna
starp laikmetigu telpiski konstruktivu risinagjumu un argjo maksliniecisko noform&umu
(Zilgalvis, 2002).

Muizu eklektisma arhitektiira plasi parstavéts ta saucamais ,.kiegelu stils”. Pirmo reizi péc
viduslaikiem celtniecibas materials tika izmantots ne tikai praktiskiem, bet ari estétiskiem
mérkiem, likta lieta ta fakttra, krasa, variétas sikdalas. ,,Kiegelu stila” formas bieZi patapinatas
no gotikas stila para (Krastins, 2005). 19. gs. 70. gados celtas muizu pilis bitiba ir ari vélini
neogotikas paraugi, kuru arsienas nesedz apmetums. Pieméram, pils Priekule (1887, arh.
M. P. Ber¢i, tagad parbuvéeta) (skat. 1. att.), kungu maja Kipénos (19. gs. otra puse), u.c. Tomér
sastopami arT §T stilistiska virziena paraugi, kuru apdaré izmantoti apmetuma darinati ordera
elementi. Sados gadijumos novilkt stingru robezu starp ,kiegelu stilu” un, pieméram,
neorenesansi var tikai nosaciti. Ekas, kuru veidola ka materials un dekora elementi dominé
kiegelis, ir kungu majas Skaistkalné (péc 1894. gada, arh. M. P. Ber¢i) (skat. 2. att.), Kurmené
(19. gs. otra puse), Cirstos (1886) un citur.

1. attels. Pils Priekulé (1887), arh. M. P. Ber¢i. 2. attels. Kungu mdajas Skaistkalné (péc
(http:/lvecumnieki.lv/uploads/_bercil.jpg.jpg). 1894. gada, arh. M. P. Berci).
(http://vecumnieki.lv/uploads/ _berci2.jpg.jpg).

Muizu kungu nami tipologiska zina ir dzivojamas ¢&kas. Dzivojamo &ku celtnieciba
eklektisma perioda seviski plasi izversas pilsétas, jo tajas strauji pieauga iedzivotaju skaits.
Lielakajas pilsétas c€la daudzdzivoklu res namus. Tie liela mera nosaka pils€tu apbiives seju,
tapec 19. gadsimtu nereti dévé par fres namu laikmetu (Krasting, b.g.). Sis kas bija jauna tipa
celtnes gan sociala nozimé, gan arhitektoniski telpiska planojuma zina. Ires namiem nebija ar
makslinieciska veidola prototipu, tapéc to arhitektiirai ir visai plaSs formali stilistiskais
diapazons.

Latvijas teritorija arhitekttras attistibu partrauca Pirmais pasaules kars. Celtnieciba apsika,
kultdras un makslas dzive apstajas. Karadarbibas rezultata aizgaja boja daudzu muizu €kas un
tajas gadsimtiem ilgi uzkratas makslas vertibas.

Sarkano kiegelu arhitektura Latgalé

Latgale ir kultiirvesturisks novads Latvija. Latgales kultiiras mantojumu parstav katedrales,
baznicas, sabiedriskas €kas, pilsétu ansambli, ka arT lauku viensétas, raksturigds apdzivotas
vietas un kultirainavas. Latgales kulttiras tradicijas — valoda, tautasdziesmas, dejas, amatnieciba
(ipaSi podnieciba) veido nozimigu Latvijas nacionalas kultiiras dalu, piemé&ram, Aglonas
bazilika — viens no lielakajiem Baltijas katolicisma centriem, kas katru gadu pulcé daudzus
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tukstosus svétcelnieku, un sava zina ta uzskatama par Latvijas garigo un religisko centru.
Latgales kultiiras mantojuma saraksta ir ieklauti vairak neka 600 dazadi objekti: pilis, muizu
ansambli, baznicas, zemnieku s&tas, pilsétu teritorijas. Gandriz puse no tiem ir nacionalas
nozimes pieminekli.

Latgal@ ir saglabajusies arT daudzi veci muizu un parku kompleksi, kas dibinati vel 18. un
19. gadsimta. Sakot ar 19.gs. otro treSdalu, aizvien jiutamak iezimé&jas noteiktas izmainas
sabiedribas sociali ekonomiskaja attistiba un atbilstosi tai arT kultiiras un makslas dzive (Latvijas
pérles, b.g.) Gandriz visu Latvijas lielako pils€tu centralo dalu apbiuives struktiira izveidojas tiesi
19. gs. otraja pus€, un ta laika bivmakslas pieminekli galvenokart ar1 nosaka So pilsétu vides
raksturu, to arhitektoniski maksliniecisko seju.

un makslu fakultate, Saules iela 1/3. pirma korpusa éka, Liela Darza iela 60/62.
Foto: J. Keivisa. (http://img.fotoblog.Iv/688/932/715.jpg).

Pé&tot sarkano kiegelu celtnes, tiek skatitas Latgales lielakas pilsétas — Daugavpils, Rézekne
un Jekabpils. Ka zinams, senlaiku sarkano kiegelu €kas ir viena no Daugavpils arhitektiiras
raksturigakajam pazimém, ta ir vértiba, kas ir jasaglaba. Sarkano kiegelu ¢kas Daugavpilij ir
raksturigas kop$ 19. gadsimta, kad tapa pilsétas vesturiskais centrs. Sarkano kiegelu ¢&kas
redzams viens no eklektisma paveidiem, taCu ne visas var attiecinat tieSi uz eklektismu
(Baranovska, b.g.). Blivniecibas tradicijas var iedalit divos posmos — vesturiskaja un peckara. Pie
vesturiskajam pieder daudzas &kas, tostarp, Daugavpils domes &ka K. Valdemara iela,
Psihoneirologiska slimnica, Polu valsts gimnazija u.c. Viens no spilgtakajiem eklektisma
paraugiem ir €ka Saules iela 1/3, kura nesen atradas Daugavpils Universitates Miizikas un
makslu fakultate (skat. 3. att.). Sis ekas fasadei ir bagatiga sarkano kiegelu plastika, taisnas un
liektas dzegas, starpdzegas, arkas un konsoles. Saja &ka, kuru agrak sauca par LivSica namu,
atradas pirma telefona centrale Daugavpili, no 1921. gada — Skolotaju institts. Daugavpili un
Latvija “sarkano kiegelu stils”, kluva aktuals ap 1907. gadu, kad kiegeli saka izmantot ne tikai
biivmaterialu, bet ari ka dekorativu elementu. Ap to laiku Griva darbojas kiegelu ceplis, kuram
mali tikusi piegadati no Kalkiines (Jonane, 2009). Sarkano kiegelu stila kopéji bija izcilie
arhitekti Makss Pauls Ber¢i, Reinholds Smélings, Vilhelms Bokslafs un Vilhelms Neimanis, kurs
19. gs beigas vairakus gadus bijis arT Daugavpils galvenais arhitekts. Vins$ ir autors vairakam
kiegelu stila €kam Daugavpili, tostarp Psihoneirologiskajai slimnicai (skat. 4. att.). Daudzas
€kas no sarkanajiem kiegeliem buvétas péc Otra pasaules kara, balstoties uz pirmskara
tradicijam. Sarkano kiegelu stils izmantots rGpniecibas €ku un noliktavu buvnieciba. 20. gs.
piecdesmitajos gados tapusas pedéjas sarkano kiegelu €kas, vélak jau sekoja padomju laika
arhitektura.

Daugavpils apbiivé sastopamas neparasti daudz sarkano kiegelu stila éku. Ugunsdzéséju
depo — (skat. 5. att.), kas joprojam funkcion& ugunsdzes€ju vajadzibam, ka to bija paredzgjusi ta
laika arhitekti.
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5. attéls. Daugavpils ugunsdzéséju depo, 6. attéels. Daugavpils, Polu valsts gimnazijas
Rigas iela 1/3. Foto: J. Keivisa. eka, Varsavas iela 2. Foto: J. Keivisa.

2014. gada nogalé Daugavpils domei ar Polijas valdibas atbalstu izdevas atjaunot Polu
valsts gimnazijas €ku (skat. 6. att.). V. Smerteva atradusi arhiva zinas, ka vél pagajusa gadsimta
divdesmitajos gados tur atradusies Sifera fabrika. P&c Otra pasaules kara €ka darbojas
10. vidusskola, bet 90. gadu sakuma tur izveidojusies J. Pilsudska Polu vidusskolu, kas
2008. gada ieguvusi Polu valsts gimnazijas statusu. Fotografija iemiizinats rekonstruétas Polu
valsts gimnazijas fasades fragments.

7. attels. Daugavpils, Skrosu riipnica, 8. attels. Daugavpils, Latgales Transporta un
Varsavas iela 28. Foto: J. Keivisa. sakaru tehniska skola, Varsavas iela 11.
Foto: J. Keivisa.

Daugavpils skroSu riipnica ir sporta un medibu municijas raZo$anas uznémums. Riipnica
ir celta 1886. gada. Ta ir vairakkart parbiivéta un paplasinata — 1911. gada tika uzcelts unikalais
sarkano kiegelu tornis (skat. 7. att.), kurs tiek izmantots arT miisdienas — tas ir vienigais joprojam
stradajosais svina lieSanas tornis Eiropa. Jau no paSiem pirmsakumiem ripnica galvenais
razoSanas virziens ir bijis svina apstrade — no ta izgatavoja skrotis, plombas, loksnes. Padomju
laika Daugavpils skrosu riipnica bija viens no lielakajiem riipniecibas uznémumiem Daugavpili.

Vel viens sarkanas arhitektiiras paraugs ir ebreju skolas €ka, kura tika celta 1901. gada, bet
miusdienas to parp€musi cita izglitibas iestade — Latgales Transporta un sakaru tehniska skola
(skat. 8. att.).

lGliG 1(9 :
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9. attels. Daugavpils domes éka, 10. attels. Daugavpils, Valsts Bankas éka.
Valdemara iela 1. Foto: J. Keivisa. Gimnazijas ield 12. Foto: J. Keivisa.

Daugavpils domes €ka (skat. 9. att.) sakotngji tika celta ka garnizona klubs, kur cara
armijas virsnieku atpltas pasakumos piedalijies ar1 dzejnieks Andrejs Pumpurs ar kundzi.
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Latvijas Republikas laika €ka darbojas pilsétas valde, padomju laika — partijas komiteja, bet
atjaunotaja Latvijas valsti €kas saimniece atkal ir Daugavpils paSvaldiba.

Valsts Bankas eka (skat. 10. att.) celta 19. gadsimta beigas. Bankas fasade bagatigi rotata
ar klasicisma un renesanses stilam raksturigam detalam. Uzcelta bankas vajadzibam, un vairak
neka 100 gadus ilgaja vesture tur visas varas vienmér skaittjusas un glabajusas naudu. Diemzgl
drosibas apsvérumu dé] apmeklétajiem liegta iekStelpu apskate, lai gan pasreiz€jie darbinieku
kabineti joprojam ir rotati ar grezniem interjeriem, kurus €kas Tpasnieks saglabajis neskartus
(Sarkanais stils Daugavpili, b.g.).

Ne mazak veértiga Jekabpils pilséta ir sarkano kiegelu mira €ku arhitektiira, kurai pieskirts
tikai vietgja rakstura arhitekttiras pieminekla statuss. Tas buvnieciba notiek 19. gs. beigas un
20. gs. sakuma, kad Jekabpils ietverta Krievijas impérijas Vitebskas gubernas apgabala. Sis
celtniecibas stils 1idz mums nonaca, pateicoties vairakam sakrittbam (Kalnina, 2009). 19. gs.
vidil historisma stila ietekm& Vacija radas arhitektiiras virziens (Hannoveres skola), kas saskatija
neapmestu kiegeli arhitektiira ka racionalu un laikmetigu biivmaterialu. Tas padarija arhitektiiru
ekonomiskaku. Racionalisms atrada atsaucibu ari Krievijas vadoSo arhitektu uzskatos, jo
neapmestais kiegelis bija izturigs misu klimatiskajos apstaklos. Eiropa tika izdoti paraugalbumi
arhitektiras mezglu risinagjumiem (Luk$&vica, 2014). Latvijas teritorija kiegelu arhitektiira kluva
par valsts finansétas jeb ,krona” arhitektiiras sastavdalu. To veicindja ari Krievijas biivniecibas
likums. Reiz€ ar jauno arhitektiiras virzienu uzplaukuma perioda Jekabpils miesta pieaug
nepiecieSamiba péc dzivokliem, Tres namiem. Ta Rigas iela $aja laika tika uzbuveti vairak neka
20 nami, parsvara divu stavu (skat. 11.att. un 12. att.), kas lidz miisdienam dazi saglabajas
nemainiga stavokli, bet dazi saglabajusies dalgji.

11. attels. Jekabpils, Bijusa Krustpils ebreju skola, 12. attéls. Jekabpils, Dzivojama mdja, Rigas
Rigas iela. (https://upload.wikimedia.org.jpg). iela. (https://upload.wikimedia.org.jpg).

Sakotngji pils€tas ielas atradas tikai nelieli koka namini, bet 19. gadsimta vidi ielas saka
paradities pirmie kiegelu nami, bet gadsimta beigas daudzi bagatie jekabpiliesi buveja kiegelu
majas, 1pasi eklektisma stila (Luks€vica, 2014). 1865. gada ielas tika brugétas. 1878. gada
notikuma 20. gadsimta sakuma nami Brivibas iela un Pasta icla, Tpasi laukuma tuvuma tika
uzcelti no jauna vai parbuveti. Kiegelu arhitekttira Jekabpils pilséta ir ipasa un neatkartojama
visas Latvijas konteksta.

Apbtivei Jekabpilt raksturiga vienota ielas fronte, atSkiriba no lielakam pilsétam, kur
veidojas veseli kvartali. Sarkano kiegelu eku buivniecibas laiks faktiski parverta nelielo tirgotaju
koka €ku miestu par pils€tinu ar divstavu mira apbuvi (Zeps, 2012). Jekabpili 18. gadsimta
beigas izveidojas bliva apbiive gar pilsétas ielam. Brivibas iela ir viena no centralajam,
senakajam un garakajam ielam Jekabpils pilséta, kas atrodas Daugavas kreisaja krasta,
vésturiskaja Jekabpili. Iela ir saglabajusi dalu no senas apbuves, kuras €kas ir celtas 19. gadsimta
70. gados (skat. 13. att. un 14. att.).
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13. attels. Jekabpils, Bijusas Jekabmiesta 14. attels. Jekabpils, 1870. gados biuvétie
sievieSu gimnazijas iréeta éka, Brivibas ield nami, Brivibas iela.

229. (https://upload.wikimedia.org.jpg). (https://upload.wikimedia.org_iela.jpg).

19. gadsimta dzivojamo &ku ansamblis Brivibas iela ir viens no Jekabpils pils€tas
kultiirvesturiskajiem objektiem, kas ietver dzivojamo &ku ansambla celtnes no 178. lidz
184. namam. Dzivojamo €ku ansamblis ir eklektisma stila kiegelu €kas. Garenbiives €kas ar
vismaz diviem logiem un durvim garensiena orientétas pret ielu ar galiem, kuros atrodas divi
logi. Pagalms atrodas starp divam dzivojamam majam, tapec parasti viena no €kas garensienam,
kas iziet uz kaimina pagalmu, ir biivéta bez logiem (Zeps, 2012).

Paslaik dzivojamo eku ansambla €kas 182/184 atrodas viesnica un krogs ,,Hercogs Jekabs”
(skat. 15. att.).

— 'g,

15. attéls. Jekabpzls viesnica ,,Hercogs 16. attels. Jekabpils, Jekabpils Valsts

Jeékabs” Brivibas iela 182 gimnazijas veca galvena éka.
(http://galerija.celotajs.lv/g/a.jpg). (https://upload.wikimedia.org.jpg).

Sarkano kiegelu arhitektiiras paraugs ir ari JEkabmiesta sievieSu gimnazija (skat. 16. att.),
kuru nodibinaja 1911. gada pilsétas miertiesnesa meita Klaudija Martinovna Karp. Tesakuma
skolai savu telpu nebija, tapéc tika Trétas divas €kas — sarkano kiegelu maju uz tagadgjas Brivibas
un Zalas ielas stiira (skat. 13. att.) un namu uz Zalas un Pasta ielu stiira dienvidu pus€. P&c skolas
nodibinasanas Klaudijas jaunkundzi driz apprecgja bagatais ripnieks un dzirnavu ipasnieks Less,
kurs ka kazu davanu savai sievai uzbuivéja skolas vajadzibam lielu divstavu korpusu — sarkanu
kiegelu €ku (paslaik Jekabpils Valsts gimnazijas veca galvena €ka). Skolas €ka tika uzbivéta
viena gada laika uz smilSaina liela laukuma, uz kura pirms tam bija notikusSi gadatirgi
(Lukseévica, 2014).

Petot sarkano kiegelu arhitektiiru Latgales teritorija, jamin R&zeknes pilséta, kuras
pilsétbiivnieciskas attistibas vesturé loti skaidri jitama organiska pecteciba un konsekvence
pienemto risinagjumu Tstenosana. 19. gs. radita pilsétas planojuma struktiira tas centralaja dala
saglabajusies 11dz miisdienam bez butiskam izmainam. 19.-20. gadsimta mija tapa raksturigas
biives no sarkanajiem kiegeliem (Rancane, 2001).
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17. attels. Rezekne, Latgales iela. 18. attels. Rézekne, Ergla aptieka, Latgales
Foto: D. Klavins. iela 41. Foto: D. K/avins.

Latgales iela ir viena no senakajam ielam Rézekné (skat. 17. att.). Lai gan ta ir vien 847 m
gara, tomér ta ir viena no noslogotakajam pilsétas ielam. Latgales iela dalgji saglabajusies
pilsétai raksturiga 19. gadsimta beigu apbiive, kur €kam raksturigas Vitebskas baroka iezimes.

Daudzas 20. gadsimta sakuma izdotajas atklatn€s redzama brugéta icla ar vienstavu un
divstavu namiem abas pus€s, daudzam boditém un amatnieku darbnicam, kas izraibinatas ar
neskaitamam izkartném (Suseja, 2015). Lidz musdienam cauri kara postam ir saglabajusas
vairakas pagajusa gadsimta sakuma sarkano kiegelu &kas.

19. attéls. Rezekne, nams Atbrivosanas aleja 92. Foto. J. Keivisa.

Latgales iela atrodas vairakas €kas — valsts un vietjas nozimes arhitektiiras pieminekli.
Darzu ielas krustpunkta atrodas viena no senakajam ekam pilséta — Ergla aptieka ar savu 1paso
vesturi (skat. 18. att.). Par aptickas celSanas 1882. gadu vésti marmora plaksne pie €kas sienas.
Zinu avoti liecina, ka Ergla aptiekas nosaukums izvéléts gan $1 putna varenibas un gudribas dél,
gan ari tapéc, ka t€ls atbilda Krievijas impérijas heraldikai (Rancane, 2001). No 1919. gada
junija lidz 1920. gada janvarim Re&zekne bija Latvijas galvaspils€ta, un $aja eka mitinajas
valdiba. Latgales iela cie$i viens pie otra slejas 20. gadsimta sakuma sarkano kiegelu nami katrs
ar savu auru un véstures dvesmu.

19.-20. gadsimta buves no sarkanajiem kiegeliem sastopamas uz Atbrivosanas alejas un
Bralu Skrindu ielas stora, kur kadreiz atradusies apgada Dorbs un Zineiba tipografija (skat.
19. att.). Eka uzcelta 1911. gada ka ires un veikalu maja. Arhitekts nav zinams. Eka celta
eklektisma stila, fasades apdar€ tiek izmantoti renesanses motivi. Fasazu apdare veidota figurala
kiegeli (Smolicka, 2014). Nams ir spilgts ,,kiegelu stila” paraugs ar regionalam ipatnibam. Tas
parsvara saglabajies tada izskata, kads bijis pirms Pirma pasaules kara. To pasu var teikt par
fasazu izskatu. Atbrivosanas aleja 92, atrodas Rakstnieka Jurija Tinanova dzivesvieta (skat.
20. att.). Sadas 19.-20. gadsimta sakuma celtas ekas, veidotas no 20 dazadu veidu sarkano
kiegelu mezginém, ir Rézeknes vésturiska centra raksturiga iezime. Ugunssarkanie kiegeli tika
dedzinati tepat netalaja Tamuzu kiegelu cepli.
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20 attéls. Rézekne. Atbrivosanas aleja 94. 21. attéls. Rézekne, Ebreju bankas éka, Kraslavas ield 6.
(https://Ih6.googleuserconten.68ug0/.JP). (http://www.kasnotiek.lv/media/events/250/d94e7c.jpg).

Rézeknes pilséta viena no senakajam €kam ir Ebreju bankas €ka (skat. 21. att.), kas
atrodas Kraslavas iela 6. Tauta saukta par Ebreju banku, jo tas oficialais nosaukums bija “Pirma
Ebreju krajaizdevumu sabiedriba”. 1939. gada ta pardéveéta par krajaizdevumu sabiedribu
“Diskonts”. Banka darbojusies vairaki Rézeknes sabiedriba pazistami ebreju tautibas parstaviji.
Ilggadgja Latgales Kulturvéstures muzeja krajuma glabataja Silvija Ribakova stasta, ka p&ckara
gados bankas €ka pildija dzivojamas majas funkciju.

Secinajumi

Latgales teritorija 19.gs. beigas un 20. gs. sakuma sarkano kiegelu arhitektira bija
nozimiga apdzivoto vietu apbuvé. Sarkano kiegelu €kas stilam raksturigi noteikti originali
formveides panémieni — visu kompozicijas elementu vienmeérigs ritms, plastiskas apdares
piesatinatiba un elementu jédzieniska neparprotamiba — ,kiegelu stila” formas parsvara tika
patapinatas no gotikas stila arhitektoniskajiem panémieniem.

Sarkanais kiegelis ka buivmaterials bija 1pasi iecienits dzivojamo &ku arhitekttra. 19. gs.
beigas un 20. gs. sakuma sarkanais kiegelis, ka celtniecibas materials tika izmantots ne tikai
praktiskiem, bet arT estétiskiem mérkiem. Eku fasadém raksturiga izteikta plastika, kas panakta
ar profilétu un formkiegelu mirgjumu. Fasazu makslinieciska risindjuma motivi parsvara aizgiiti
no veésturiskiem stiliem, iecieniti ir gan renesanses, gan baroka, gan klasicisma motivi.

Latgales sarkano kiegelu arhitektiirai pamata ir klasiskas arhitektiras formas, kas izpauzas
kompakta un skaidra btivapjomu telpiska risinajuma.

Terminu ,kiegelu stils” nereti lieto, lai apzim&tu vienu no eklektisma formali
stilistiskajiem novirzieniem 19. gadsimta vai 20. gadsimta sakuma, kas uz vispar&ja apbtives
fona atSkiras ar savam lielakoties vienigi kiegelu mirT veidotajam fasadém, kuram parasti ir
figurali izmurétas dzegas.

Sarkano kiegelu arhitektira 19.gs. beigas un 20.gs. sakuma Latgales teritorija ir
sastopama, gan lielakas un mazakas pilsétas, gan lauku vide. Latgaleé ir saglabajusies lidz
misdienam vairaki spilgti Sarkano kiegelu arhitektiiras paraugi.

Summary

In the end of 19" century and in the beginning of 20™ century the towns were growing, building has
developed fast in Latvia. Together with development of industry and commerce, there was need to make new
principals in building and planning of towns. In the construction of towns centers of economic and administrative
life, blocks of facilitated houses appeared. Instead of one or two floor houses many-storied houses were built. In the
regions of the big industries there were workers suburbs.

In the end of 19" century and in the beginning of 20" century the ways of artistic composition of eclectism
completely have changed. Scale of building became more complicated, facades became more plastic, architectonic
and ornamental decor became more satiated. Contradiction between solution of contemporary spatial construction
and outside artistic decoration became stronger. (Zilgalvis, 2002).

During the research of red bricks architecture the biggest towns in Latgale were studied — Daugavpils,
Rezekne and Jekabpils. Latgale is cultural historical region of Latvia. Cultural inheritance of Latgale is represented
by architectural monuments as cathedrals, churches, public buildings, town ensembles, farmsteads, settlements and
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cultural landscapes. Architecture of red bricks in Daugavpils is one of characteristic features of the town, it is value
which must be preserved. The style of red bricks is in Daugavpils from 19 century when town's historical centre
was built. On the buildings of red bricks the one of the variety of eclecticism is seen, but not all buildings can be
related to eclecticism. (Baranovska, b.g.) Traditions of construction can be divided to two stages — historical and
after war. To historical stage are related such buildings as council building of Daugavpils, psyho-neurological
hospital, Polish State High school etc.

For the red bricks architecture Jekabpils is not less worthy. These buildings are local architectural
monuments. They were built in the end of 19" century and in the beginning of 20™ century when Jekabpils was the
part of Russian Imperia, Vitebsk Governorate. This style of buildings was preserved thanks to several contingencies
(Kalnina, 2009). In the middle of 19" century in the result of influence of historicism, in Germany the direction of
architecture appeared (school of Hannover), it showed the idea that brick is rational and temporal building material.
The architecture became economizing. Rationalism was acceptable also for Russian architectors, as bricks were
resistant for climatic conditions. In Europe some scrapbooks of architecture were realesed to solve architector's
problems (Luk$&vica, 2014). On the territory of Latvia brick architecture became national. It was supported also
with Russian building law. Togeter with that in Jekabpils there was need for appartements, many-store houses.

In the research of red bricks architecture in Latgale region Rezekne also should be mentioned. Organic
continuity and consistency prevail in the solutions in building Rezekne town. The structure of town's center made in
19™ century still is preserved without grate changes. Buildings from red bricks were made during 19%-20™ century.
Latgale Street is one of the oldest streets in Rezekne. It is 847 m long. Lots of buildings on the street are preserved
with remarks of Vitebsk baroque architecture. Buildings from red bricks are all along the street — each with its own
historic aura and whiff.

Thanks the research of red bricks architecture and its stylistic development in Latvian towns we can see that
there are a lot of buildings made from red bricks. This style can be characterized by some ways — all elements are in
one rhythm, plastic decoration is saturated, elements are logical — shapes of brick style are developed from
architectonic ways of Gothic style.
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BEJJOPYCCKUWHN YUEHBIN HUKOJIAU KACIHEPOBHUY O
JIATBIINICKOM JIUTEPATYPE U BEJIOPYCCKOMN
JIUTEPATYPE B JIATBUH 1920-X TO10B

Belarusian scientist Nikolay Kasperovich about Latvian literature and
Belarusian literature in Latvia in 1920s.
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Vitebskas Valsts universitate / BureOckuii rocy1apCTBEHHBIN YHUBEPCUTET /
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Abstract. In the summer of 1927 the Belarusian philologist, historian and ethnographer Nikolay lvanovich
Kasperovich (1900-1937) effectuated a mission to Finland, Estonia, Latvia and Lithuania to study local history
practices and pedagogical experience of neighboring countries. At that time he held the post of Academic Secretary
of the Central Bureau of Regional Studies at the Belarusian Academy of Sciences. This trip to Finland and to Baltic
states lasted from June 28 to September 10, 1927. In Latvia N. I. Kasperovich stayed in Riga and Daugavpils.
Several of his publications are dedicated to Latvian literature and to prose and poetry of the Belarusian writers
from Latvia. A special article about Latvian national literature of the 19-20™ century was written by him.
N. Kasperovich’s Estimates of the Belarusian literature in Latvia is interesting in terms of its understanding of
national issues in art and literature. The trip to young Baltic states neighboring Belarusian SSR, the study of their
cultural experience created the prerequisites for comparative analysis.

Keywords: Belarusian science, Belarusian literature in Latvia, Kasperovich Nikolay (1900-1937), Latvian
national literature of the 19-20™ century, local studies, poetry.

Berynienne

Jlerom 1927 r. OGenopycckuii ¢unonor, uctropuk u kpaeBen Hukomaii BanoBuu
Kacneposuu (1900-1937), koTopslit ObUT B TO BpeMs yU4€HBIM cekpeTapem LleHTpanbsHoro 6ropo
KpaeBeieHUs npu benopycckoil AkageMuu HayK, OCYLIECTBMJI TNO€31Ky B DHUHISHIUIO,
Ocronuto, JIutBy u JlaTBUIO C I€NIbI0 M3y4YEHUS] KPAaeBEAUECKOro M IEJarormuyeckoro OnbITa
9TuX cTpaH. Komanauposka B QUHISHANIO U MPUOANTUICKUE TOCYAAPCTBA JUIUIIACh ¢ 28 HIOHS
no 10 centsops 1927 roma. B JlatBum H. W. KacnepoBuu ocranasBnuBancs B Pure u
Hayrasnuice (Kacnsiposiu, 1928a). Matepuaisl, coOpaHHbIE B X0/1€ IO€3/IKH, OH UCIIOJIb30BaN B
cBoelt kaure «KpaeBeneHnuey, KOTopas CTajia IEPBBIM MOJ00HBIM TPYJIOM B OEIIOPYCCKOM HayKe
(KacmisipoBiu, 1929), a takxke cTaThsix B O€JIOPYCCKUX MEpHOAMUYECKUX HM3AaHusaX. O B3rmsgax
YU4EHOro Ha mpoOsieMbl (OpMHUPOBaHMS HAIMOHAIBHOIO MCKyccTBa JlaTBUHM, KOTOpBIE HALLIM
OTpa’kKe€HHE B ATUX MyOIMKaMX, MbI yke nucanu (JIucos, 2014).

Untepec mnpexacrasnstor myonukauuu H. U. KacnepoBuya, KOTOpble MOCBSIIEHBI
JATHIICKOM HAIlMOHAJIBHOU JIMTEpaType, a TakKXke OeJOpPYCCKOSI3BIYHOM IMpo3e U IO033UH B
JlatBuu. BpiOop MMeH U ABIIEHUN UCTOPUU JIUTEpaTyphl JIaTBUM, MO3UIIMH U OLIEHKH MO MOBOIY
6enopycckoii ureparypsl B JIaTBUM B KOHTEKCTE€ MOHUMAaHMs HAI[MOHAJILHOW MPOOJIeMaTHKU B
JUTEpaType U UCKYCCTBE — BCE ATO OKA3bIBAETCS BEChbMa MPUMEYATEIbHO.

Hean padoTsi

B srtoli crarbe mpennpuHuMaercs nomnbiTka aHanmsza B3nsinoB H. M. Kacneposnua Ha
(dopMHpOBaHUE JATHIIICKON HAIIMOHAIBHON JUTEPATYphl, a TaK)Ke MECTO OEIOPYCCKOSI3BIYHON
auTepaTypsl JIaTBUM B KOHTEKCTE OOIIEr0 HAIMOHAJILHOTO Pa3BUTHS OEOPYCCKOM KYIbTYpPHI B
BCCP u 3a ee npenenamu.
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AxkaneMuveckasi KOH(pepeHIHA M0 NPABONMCAHUIO U IKCIIe IS
Kacneposuua B JIaTBUIO

He coxpanunoce npsmeix ykazanuii camoro H. M. KacnepoBuua Ha Tex Jinil, KOTOpbIE
OKa3aJli €My IOMOIlb U NOAJIEPKKY BO Bpems mnoe3aku B JlatBuro, B Pury m JlayraBnuic.
OpHako ecTh OCHOBaHHE IojlaraTh, 4YTO CpeOu HUX ObUIM JIATBUICKHE YYaCTHHUKH
Axkagemudeckoil koHpepeHIMH 1Mo pedopme mpaBomucaHus W a30yKW, OpraHW30BaHHOW 14-
21 Hos16pst 1926 rona B Muncke MuctutyToM Oenmopycckoit KyabTypbl (MHOENKynbT; Ha €ro
OCHOBe ObLia co3niana benopycckas akagemust Hayk). Marepuanbl KOHGEpPEHLIUN OMYyOJIMKOBAHbI
Y Ha MX OCHOBaHMM MOYKHO 0003HAa4uMTh Kpyr €€ ydyacTHUKOB u3 JlatBuu. Ilpexne Bcero, 3to
nodT Snuc Paitauc, koropeiit B 1926-1928 rr. 661 MunuctpoM npocsemienust Jlatsuu. Bmecre
C HUM B KOH(EepeHLIMH NpUHHMAJ ydacTHe MIOLEHT, a mo3aHee mnpodeccop JlaTBuiickoro
yauBepcuteta B Pure Opnecrc brnece. B koHdepeHnun ywacTBOBadM TakKe JBa BHJIHBIX
JesaTens OeJOpyCCKOTrO HalMOHAIBHOTO JABMXKEHUsT B Toraamued JlatBum — KoncranTun
E3aBuTOB, B KauecTBe penakropa 6enopycckos3pluHoM razetsl «l'onac benapyca», u Bnagumup
[TuryneBckuii, mupekrop Oenopycckord rumuazuu B Jlymze (Jlroumne) (Ilpamsl akamsmivnait
KOHGApaHLEI. .., 1927). H. . KacniepoBuu Obl1, 04eBUIHO, HEODUIMATHHBIM YYaCTHUKOM
KOH(EepeHINH, T.K. 3aHHUMAJCS B ITO K€ BpEMs COCTaBleHHEM BHTEOCKOTO pernoHaIbHOTrO
cioBaps 6enopycckoro s3bika. [IpaBaa B cOOpHUKE MaTepHalioB KOH(PEPEHIIUN €ro y4yacTHe He
OTpPaX€HO, HO B HEM JK€, Ha IOCJEIHEN CTpaHMIlEe, PEKJIaMUPOBaHbl U3JaHUS OT/AENA S3bIKA U
mutepatypsl HOenkynbTa, B ToM uucie «Butebckuii kpaeBoit cnoape» H. . KacnepoBuua,
W34aHHbI B 1927 1.

UzsectHo, uto SAnuc Paitnuc B 1920-e rr. MHOrUM OIaromnpusTCTBOBal MIKOJIHLHOMY
00pa3oBaHHIO OEIOPYyCCKOro MEHbUIMHCTBA B JlaTBuM, 110 ero nHMLMAaTUBE Npu MuUHHCTEPCTBE
NpOCBEIIeHUH ObLI co3MaH  Oenopycckuid otaen. bemopycckuii  otaen cmocoOCTBOBam
pa3BEpPThIBAHUIO CETU  OEJIOpPYCCKMX  IIKOJ, MOAJEPKHUBAJl  HAllMOHAIBbHO-KYJIbTYPHbIE
uHuimatuBel. llpu coxelictBuu Paiinuca B 1924 1. Obia oOcCylIecTBIEHAa MOCTAaHOBKA
TeaTpaJbHOrO0 KpyKKa JIBUHCKOW O€lOpycCKOW THMHA3WM Ha creHe JlaTBuiickoro
HaIMoHaJIbHOTO TeaTpa. Tema «PaifHuc U 6eTopych» - 3TO OTAENbHAs U OYEHb OOJbIIAs TeMa.
bnarogapst nuuHeIM KoHTakTaMm PaliHuca ¢ pykoBojacTBoM Munucrepersa npocseuieHust bCCP
U Oenopycckoil akageMuu Hayk B KoHIe 1920-X IT. psia aKTUBHBIX YYaCTHHUKOB O€JIOpPyCCKOTo
OOLIECTBEHHOIO JABI)KEHHA B JIaTBUM NOJYy4YWsdI BO3MOXHOCTh I€peexaTb Ha IOCTOSHHOE
*utenbctBo B BCCP.

Bo Bpewms noesnku B BCCP fnuc Paiinuc nmen o0mmpHble KOHTAKTHI C TPEICTAaBUTEIISIMU
Oenopycckoil Hayku M JMTepaTypsl, kiaccukamu SIHkoi Kymanoit u Skybom Komocom.
JUTepaTopaMu TBoOpueckoro ooObenuHeHus «Managusak». Bwmecre ¢ f. Komocom Paiinuc
MPUCYTCTBOBAJI HA LIEPEMOHUH TOPKECTBEHHOTO OTKPBITHS 2-T0 benopycckoro 1paMaTuyecKkoro
teaTpa B BurebGcke. OueBuHO, TOra € COCTOAJIOCH €ro 3HakoMcTBOo ¢ KacnepoBuuem. B
OpraHu3allMOHHOM IuiaHe noMouls fHuca Paiinuca H. M. KacnepoBuuy nmena HeOLEHHMOE
3HaueHue. CTonb e 3HAYUMBl OKAa3alMCh €ro KOHTAaKThl C IPEICTAaBUTEISIMH JIaTBUMCKON
oenopycckoit auacnopsl K. E3aButoBeim u B. IluryneBckum, KOTOpbie B X0J€ KPAaTKOH MOE3KU
CIOCOOCTBOBAJIM  TOJIYYCHHUIO  Pa3HOOOpA3HBIX  MaTepHaJIOB, JOKYMEHTOB, IMEYaTHBIX
0eNopYCCKUX M3JJaHUM, B MTOATOTOBKE KOTOPBIX 002 MPUHUMAIN HEITOCPEICTBEHHOE YUaCTHE.

OnbIT M3yYeHUs1 JATHIICKON HAMOHAJIBLHOMN JTUTEPATYPHI

s yaenoro-¢uionora u kpaeseaa H. U. KacnepoBruya ObLIO OYEBHAHBIM, UYTO MYTh K
HAI[MOHAJILHOW JIUTEparype, Kak W K HAIMOHAIBHOMY IO XapaKTepy UCKYCCTBY, JIGKHUT 4epes
OCMBICJICHHE PETHOHAIbHOU CHEelU(HUKU, MPAKTUYECKHI OMBIT KPAaeBEIEHUS M Yepe3 HEero K
«KpaeBeIYECKOMY TMPUHIUIY» B JIATEpaType M HUCKycCTBe. [IpwHIMII mpejmoaraer
MEXIUCIUIUTHHAPHBINA Toaxon. O6 atom bl yxe mucanu (Jlicay, IMammincki, 2000; Jlucos,
2014). Cs3b nuTEpaTyphl U UCKYCCTBA C MECTHOM TEMaTUKON y4€HBIM MPOUJUIIOCTPUPOBaHA Ha
¢uHCKOM Marepuasie B kHure «KpaeBeieHwe», Tl OH MHUIIET O TOM, YTO «KpaeseouecKutl
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APUHYUN  O0BOJILHO PE3KO BbIABUICA 6 (DUHCKOM UCKYyCccmee 6000we u Jaumepamype 6
yacmuocmu. Jla oHO u nouAmMHO, - apTyYMEHTHPYET OH Jajee, - 0Oe3 yuacmus UcKyccmed, 8
WUPOKOM CMbICTIe Cll08a, Kpaegedenue He docmueio Ovl makux pezyiemamosy» (KacnspoBud,
1929: 104). Jlanee Ha3pIBarOTCSA UMEeHA (PMHCKUX MHCATENICH W XYA0KHUKOB, B Yb€M TBOPUYECTRE,
[0 €ro0 MHEHMIO, KpaeBeI4eCKHi MPHHLUI BBIABUIICS Hambozee mmpoko. IlocnenoBarenbHas
peanu3anus 3TOro MPUHLKUIA, OTPAKEHUE MECTHOM TEMAaTHWKHU B MPOU3BEICHUSAX JUTEPATYPHI U
UCKyCCTBa, B CBOIO OYE€pelb, OTKPBIBAECT, KaK CUYUTaJ YYEHbIH, MyTb K IOJJIMHHO
HallMOHAJIbHOMY UCKYCCTBY.

B u3ydeHuu naTrajbCKoro peruona Jlarsuu, B KOTOPOM TPaAULMOHHO BBICOKUM IIPOLIEHT
HACEJIEHUsl COCTaBJsUIM JTHUYECKHWe Oeropychl M rne B Havane 1920-X Ir. OpoHCXOAUIIO
CTaHOBJICHUE OEJIOPYCCKUX HAIMOHAIBHBIX OOIIECTBEHHBIX OpraHW3alMi, OTMEUYCHBI YCHIIUS
[paBJ€HUsl MO0 OXpaHe NaMATHHUKOB JPEBHOCTH Ipu MuHucTepcTBe npocBelieHus JlatBum,
KOTOPBIM PYKOBOJIMIJI BbIXojen u3 Butebcka, satHudeckuii npareim @. M. O3omun. Kacniepoud
HA3bIBACT €ro B CBOEH KHHIe, YKa3blBaeT Ha €ro MpoucxoxiaeHue u3 BureOcka, uTo
CBHUJICTEJILCTBYET O 3HAKOMCTBO C YMHOBHHUKOM MUHHUCTEpCTBa, Oyiaromapsi KOTOpOMY ObLI
MOJTyYeH JOCTYI K apxuBam, OmOmuoreyHsiM (hoHAaMm, KouiekuusMm. bemopycckomy yueHOMY
OKa3aJIMCh JIOCTYIIHBI, B YacTHOCTH, COOpaHHs (DONBKIOPHBIX MAaTEpUANOB JesATeNeH
HAIMOHAILHOM KyJIbTYpbl AHHBI bep3kanue u Kpumibsuuca bapona (1835-1923).

B cratbe «Jlarbimickas sureparypa», HaledyaTaHHOM B OEJIOPYCCKOM JKypHaje
«MananHsak», Y4YeHbId paccMaTpuBaeT OCHOBHBIE 3Talbl CTAHOBJIEHHUS  JIATBHILICKOM
HanmoHanmpHOW  sutepatypbl  (Kacmsiposiu, 1928r). OOpamasce ceromns K  o030pam
H. 1. KacniepoBuua, He0OX0OAUMO YUUTHIBATh, pa3yMeeTCsl, COOCTBEHHYIO MO3UIUIO0 YYEHOTO U
TO OOCTOSITENLCTBO, YTO 3Ta MO3HMIHUS B OEIOPYCCKOM COBETCKOW TedyaTH JajeKo HE BCEraa
Morja ObITh OTKPHITO BbicKa3aHa. O030pbl, HECOMHEHHO, OTPaKalOT BIOJHE TPATUIIMOHHBIE TS
COBETCKOM IeYaTH UJIC0JIOTUYECKUE TIOJIX0/Ibl. DTO 3aMETHO, MPEXK/IE BCET0, 10 OLIEHKAaM POJIU U
MeCTa Ha3BaHHBIX JATBHIUICKUX MO3TOB U MUCATENEH B UCTOPUU HALMOHAIBHOW JIUTEPATYPHI, MO
CACNAaHHBIM Ha UX IPOU3BEACHUSIX TEMAaTHMUECKUM  akleHTaM. B cTarbe 0 JaThILICKON
auTeparype Ha3BaHO 0ko0Ji0 30 UMEH JIUTEPATOPOB. YUUTHIBAS 3HAYUTEIBHOE UX YUCIIO, a TAKKE
HE TOJIbKO KpaTKHE CPOKH, B KOTOpbIE Oblla MOArOTOBJIEHA 0030pHasl CTaThsi, HO M TO, YTO
KacnepoBuu He Biiajien B 1OCTaTOYHOM CTENEHHU JATBIIICKUM SI3bIKOM, OLIEHKU XY OKECTBEHHBIX
JIOCTOMHCTB NPOM3BEACHUM U MeCTa OTJENbHBIX aBTOPOB B JIMTEPATYpPHOM IIpOIECCE €Ba JIK
MOTYT OBITh CaMOCTOSTENbHBIMU B TOJHOM Mepe. KacnepoBuu moskeH ObLT ONMUpaThCsl Ha
MOMOIIb KOHCYJIbTaHTOB. O HUX MBI HUUETO HE 3HAEM CETOJHSI.

HyxHo cnenarb eme OIHY OrOBOPKY IUISl T€X, KTO CETOJHsS HAMEPEH YWUTaThb CTaTbU
YUYEHOTO B OpUTMHAJE: HMEHa JIATBIIICKUX JIMTEpaTOPOB Jallek0 HE BCEerjga KOPPEKTHO
TPaHCKPHUOUPOBaHBl Ha OENOPYCCKHI SI3bIK M BO MHOIMX CIy4yasX JaHbl C OMIMOKaMH H
TEXHUYECKUMHU OreyaTkaMu. B kauecTBe mprHMepoB MOXHO OOpaTUTh BHHUMaHHME XOTA Obl Ha
HekoTopsle: nucatens 19 Beka FOpuc Heliken Ha3BaH B TekcTe kak «Heilkeny; ¢pamunus Kapna
3enb3utca n3MeHeHa 10 Hey3HaBaeMoCcTH — «/I3enbey; Jlunapy Jlalinen Ha3BaH «JISHLBIHY; HE
roBOps YK€ O Takux (paMuiusX, kak SyHcyapaOuHBbII, KOTOpas JaHa U BOBCE C MEpBOM OYKBOM
«A». Bo MHOrOM MBI BUAMM 3/1€Ch U3BECTHBIN aBTOPCKHI MPOU3BOJ U OTCYTCTBHUE TOTOBHOCTH
paboTaTh C OKOHYATEIbHOH MeYaTHOW KOPPEKTYpOil TeKcTa.

B kadecTBe MCTOKOB HAIMOHAIBHOM JHUTEparypbl JIaTBUM aBTOp Ha3bIBAET IIEpPBbIC
neyaTHble TepeBoabl buOimum Ha JaThIICKUN A3BIK, pabOTHl IO COCTABJIEHUIO HEMEIKO-
JaTbiIickoro cioBaps. O MepBOM COCTaBUTENE MOJOOHOIO CIIOBaps, JIIOTEPAHCKOM IacTope
lotxapne ®punpuxe Crenzepe OH NMUIIET W Kak 00 aBTOpe MEPBBIX CTUXOTBOPEHUN Ha
JaThIIICKOM si3bIke. Elle oAMH HMCTOYHHMK NpO(ecCHOHATBbHOW JUTEpaTypbl — JIATBHIILICKUN
donbKIOp, CcUCTEeMaTHYecKoe CcoOpaHue HApOJHBIX IeceH-IaiH, u3gaHHoe Poccuiickoit
Axanemuen HayK.

CoOcTBeHHO, CBETCKasl JIaThILICKas TUTEepaTypa OepeT cBoe Havajo TOJbKO B 19 Beke, Ha
BOJIHE pOMaHTHU3Ma, KaKk U Oelopycckas HalMOHalbHas Juteparypa. llepBbIMH mMo3TaMu-
NepeBOYMKAMI POMAHTHYECKOTro HampaBieHuss Ha3BaHbl Anapeit [lymmypc (1841-1902),
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Aycexmuc (1850-1879), IOpuc Amnynanc (1832-1864). Ocoboe BHUMaHHME yIeNsAETCS
TBOpuecTBY A. [lymmypca, 3aHuMaBIIerocss JMUTEpPaTypHbIMH 00paOOTKaMH  HAPOJHBIX
IpelaHui, CKa30K, I1€CEH, CO3/JaBILIErO0 Ha MX OCHOBE 3HAMEHMUTHIM snoc «Jlaumiecuc»
(«Ilobenutens Mensenei»). HaspanHble aBTOpHI, Tak Ha3bIBa€Mble «MJIAQJOJATHILIN,
OTIpEeNIeNIUIIN PACHBET JATHIMICKOW JuTepaTypbl 1860-X rr. OHM MyOJIMKOBAIMCH HA CTPaHUIAX
razetsl «IlerepOyprac ABuzec» («IlerepOyprckas razera»), usgaresneM kKotopoi Ol Bannemap
Kpumbsuuc (1825-1891). V H. . KacniepoBuua ocraercsa HeHa3BaHHbIM Kpuimbsnuc bapos,
NeSITEIbHOCTh KOTOPOI'O B KAauyeCTBE PEAAKTOpa TAaKKe CBs3aHa ¢ M3JaHueM. [[pyryro rpynmy
JUTEPATOPOB «MOPATUCTUUECKU-INIAKTUUECKOTO HAlPaBICHU», II0 MHEHHUIO aBTOpa 0030pa —
«PEaKIMOHHOIO», OH CBA3BIBACT C MMEHEM macTtopa u mneaarora FOpuca Helikena (1826-18668).
Hakonen, kak KoHcepBaTUBHO-Oyp:Kya3HOE OXapakTepu3oBaHo uznanue «bantusc BectHecuc»
(«banTuiickuii  BeCTHUK»). «PWXKCKoe JaThIICKoe 0OmecTBo», co3gaHHoe B 1868 1.,
NPEJCTaBUTEIILHOE JUTEPATypHOE OObEIUHEHHE C OOJNBIION HCTOpUEH, paccMaTpUBAETCS Kak
noje OOpbObI NMPOrPECCUCTCKUX M KOHCEPBAaTHBHBIX JIMTEPATypHBIX cuil. Takum obOpazom,
cepenrHa 19 Beka, NEpBBIM dSTam HCTOPHUM NPOGECCHOHATBHON JuTepaTypbl JlaTBuw,
OXapakTepU30BaHa Kak sBJICHHE OYEeHb HeoAHO3HauHoe. 1880-err., HMCXonsd M3 OLIEHKU
H. N. KacniepoBrya, Bpems ymajika HallMOHAJIBHOW JIUTEPATYPBI.

Bropoii sTan nmoakemMa JIaThIIICKON JIUTEpaTyphl aBTOp 0030pa cBsi3biBaeT ¢ 1890-mu T. U
(GbopMHUpPOBaHUEM PEATMCTUYECKOTO HAMpaBlieHUs, uMeHamMu Onayapnaca Belinenbayma (1867-
1892), Pynonbda bnaymanuca (1863-1908), pannumu npoussenenusmu Snuca Paitnuca (1865-
1929) u Acnazum (1865-1943). Paiinuc u Acnasus OTMEUYEHBI Kak caMble BhIIAIOUIHECs (GUrypol
3TOr0 BpeMEeHH. B 3T ke rozipl ClI0XUI0Ch KPECThIHCKOE HalpaBlieHUE, KOTOPOe, 10 MHEHUIO
H. U. Kacneposuua, nepepoauiock B peakiimoHHoe — 31o ko6 Ancumry (1858-1929), OBapac
3paprysuc (1865-?), Aunpuec Huenpa (1871-1942), Sauc Iopyk (1871-1911). IMocneanue
aBTOpPbl OXAapaKTEpPU30BaHbl KaK aBTOPbl Oyp)Kya3HO-IIOMEIIMYbEH TEMATUKH. YUEHbIH U3
COBETCKOM pecnyOiaMKH IO HIEOJOTHYECKUM IPUYMHAM MOI CKa3aTh O HUX TOJBKO Tak.
KacnepoBuu He cTpeMUTCS pacCy 1aTh O CXOJCTBE TEMATUKHU UX MPOU3BEACHUI ¢ OeopyccKon
auTepatypoii pyoexa 19-20 BB.

MHoro wMecta yneineHo pasHOCTOpoHHeMmy TBopuecTBy fl. Paiinuca. OH Ha3BaH
pedopmaTopoM JaUTEpaTyphl, OOpAIIAIOIIUMCS K HAPOAHON PUTMHKE M KIaCCHUECKUM 00pa3iaM
B 11033uM. EMy faercs oneHka Kak MacTepy MO3THYECKOro nepesojaa. Keraru, oH oTMe4eH U Kak
NEepeBOTYMK HE TOJIBKO KIJIACCHKH, HO M COBPEMEHHOH Mmo33uu, B T.4. Oenopycckoil. Cpenu
MepPEeBOIOB ObUIH U YJa4HBIE CTUXHU MOJIOABIX Oeopycckux aBTopoB B JlaTBun. Ocobo oTMeueHa
npamatyprus PaiiHuca, ero nbeca «OroHb U HOUbY, BeAepkaBiuas B HannonansHoM Teatpe 100
nocTaHoBOK. ['oBopsi 00 yBieueHun PaitHuca HOBEHITUMHU HaNpaBlIE€HUSIMH B TIOA3UA —
CUMBOJIU3MOM M  HMMIIPECCHOHM3MOM, KacrnepoBuu cpaBHUBaeT €ro TBOPYECTBO C
npousBeneHussMu  Oenopycckoil mostecchl  Asousbl [lamkeBuu (Terkm). IlomuepkuBas
PEBOTIOIIMOHHOCTh 00pa30B paHHel molr3uu PaitHuca, oTMeuaercs, 4To B Oosiee Mo3qHee BpeMs
3Ta PEBOJIOLMOHHOCTh YCTYNaeT MECTO HAllMOHAJIbHBIM MOTHBAaM, KOTOpbIE IpeobsafaroT B
TBOpPYECTBE MOCIEAHUX JIeT. [IpuBeTCTBYs CUMBOJIMKY 0331 PaifHuca BpeMeH nepBoit pycckoi
pesomrorir - 1905-07 rr., aBTOp 0030pa HEe 0003HAYaeT €ro KOHTAKTOB C JIATHIMICKUMHU
KoMmyHHcTamMu, Ilarpacam CTydkod, YTO [IJIs1 COBETCKOTO JUTEpaTypoOBEACHUS ObLIO
XapaKTepHO.

Crenyromuii 3Tan pa3BUTUS HALIMOHAJIBHOM JInTepaTypsl JlaTBUM nocne pesostonnu 1905-
07 rr. cBsi3aH C JABYMS HampaBJICHUAMH — JAeKageHTckuM (Bukrtop Ormmre, Pammii) u
HeopoMaHTUKOB (JIunapn Jladiuen (1883-1938), Anton Ayctpun6 (1884-1934), Kapmwuc
[Mrpanc (1870-1970). PomanTuku pasneneHbl Ha JIB€ TPYHIbI, 7€ KPUTEPHUEM CTaHOBUTCS
TEMaTUKa WX MpPOU3BEIEHUH U B COOTBETCTBUM C HEH OLEHKU IPOTPECCUBHOIO U
KOHCEPBATUBHOIO Kpblia. B COOTBETCTBUM € TakuM MOJIXOJOM Hapsily C YK€ Ha3BaHHBIMHU
MMEHaMU HEOPOMAHTHMKOB, BblieneHa apyras rpymnmna — Kapmuc Ckansbe (1879-1945), Su
Axyparep (1876-1937), Anuc Ayncynpabunpm (1877-1962) u 6onee nozauue [laBun Posutc
(1889-1937) u Anomnbd Dpc.
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[TocnepeBOMIOIMOHHAS JIATBIIICKAS JIMTEPATypa, CBsI3aHHAS C IMEPUOJOM HE3aBUCHUMOM
JlaTBun, paznenena H. KacnepoBuuem Ha Oypikya3HYIO U COIMATMCTHYECKYIO (IIPOJIETAPCKYIO).
W Takoe pazneneHune OTMEUYEHO, pa3yMeeTcs, SIPKO O3HAYEHHBIM MJICOJIOTMYECKHUM IOJIXOJOM.
CaMbIM OOBEKTUBHBIM MHUcCaTeNleM Oyp:Kya3HOTrO HallpaBJICHUS, €IUHCTBEHHBIM Ha3BaHHBIM B
0030pe cran mucaTelb, IUTEPATypHBIA KPUTHK U UCTOPHK Juteparypsl Tonop 3eitdeprc (1865-
1929). OH oTMeueH Kak aBTOp TMPOM3BEICHHUM HAIMOHAJILHOW TEMaTUKH U CO3]1aTelhb
CUCTEeMAaTUYECKOW HCTOPUU JIATBINICKOW JUTEpaTypsl B Tpex dacTsax. OdeBuaHO, paborta 3Ta
onu1a u3BectHas H. 1. Kacniepnosuuy.

[Iponerapckoe HampaBi€HUE JATHIIICKON JHUTEPATypbl MPEACTABISIETCS ISl aBTOpa
SIBIICHUEM CaMbIM 3HAUMMBIM M aKTYaJIbHBIM M [I03TOMY 3aHMMAaeT B 0030pe MPUMEPHO TPETHIO
yacTh TeKCTa. BeposaTHo, B 3Toii yacth 0030p Hamboiee cxeMaTHueH, H30uUpareieH u
cyobekTuBeH. Ilponerapckue mucaTtenu pasfefieHbl Y HEro Ha COLMAal-JIeMOKPaTHYECKY U
aeByto rpynnsl. M3 kpynmHeimux 31ech BHOBb Ha3BaH SlHuc Paiinuc, a takke Apsen llIBaGe
(1888-1959) u Suuc I'porc (1901-1968). Ilpu 3TOM OTMEUYCHO BJHMSHHE HA COBPEMEHHYIO
JATHILICKYIO JUTEpaTypy KpymnHeiuiero pomanucrta Auapes Ynura (1877-1970). B ero kpyre
Ha3BaHbl Takxke OpHectc bupsnuekc (1871-1960), Aunapeit Kypuumii (1884-1959) u Kapn
Hzensutc (1892-?). 'maBHBIM KpUTEpHEM OLIEHKH TBOpUecTBa mucatenei KacrnepoBud Ha3bIBaeT
MOJIB3Y Ui pabovyero Kiacca, U 3TOMY KPUTEPHIO, IO €r0 MHEHHIO, Hau0oiee COOTBETCTBYIOT

«HOBBIC MMHCATEIM U3 YEPHOPAOOUNX», KOTOPHIC «IIETUKOMY MPHUCOSAHHSIIOTCS K TPYIIIE JICBBIX
(KacmiepoBuu, 1928r: 74).

Besopycckue u3ganus 1 HAUMOHAJIbHBbIE OpraHu3auuu denopycos B JlarBuu

Kak ykassiBaer cam H. M. KacrepoBud, HCTOUHHMKAMH JHMTEPATypHO-XYA0KECTBEHHBIX
npou3BeeHud  OelOpycCKMX  aBTOpOB B ero  o030pax  SIBJISIOTCS  JIaTBUICKUE
Oenopycckosi3piunbie n3nanus 1923-1927 rr. 3ToT nepuos, KOTOPhI 0XapaKTepr30BaH UM Kak
«3aBepuieHHbI  kpyroBopoT» (Kacmsposuu, 19286: 150), yuenslii cumrtaer Hauboiee
IUIOIOTBOPHBIM — ObUIO omyOiukoBaHo okoio 400 mpousBenenuid. Pasymeercs, B 0030p He
BKJIIOUEHBI HE MevaTaBIINecs TBOpUYECKUE paboThl, KOTOPBIX, KaKk aBTOp coodiiaeT, Hemano. 13
ONyOJIMKOBAaHHOTO OOJIBIIMHCTBO COCTaBI€T OpHUIMHAIbHAs MO033Ms, B MEHbBIIEM 4YHCIe
MO3TUYECKUE NEPEeBOAbl U IpOo3a, a TaKKE OJHO IpOoU3BEACHHE Jpamarypruu. B o03ope
6enopycckoii utepaTypsl B JlaTBun HazBaHo 36 umeH aBropoB (Kacmsposuu, 19286), B crathe
o 6enopycckoii mupuke — 13 (KacnspoBuy, 1928B).

Ha nepuon 1923-1927 rr. npumencs pacuser 6enopycckoil nmpeccel B JlarBuu. Co Bcemu
W3/IaHUSIMU 3TOTO BPEMEHH YYEHOMY yJaioch padoratb. OH COOOIIAET, YTO HEKOTOPBIE U3 HUX
ObuUIM TIpUBE3€HBI M3 KOMAaHAMPOBKM M mepenaHsl B (oHasl HanumoHanbHOM Oubnuorexku
benapycu B Muncke. Bee Oenopycckosi3piunbie u3faHus JIaTBuM 3TOro BpeMEHU BBIXOIMIA B
HallMOHAJIBHBIX OpraHu3alusax — Oeropycckux rumHasusx B [layrasnuice u Jlyasze (Ha3BaHHBIX
y Hero no-crapomy — JIBuHck u Jlrouun), a Takke B Pure ycunusmu 0enopycckoro oriena npu
MunucrepctBe mnpocBemieHuss JlatBuu. IlepBeiM u3gaHueM ObIT  PYKONMCHBIM anbMaHax
«I["onmyOoii Bacunek» («bnakiTHbI Bacii€k»), KoTopblil Boimen 17 utons 1924 r. B Jlouune, B
0eopyCCKOM TOCYAapCTBEHHOW TMMHAa3MHM. AJIbMaHax BBINOJIHEH Ha XOpOIIEH BaTMaHCKON
Oymare Ha 24 crpanumax pasMmepoM 260x350 MM U OQOpMIIEH pPHCYHKaMH, 3acTaBKaMH,
KOHIIOBKaMH, BBIIIOJHEHHBIMU Tyalllbl0 M akBapenbto. ColepikaHue COCTaBWIIM TBOPYECKHE
pabotel 12 uneHoB  JuTepaTypHoro Kpyxkka JlioumHckod rumHazuu.  Hawubonee
IIPEICTaBUTENIBHBIM B MX YHCJIE BBINIAIUT UM ydaluelcs Banentunsl Ko3noBcko.

Eme ogaum nuTepaTypHbIM H37aHUEM KPY>KKOBIIEB JIFOIMHCKON OEIOPYCCKOM TMMHA3HH,
TUPaXHPOBAHHBIM Ha manuporpade, moaudukanuu rekrorpada, Obl1 >xypHa «JlacToukay
(«Jlactaykay). OH uzmaBasics ¢ Mast 1923 r. mo mapT 1924 r. HEOONBIIUM TUPAXKOM OTIEITHHBIX
BITyckoB B 35-40 sk3emMiutsipoB. Beero Bbimio 9 HoMepoB o6mum obobemoM 270 cTpaHuil,
pasmepoM 180x230 mM. Bech TeKkCT, HalMCaHHBIA PYKOW, M PUCYHKH-3aCTaBKH, KOTOPBIX B
KOMILIEKTe HacuuTbiBaercs okoyio 100, ormedatan cBero-(uoneToBoi kpackoil. KauectBo

neyaTu OTAEJIBHBIX CTPAaHMUI] BeCbMa IIOCPEICTBEHHO. Bo Bcex BBIIYyCKax JKypHajia
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HacuuThiBaeTcsd 44 aBTOPCKUX TPOU3BENEHHs, HEe cuHuTas (OJIBKIOPHBIX TEKCTOB, TaKKe
COOpaHHBIX U OMNYOJMKOBaHHBIX Kpy)KKOBLAMH. I3 TBopyeckux paOoT, HamedyaTaHHbIX B
KypHaje, ObT COCTaBIeH COOPHHUK JIyYIIMX MPOU3BEIACHUH M W3AaH B Pure tumorpadckum
crioco6oM. D10 u3nanue 1924 r. u cuuraercs NepBbIM 00pa3oM OETOPYCCKOM NeYaTHOW KHUTH
B JlarBuu. COOpHUK M37aH Ha cepodl HU3KOKAUYECTBEHHOW Oymare o0beMOM B 32 CTpaHUIIHI,
pasmepoM 132x209 MM. 1 0hOopMIICH TIATHIO pUCYHKaMH. ETO COCTaBISAIOT 28 Xy/M0KECTBEHHBIX
IIPOU3BEICHUN.

C mapta 1926 mo utonp 1927 roga moa pykoBoJACTBOM AUpeKTOpa JIBUHCKON Oemopyckoi
rumHazun C. CaxapoBa m3naBascsi exxeMmecsiuHblid skypHann «llkonbHas pabdora» («lIkompHas
npanay). Tupax uznanus coctaBisul 150 s3x3emiuisipoB. Beimuio 9 HomepoB o0muM 00beMOM
180 ctpanui. Pazmep xumxek xypHana coctabisii 225x300 mm. Kak ormeuaer KacnepoBuu, B
KOMIUIEKTE KypHaJla Halle4aTaHo 36 JTUTepaTypHbIX IPOU3BEICHUM.

Haxkonern, eme oqHUM NEpHOAMYECKUM H31aHueM OenopycoB JlatBuum Obuta razera «l oJioc
Oenopyca», kotopas Beixoawiaa B Pure ¢ urons 1925 r. Tpu pasa B Mecsil, a ¢ utois 1926 no
utoab 1927 1. Kak yeTblpexcTpaHU4Has exxeHenenbHas. [loammBka ee HacCUUTHIBaeT 58 HOMEPOB.
Penakropom-nznatenem 6bu1 Koncrantun E3aButoB. M3nanue BbIXoaui1o Ha OyMare XOpoIuero
Ka4ecTBa, C WUIIOCTpAlMsIMA ¥ (OTOCHUMKAMH U TYOJMKOBAJIO B CBOUX pyOpHKax
JUTEpaTypHble MPOU3BEIECHUS, KaKOBBIX M0 noJjcueram KacrnepoBuya ObUIO HamedaTtaHo 3a BCe
Bpems 178. T'azera Obuta, mokamyil, caMbIM KpPYIHBIM H3JaTEIbCKHUM IPOEKTOM OeIIopyCcCKOM
nevaru B JlatBuu MekBoeHHOro BpeMeHu. OHAa MHTEPECHA U CBOMMM NPHIOKECHHUSMHU, B YUCIIE
KOTOpPBIX H3JaBaBlIuiics moj penakmueit toro xe K. E3aButoBa B 1926 r. memaroruyeckuii
exeMecauHbll KypHan «benmopycckas mkosa B JlatBum». B 1927 r. xypHan cran BBIXOIWUTH
caMoOCTOSITENIbHO. B Hem mewaranuch B T.4. M PELEH3UM Ha JUTEpaTypHbIE MNPOU3BEICHUS
6enopycckux aBTopoB. benopycckas nepuoauka B JlarBun 1920-X rr. mponuia myTb OT U3JaHUN
PYKOIIMCHBIX M BBIXOJAMBIIUX  croco0aMu  JKCIpecc-ledyaTd, J0  KAauyeCTBEHHBIX
WUIIOCTPUPOBAHHBIX W  PENAKTUPOBAHHBIX. TO k€ MOXHO CKa3aTb M O COBCEM
HEMHOTOUUCIIEHHbIX COOpPHUKAX OTIEJIbHBIX AaBTOPOB. 3/€Ch €CTh OCHOBAaHUE YIIOMSHYTb
TUPQXHUPOBAHHBIM  HECKOJBKUMH  JK3EMIUIIpAMH Ha  MUIIyIMIeH MalluHKe COOpPHUK
cTUXOTBOpeHu «OT3bIBBI Cpeapl» («AAryki cspoaki») Mukonsl Tanepku, AaTUpOBaHHBIN
1926 r. CkpomHas camozenbHasi KHIKeUKa Ha 42 cTpaHullsl pazMepom 120x189 mm Brutouana
26 ctuxorBopeHuil. C HUM MOXKHO CpaBHHMBAaTh Hall€YaTaHHBIN TUIIOTPAapCKUM CIOCOOOM H
U3JJaHHBIN B cepun «bubimoreka 6enopycoB-BeIoOpIIMKOBY oA Ne 12 coopHuk «IlepBblii mar
(«I1epibl KpOK»), BKJIFOYABIINN CTUXOTBOPEHUS WIEHOB KPYXKKa MOJIOJIBIX OEIOPYCCKUX MOITOB
B JlaTBumM, NaTMpPOBAHHBIA TeM e TroJoM. Pa3Mep COOPHHMKOB MaJl0 OTJIMYAETCS, XOTA
nonurpaduyeckue KayecTBa M 00beM TUIOTPACKOrO H3/aHUs, pa3yMeeTcs, BBITTIAIAT
BHymnTenbHe. Ha ero 88 crpaHumnax Hanewaranel 68 mnpousBeneHuid 20 1OITOB.
H. U. KaciepoBuu umen BO3MOXKHOCTh HCIIOJIB30BaTh B CBOeM o0030pe o0a cOOpHUKA: H
HEPBbI — SIBHO PEIKOCTHBIM, M BTOPOHl — KOTOPBIM pacnpocTpaHsics MO OelopyCCKUM
opranuszanusam Jlareuu. CocrtaButeneM coopHuka «llepbiit mar» Beictynmi K. E3aButos. Ero
COOCTBEHHBIE CTHXHM Tak)Ke BOIUIM B u3jaHue. B mosnHeimee Bpemss E3zaBuToB m3ngaBan B
JlatBum u apyrue cOOPHUKM MOITHYECKUX IPOU3BEAEHUHN, B T.4. U OTIEJIbHBIX OEIOpPyCCKO-
s3pIYHBIX aBTOPOB [lerpa Macanwckoro (1929), Bukropa Banbrepa (1932). «IlepBsiii mar» ObL1
3aMeyYeH M pEeleH3UpOBaH He ToibKo B JlaTBum, HO B cpene OenopycoB JIuteel, Yexuwu.
benopycckuit noat Bnagumup JKunka, koropslii >xun B Ilpare, naBas oleHKy JIUTEpaTypHOMY
OTIBITY aBTOPOB COOpPHUKA, CKa3ajl, YTO OHU B JAJIEKO HEOJIaronpUATHBIX YCIOBUSIX JIATBUHCKOMN
NeMCTBUTENBHOCTH MOAHAIN Meu Oenopycckoro Cnoa (Hobl mpamens, 1926: 59). Otnan
JOJKHOE 3HaYeHHIo u3ganus B ceoeM o63ope u H. 1. Kacneposuua.

CyliecTBeHHOM sBIsieTcss M KOHCTaTalus B 0030pax Toro (akra, 4yro Ha MOMEHT
MyOIMKAIMU UX CTaTeld HU OJJHO M3 Ha3BaHHBIX MEPUOAMYECKUX OENOPYCCKO-SI3bIUHBIX U3IaHUN
B JIaTBUM YK€ HE BBIXOJHT.
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NmeHa u TeMbl

HasBannsle B 0030pHbIX ctaThsx H. 1. KacnepoBuua 6enopycckue aBTopsbl, Kak yxe ObliIo
CKa3aHO, MyOJMKOBaIM CBOM MPOU3BEACHUS B M3AAHUAX OEIOPYCCKHX KYIbTYpHBIX U
oOpa3oBaTeNbHBIX Opranu3anuii B JlaTBuM. BOJBIIMHCTBO — 3TO ywamuecs O€IOpPYCCKUX
rumMHazuii B Jlronuue u JIBuUHCKe, aBTOphl HauyuHaromme. [{ns Toro, 4ToObl COCTaBUTH
IpPEACTAaBICHUE O pa3BUTHM OJIOPYCCKOM HAlMOHAJIBHOM INKOJBI B CTpaHe, Y4YeHbIH
UCIIOJIB30BaJl B Ka4e€CTBE MCTOYHMKA M3BECTHYIO KHMIy KoHcranTuHa E3aButoBa «benopychl B
JlatBuny», u3nannyo B Pure B 1927 r. (E3aBitay, 1927) HaunonansHoe IBHKEHHE OEIOPYCOB B
JlaTBUM — TeMa caMOCTOSITeNIbHAs], OYEHb OOIIMPHAs U HE OUYEHb OCHOBATEIHHO M3ydeHHas. Tem
HE MeHee, K Hell 00palaiuch HeMOCPeACTBEHHbIE YYaCTHUKM HALMOHAIbHBIX OpraHU3alui ele
B 1920-e rr. Tema BbI3BIBaET MHTEPEC COBPEMEHHBIX JATBUMCKUX U IMOJIBCKUX HCCIE0BaTENeH
(Exa6con, 2001; Exadcon, 2006; I'peiboycki, 2016). 31ech HET BO3MOKHOCTH MOAPOOHO MHUCATh
0 TOJIOKEHUM OEelIOpPYCCKOro HAallMOHAIbHO-KYJIbTYpHOro ABMkeHMM B JlatBum 1920-X rr., HO
clelyeT CKas3aTb, YTO OHO OKa3aJloChb aKTHBHBIM M Pa3BHBAIOIIMMCSA B OYEHb HENPOCTBIX U
IPOTUBOPEUMBBIX ycinoBusiX. C o1HOM cTopoHsl, pu noanepxkke f. Paiinuca, nenyrara Ceiima u
MuHHCcTpa HOPOCBELIEHUST PECHyOJIMKH, COTPYAHUKOB Oelopycckoro otiena MuUHHUCTEpPCTBA
C. CaxapoBa u K. E3aButoBa, Oenopycckasl IIKOJbHAasi ceTh B pecnyonuke pocina. C apyroit
CTOPOHBI, HAIIMOHAJIbHBIE OPraHU3alluU BTATUBAIM B CBOIO AEATEIbHOCTD IIKOIBHYIO MOJOIEKD
Y 3THM BbI3bIBAJIM HACTOPOKEHHOE OTHOIICHHME JAaTBUMCKHUX BiacTel. MiumocTpanuein Kk 3ToMmy
cTan u3BecTHbI benopycckuit npouecc 1925 rona, B CBsI3U ¢ KOTOPBIM JIOCTaTOYHO OOJIbIIAst
rpynmna IpeacTaBUTeNe HalUMOHAJIbHOW HWHTEJUIMIEHUUH Oblla OOBMHEHA B CelapaTU3ME.
OO0BuHEHUS B cyle ynanoch oTBectu u nojacyaumbsie Koncrantun E3aButoB, SIH KpackoBckuid,
[NaBnuna Msnenka, Bnagumup Ilurynesckuii, Anapeit SxyOeuxuit, Hukonaii Tanepka u ap.
ObUIM OIpaB/aHbl, HO PAa3BUTHUIO OEIOPYCCKOrO IBM)KEHHUS 3TO SIBHO HE CHOCOOCTBOBAJIO.
HasBannsle 6enopycckue nesreny padboTaiy 1o NPeMMyLIeCTBY Ha Me1aroru4eckoM MOoIMpHuIIle, B
cpezie LIKOJIbHOW MOJIOJIEXKH, IPUJIaralyd HeMallble YCUJIUS K pa3BUTHIO OEJIOPYCCKON KYIbTYpHI,
Aa3blka M auTepaTypbl. OHM MOOIIPSUIM JIMTEPATYPHBIM ONBIT CBOMX YYEHHMKOB U CaMu
Y4acTBOBAJIM B IUTEPATyPHOM TBOPUYECTBE.

Her BOo3MoOXxHOCTH pacckaszaTh 37ech 000 BCEX aBTOpax, KOTOpblE Ha3BaHbl B 0030pax
Kacneposuua. BonbImHCTBO M3 HUX ObUIM AE€0IOTaHTAMH, U JMTEPATypHOE HAyaJlo MHOTHX HE
uMmeno mnpojoipkeHus. KacnepoBud cam BBICKa3bIBajlCs, YTO HX TBOpYECKas MEpCIEeKTHBA
HeomnpeaeneHHa. Hemano Ha3BaHHBIX aBTOPOB MOTEPsOCh M 3a0biTo. [loaToMy ocraHOBHMCS
TOJIbKO Ha HECKOJIbKUX MMEHaX, KOTOpbIE MPEACTABISAIOTCS YyU€HOMY Haubosiee aKTUBHBIMH U
KOTOpBIE OKA3aJIUCh MEPCIEKTUBHBIMU B ITOCIIEYIOIIEM.

B nepByro ouepenb, Hy)XKHO Ha3BaTh OIHOIO M3 JIMJEPOB HALMOHAIBHOTO JBHUKEHUS
6enopycoB JlarBuu, monuTuyeckoro u BoeHHoro nestens KoHncrantuna E3aBuToBa, KOTOPBIH
MpenoiaBall B O€IOPYCCKUX yueOHBIX 3aBefieHUsAX U B 1920-e rr. 0OpaTtuiics K KypHaJTUCTHUKE,
JUTEPATypHOMY TBOPUECTBY (MyOIMIMCTUKE U 1M033UH). OH BBICTYNMII B Ka4eCTBa COCTABUTENS
U pemakTopa psga o6emopycckux u3gaHuil. Ero mostuueckue skcrepuMeHTsl 1920-X IT., CTUXH,
HalMCcaHHbIE B TEepHO] NMpeObIBaHMs B PIXKCKOM ToppMe BO BpeMs benopycckoro mporecca,
ormyonukoBaHbl. OH BBICTYNAJ O], COOCTBEHHBIM UMEHEM U MOJ rnceBioHuMoM «KacTycénak.
CumBonuka noa3un K. E3aBUTOBa HOCHUT NIpOTECTHBINM XapakTep. B kauectBe apamarypra,
NEepeBOUMKa, JUTEPAaTypHOro KpuTHKa BbicTynan Bnagumup [luryneBckuil (miceBaoHUM
«ymby», 1889-1958). OH Taxke meaaror u oOmecTBEHHBIN Aearens. Kak u nans E3aButoBa, mns
HEro JIMTEPaTypHBINA OMBIT JOHKEH ObUI CTaTh BBIPAXKEHUEM €r0 COLMAbHOM MO3UINH, a TaKkKe
IIPUMEPOM JUIsl YYEHUKOB.

B psny TBOpueckodl Mononexu, Kotopas mnpomma B 1920-e rr. myTe OT ydammxcs
0eopPYCCKUX MIKOJ, THMHA3UH, MeJarorn4eckux KypcoB /10 CaMOCTOSITENIbHON Telarorn4eckoi
JEATETLHOCTH B HAIMOHAIBHBIX Y4YEOHBIX 3aBEJICHHSIX, HEOOXOAUMO Ha3BaTh OjBapiaa
BaiiBaguma (1897-2000), Huxonas Tanepky (1898-1984), Ayrena baptyns (mceBpoHHM
«A. byxanckuit», 1890-err. — mnocne 1945), Bukropa Bambsrepa (1902-1931), Ilerpa
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Macanbckoro (BblcTynan mnoxa mncesgoHumMoM «IIarpo Cakon», 1905-1985), BasneHTuny
Koznosckyro (nceBmonum «JIscHast kBetka», 1907-1938). Banentmna KosnoBckas oco6o
ormeueHa H. KacnepoBuuem kak o4eHb NEPCIEKTUBHBIN JuTepaTop, B 1920-e rr. oHa 3asBuia
ceOsi MepBbIMU CTUXOTBOPEHUSIMH, TMPO30il, Hamucana mbecy. Ee mpousBeneHUs SBUIUCH
pe3yabTaTOM NEpepadOTKU CIOKETOB (POIBKIOPHOTO MaTepHaa, JETeH T U MpeIaHui.

B omenke temarnueckoil HampaBiIeHHOCTH Oenopycckoir mo33uu JlatBuu H. KacriepoBuu
IPUEP)KUBAETCS JOBOJIBHO TUIIMYHBIX JJISl COBETCKOTO JIMTEPATYpOBEACHUS 111a010HOB. OCHOBA
TEMaTHUKUA OEJOpPYCCKOM TO033uM, KaK yTBEpXKIaeT OH — COBpeMEeHHOCTh. Hawubonee
3HAYUTEIBHOE MECTO B COBPEMEHHOW I093MM 3aHMMAIOT TEMbl OOpPBHOBI C COIMAIBHBIM H
HAI[MOHAJLHBIM THETOM, IOATHYECKHe oOpa3bl Ooplia MPOTHB YrHETEHHUS, I03Ta, KOTOPBIN
0CO3HAeT CyAbOy CBOEro Hapoja, MPU3bIBACT K JYYIIEH KU3HH, BHAUT Hauboliee OCTpbIe
npobisieMsl aerictBuTenbHOCTU. Oco0yro posb BUAUT KacrepoBud B COIUMAINCTUYECKOM OIBITE
coBerckor bemapycu. Ero akueHTbl BBINVISIAST CErofHs Kak JaHb uuaeojoruu. llomnmmHHOoe
MOHMMAaHHE COOBITUN OOIIECTBEHHOM U JIUTEPATYPHOH KU3HU aBTOPOM 0030pPOB U €ro reposiMu
ropaszio Clio’KHee ¥ HeoAHOo3HauHel. Ecinu paccMoTpeTh Cyap0bl TeX, KTO aKTHBHO BBICTYTIAN 32
mpaBa OENOPYyCCKOTO MEHBIIMHCTBA B He3aBHUCUMOU JlaTBuu, a morom okasaincst B benopycckoit
coBerckoii pecrryosinke u B CCCP, TO OHM mpeacTaBisieTcss 0COOCHHO TparmdeckuMu. MHorue
ObLTM OOBHHEHBI B IITTUOHAXE, a MO3HEEe B KOJUIAOOpAIMOHU3ME, COTPYIHUYECTBE C HEMEIIKUM
OKYIAlMOHHBIM PEXHUMOM B TOJbl BTOPOM MHUPOBOW BOWHBI. IIpumedarenbHa B 3TOH CBA3M
cynsb6a Banentunst Koznosckoit (Iamupo). B 1920-err. B Jlynasenckoit (JIroruHCKOIM)
0eopyccKoil TMMHA3UU OHA PYKOBOJIMJIA JINTEPATYPHBIM KPY>KKOM, PACIIPOCTPaHsIIa IIKOJIbHbIE
m3nanud. Ee aktuBHocTh oTMeueHa H. KacmepoBuuem B ero crarbsix. B 1927 r. KosnoBckas
okoHumIa B Pure benopycckue rocyapcTBEHHbIE YUUTENbCKUE KYpPChl U B TOM K€ TOJly IpH
cogeifictBun mnosta SHku Kymansl nepeexana B BCCP ¢ wnenbio HpoAoKuTh yuedy B
yauBepcutere. B 1937 r. oHa Obuia apecToBaHa M paccTpeisiHa 10 OOBMHEHHIO B ILIHOHAXKE.
Tparmuna cyabba camoro H. KacmepoBuua, apectoBanHoro B 1930r. ¢ oOBuUHEHHEM B
HallMOHAIM3Me, COCJIAaHHOTO B Jlareps, a B 1937 r. paccTpensHHOTrO.

BriBoabI

Onenka Huxomaem KacnepoBuueM HMCTOpUM CTaHOBJIEHMS JIATHIIICKOW HallMOHAIbHOM
JAUTEpaTypsl U Oenopycckoil murepatypsl B JIaTBuu oOHapyxuBaeT riryookue nmporuopeuns. C
OJIHOI CTOPOHBI, YYEHBIH TOBOPUT O POJIM U 3HAUYEHUU (POJBKIOPHBIX, HAPOJIHBIX MCTOKOB, Ha
KOTOpPBbIX (hopMHUpOBasiach HAIlMOHAJIbHAS JUTeparypa. [lis Hero BaXKHOHM sIBIIsETCS TeMaTHKa,
MOYEpNHyTasi U3 )KU3HU Hapojaa. B 3TOM OH HaXOJIUT HAIIMOHAIbHYIO CHENU(UKY JIUTEPATYPHI.
Kopuu npodeccronanbHoi HallMOHANBHOM JIUTEpaTypbl OH BUIUT B mepeBogax bubnum Ha
JATBIIICKUN $3bIK U COCTABJIIEHMM HEMELKO-JaThlIcKoro ciosapsi. C 1apyroil CTOpoHBI, B
W3YYEHUH  SIBJICHMM  COBPEMEHHOW  JINTEpPAaTypbl aBTOp  NEPEXOJUT HA  IO3ULUHU
MHTEPHALMOHAJIBHOTO, KJIACCOBOTO B JIMTEpaType, K MPEANOYTEHUIO IPOJETapCKOro Hal
Oypxya3HbM. KpuTepuem 31ech BHOBb CTAHOBHUTCS TEMAaTHUKa MPOU3BEJCHUN JHUTEPAaTypHOTO
TBOpuecTBa. [IpeAnodYTuTensHOM B 3TOM CBSI3M OH BUIUT TeMy OOpbObl, a JIUTEpaTypy — Kak
cpeacTBo OOpbOBI B KIACCOBBIMU NpOTHBOpeUMsMU. IlocienHee CTaHOBUTCS CBUIETEIHCTBOM
UEO0JOrMYEeCKOro MOJX0Ja K JUTepaTrype Kak WHCTPYMEHTY NOJUTHYecKoM OopbObl. Um
OTMEUEHBI JBE IJ1aBHBIC 33J]a4M JTUTEPATyphl: €€ CAMOCO3HAHUE U CBSI3b C HAPOJHBIMU MACCAMHU.

Jlutepatypa Oenopycckoro MeHbIIMHCTBA B JlaTBMM Ha HE3HAUYUTEIHLHOM BPEMEHHOM
IPOMEXYTKe cepearHbl 1920-X IT. aBTOpOM paccMaTpUBAETCsl HE B UCTOPUYECKOM KOHTEKCTE,
HO B CBSI3U CO IIKOJbHBIM 00pa30BaHUWEM M HAIMOHAIbHO-KYJIBTYPHBIM IBHKEHUEM. J[BIDKEHUE
3TO MPHUOOPENO B CTPaHE OCTPO-TIOJIMTUYECKYI0 OKpAacKy, YTO HE MOIJI0O HE OTPa3UThCS Ha
cynp0ax OemopycCKOM MIKOJBI, OETOPYCCKO-I3bIYHON TeyaTn W JuTeparypsl B JlarBuu. OmbiT
MOJIMTUYECKON M KYyJIbTYPHOW »XHM3HU coBeTckod bemapycn KacnepoBuu BO3BOAWUT B paHr
obpasra.
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Summary

Publications of Nikolay Ivanovich Kasperovich dedicated to the Latvian national literature, as well as to the
Belarusian-language prose and poetry in Latvia have interesting choice of names and of phenomena of the history of
the Latvian literature. They give an evaluation of the Belarusian literature in Latvia in the context of author’s
understanding of national issues in art and literature.

In this article we attempt to analyze the views of N. I. Kasperovich on the formation of the Latvian national
literature, as well as on the place of Belarusian-language literature of Latvia in line with the overall national
development of the Belarusian culture in Belarusian Soviet Socialist Republic and abroad.

In studying of the Latgale region of Latvia, where traditionally high percentage of the population was made
by ethnic Belarusians and where in the early 1920-s took place the formation of Belarusian national public
organizations, are noted the efforts of the Board for the Protection of Monuments of Antiquity of the Ministry of
Education of Latvia, which was headed by the ethnic Latvian F. M. Ozolin, a native from Vitebsk. Kasperovich
mentions him in his book “Local history”, indicates his origin from Vitebsk that testifies his acquaintance to this
official of the Ministry, thanks to which he has got access to archives, library stocks and collections. For the
Belarusian scientists were available, in particular, the collections of folklore materials of the great figures of the

In his article “Latvian Literature” published in the Belarusian magazine “Maladnyak”, the scientist considers
the basic stages of formation of the Latvian national literature. Addressing today to the reviews of Kasperovich, it is
necessary to take into account, certainly, personal position of the scientist and that circumstance that this position in
the Belarusian Soviet press could be not always stated openly. The reviews, undoubtedly, reflect ideological
approaches, quite traditional for the Soviet press. This is evident, first of all, from the estimates of a role and the
place of the mentioned Latvian poets and writers in the history of national literature, from the thematic emphases
placed on their works. In the article on the Latvian literature about 30 names of writers are mentioned.

As N. I. Kasperovich specifies, sources of literary and artistic works of the Belarusian authors in his reviews
are the Latvian Belarusian — language editions of 1923-1927. This period, which is characterized by him as “a
complete cycle”, the scientist considers as the most fruitful — about 400 works were published. The review does not
include not published creative works, which as the author reports, there were numerous. The majority of published
works is original poetry; in a smaller number, there are poetic translations and prose, as well as one piece of drama.
In the review of Belarusian literature in Latvia are mentioned 36 authors’ names, in the article about Belarusian
lyrics — 13 names.

The blooming period of the Belarusian press in Latvia took place in 1923-1927. The scientist could work
with all publications of that time. He reports that some of them have been brought from an official journey and were
contributed to funds of National library of Belarus in Minsk. All Belarusian — language publications in Latvia of that
time appeared in the national organizations — the Belarusian high schools in Daugavpils and Ludza (called by him as
before — “Dvinsk” and “Lyutsin”), and also in Riga by efforts of the Belarusian department in case of the Ministry
of Education of Latvia.

The assessment by Nikolay Kasperovich of the history of formation of the Latvian national literature and the
Belarusian literature in Latvia reveals profound contradictions. On the one hand, the scientist speaks about the role
and value of folklore and ethnical sources, which formed the national literature. The subject obtained from the life of
the people important for him. In this he sees the national specificity of literature. The roots of the professional
national literature he sees in translations of the Bible into Latvian language and in creation of the German-Latvian
dictionary. On the other hand, in studying of the phenomena of modern literature the author passes to the
international and class positions in literature, to the preference of the proletarian over the bourgeois. The subject and
the plot of works of literary creativity becomes criterion here again. He sees the theme of struggle as preferred in
this context, and his view of the literature as a means of struggle in class contradictions. The last becomes a
testament of ideological approach to the literature as to an instrument of political struggle. He has noted two main
objectives of the literature: its identity and its connection with the people’s masses.

The author considers the literature of the Belarusian minority in Latvia on a slight time interval of the middle
of the 1920-ies not in historical context, but in connection with the school education and with the national cultural
movement. This movement has gained sharp political coloring in the country, which could not but affect the fate of
the Belarusian school, the Belarusian-language press and literature in Latvia. Kasperovich brings to the model level
the experience of political and cultural life of the Soviet Belarus.

Kopsavilkums. Raksta tiek analizeti baltkrievu zindatnieka N. |. Kasperovi¢a uzskati par latviesu nacionalds
literatiras veidoSanu un baltkrievu literaturas attistibu Latvija 20. gadsimta 20. gados. Analizes pamata ir vina
publikacijas baltkrievu presé, kas paradijas pec vina zinatniska komandejuma Somija un Baltijas valstis 1927. gada
vasard.

Hcnonb30BanHast TUTEPATYPa M HCTOYHUKH HHpopManun

1. I'peidoycki, E. (2016). 3 cicmopwii benapyckaza pyxy y Jlameii y misiceaennsl i 6aeHHbl NIpuiaobl. 3anicsi.
Benapycki iHCTBITYT HaBYKi i MacTanTsa. (38), 457-480.
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NOSTADNES

Developmental Tendencies and theoretical Approaches of Homepages

llze Kukule
Rézeknes Tehnologiju akadémija, e-pasts: ilze_kukule@inbox.Iv

Natalja Losane
Rézeknes Tehnologiju akadémija, e-pasts: natalosane@inbox.lv

Abstract. The aim of the article is to explore Home pages development trends evaluating the Latvian Higher
Education website design specifics.The methods of research: theoretical — investigation and analysis of relevant
literature, internet sources and regulatory documents. Empirical — methods of data collecting group discussion;
methods of data processing: comparative analysis, content analysis.

Keywords: Web page design, tendences, graphic design, visual advertising.

levads

Misdienas internets vairs nav iedomajams bez majas lapam. Majas lapas ir kluvuSas par
svarigu komunikacijas veidu dazadam valsts organizacijam, un ir viena no piemérotakajam
organizacijas atpazistamibas veidoSanas platformam.

Virtuala pasaule ir vél viena dimensija biznesa, kas misdienigam uzpe@mé&jam sniedz
iesp&ju pilnveidot un attistit savu darbibu. Katrai organizacijai ir sava personiba, vértibas, stils
un unikalitate, ko var akcentet ar majas lapas palidzibu.

Majas lapa ir tikla pieejams informacijas kopums, ta tiek salidzinama ar digitalu vizitkarti
misu modernaja tehnologiju pilnaja laikmeta, kas sev 1idzi nes miisu uzn€muma reprezentaciju
digitalaja vide, jeb interneta.

Majas lapa, jeb timekla vietne ir dokumentu (timekla lapu) kopa, kurai iesp&jams piekliit
ar tikla (interneta) palidzibu. Majas lapa ir tikla pieejams informacijas kopums, tas ir lappusu
kopums, kas atrodas uz kada noteikta servera, kas plasi tiek izmantots dazadu timekla vietnu
parlikprogrammu darbinaSanai (Mozilla Firefox, Google Chrome, Internet Explorer) (Kranker,
2015).

Diters Rams (2015) sava raksta par web dizaina pamatprincipiem uzsver, ka majas lapai ir
jasasniedz konkréti kritériji, ne tikai funkcionali, bet ari psihologiski un estétiski. D. Rams
uzsver, ka majas lapas dizaina izstrade ir pieredzes kraSanas process, to estétiska organizéSana un
istenoSana, nemot véra majas lapas uzdevumus un darbibas mérkus. BieZi varda “web dizains”
nozimi uztver tikai no vizuala viedokla, bet realitaté web dizains ietver ar1 daudz abstraktus un
tehniskus elementus.

Majas lapu izstradg pielietojamas tehnologijas musdienas attistas loti strauji un vienlaicigi
mainas arl prasibas attieciba uz to vizualo noform&umu. Modernizacija visbieZak nozimés
vienlaicigu majas lapas funkcionalitates uzlaboSanu un vizuala noform€juma atjauninasanu

Autores izpétija un izanaliz€ja attistibas tendences majaslapu vizualas identitates izstradg,
to grafisko elementu dazados risinajumus. Tendenc€m ir tieksme mainities un pilnveidoties — ta
notiek arT majaslapu dizainu. Raksta mérkis — veikt majas lapu attistibas tendencu teorétisko
analizi, veikt kvalitativu petijumu, vertéjot Latvijas Augstskolu majas lapu dizaina specifiku.
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Majas lapu attistibas tendences

Datorgrafika ir grafisks att€ls veidots tikai ar datora palidzibu. Tas pirmsakumi mekl&jami
jau driz péc pirmo datoru paradisanas 20.gs. 40. gados. Sis termins radas 1960. gada, to
izdomaja amerikanu grafiskais dizaineris V. Feters. Pirmie zim&umi datora tika veikti ar
simbolu palidzibu drukas rezima. Uz papira lapas ar simbolu palidzibu (zvaigznitém,
punktiniem, krustiniem, burtiem) veidojas zZim&jumi, kas atgadinaja mozaiku. Sakotn&ji majas
lapam nebija nekada dizaina un tas sastavgja tikai no teksta.

Pasaules vésturé pirmo publisko interneta majaslapu ir izstradajis Tims Bérnerss-L1 (skat.
1. att.). Ideja par globalu un visiem pieejamu komunikacijas sistému radas 1989. gada pateicoties
CERN (Eiropas kodolpétijumu organizacijas) vajadzibam.

= e t
World Wide Web

The WorldWideWeb (W3) 1s a wide-area liypenmedia information retrieval mitiative amming to give universal access to a large universe of documents
Everything there 15 online about W3 1s linked directly or mndirecty to thus document. including an gxecutive summary of the project, Matlng lists . Policy

What's out there?
Posnters to the world's online information. subjects . W3 servers. etc
Help
on the browser you are using
Software Products
A list of W3 project components and their cusrent state. (¢.g. Line Mode X11 Viola . NeXTStep . Servers . Tools . Mal robot . Library )
Techmica

Detauls of protocols, formats, program mtemals ete

Bibliography
Paper documentation on W3 and references

{151 of some people mvolved mn the project

A summary of the hustory of the project

How can

d like to support the web
Getting

Getting the code by agonvmous F

etc

1. attels. Pirmds publiski pieejamds interneta mdjas lapas dizains 1989. gada.
(http://www.a-interneta-majaslapa-svin-25-gadu-jubileju.d?id=46871667).

Tima Beérnersa-L1 pirma interneta majas lapa, kas tolaik v&l nebija publiska, kluva par
stratégiju turpmakajai interneta komunikacijas un globala timekla attistibai. Sis komunikacijas
sistémas izstrades vesture saknojas vél talajos pagajusa gadsimta 50. gados, kas tikai velak tika
definéts ka internets. Idejas autors, kur§ miisdienas tiek saukts par globala timekla ,,teévu”, Tims
Beérnerss-L1, izstradaja art HTML valodu, kas joprojam tiek uzskatita par majaslapu izveides
bazi, ka art HTTP protokols un URL identifikators — ari Sodien kalpo parejai uz kadu konkrétu
interneta adresi visos parliikos. Vina pirma lapa atradas $§ada adresé — info.cern.ch, japiebilst, ka
§1 saite funkcioné ari musdienas. Istradatas lapas pamata globala timek]a ,,t€vs” lika hipertekstu
un dalgju ta izpausmi jeb ta saucamas hipersaites, kas stradaja ar HTML valodas palidzibu.
Hipersaites lava savstarp€ji savienot dokumentus, failus, lapas, ka arT citu saturu. Saite uz So
saturu tika apzimeéta ka viens pasvitrots atslégvards. Savukart atslégvarda krasa bija dinamiska -
péc viena klikSka uz saites, no zilas krasas parvertas par violeto (Pati pirma interneta majaslapa
svin 25 gadu jubileju, 2015).

Pirmas izveidotas majas lapas ar argjo izskatu izteikti atS8kiras no misdienu modernajam
lapam. Pati krasainaka dala bija paSas hipersaites, kas pasvitrotas, izgaismojas zila krasa.
Sisteéma kluva arvien sarezgitaka un funkcijam bagataka. Paradijas mekl&taj sist€émas, interneta
valodas programmeéSanai, kas padarija majas lapas tadas, kadas tas redzam Sodien (Infografika
web dizaina attistibas vésture, 2014).

Integréta marketinga bloga svarigu faktoru akcenté un apraksta Frontend programmétajs
Eriks Jauga uzsverot, ka viena no svarigakajam majas lapu tendenceém, kas Sobrid ir aktuala, ir
responsivs web lapu dizains. Cilveki ir pieradusi piekliit informacijai jebkura bridi, tade] ir
svarigi nodro$inat, ka majas lapa ir erti skatama dazadas ieric€s — ne tikai uz datora ekrana, bet
ar1 uz mobilajam iericém. Responsivais dizains gada par to, lai, skatot konkrétu timekla lapu,
tiktu atpaziti dazadi ieri€u izméri un web lapa automatiski pielagotos ekrana lielumam.
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Vairak neka 60 % no interneta lietotajiem pieklust ttmeklim no mobilajam iericeém. Turklat
46 % mobilo iericu lietotaji apstiprina, ka ir nacies pamest majas lapu tadel, ka ta nav responsiva
(De Mozota, 2003).

Jaunas web tendences riip&jas par to, lai lapas apmekl€tajiem nodrosSinatu labako lietoSanas
pieredzi. Neviens nevélas veltit vairak par paris minatém (vai pat sekundém) majas lapas
apliikoSanai, tap&c ir svarigi informaciju sanemt atra un kompakta veida. Majas lapu apmekletaji
velas vizuali garakas majas lapas, kas att€loto informaciju izvieto parsvara viena — galvenaja
lapa, nodros$ina atraku satura skatiSanu. Pirms tam izplatita prakse bija majas lapa ievietot saites.
Sobrid, vadoties péc jaunakajam tendencém, lietotajam nepiecie$amas informacijas iegii§anai
atliek vien ritinat lapu uz leju. Vairs nav jagaida, kad ieladesies kada no apakslapam (Kranker,
2015).

Izpétot pieejamo informaciju un literatiiru par majas lapu dizaina aktualajam tendencém,
var secinat, ka majas lapu dizaina tendences Sobrid ietver sevi minimalisma stilu. Dizaina
elementiem nonemot enojumu, krasu mainu, telpiskos un citus efektus, rodas plakanais dizains.
Saja noform&uma izmantotie attéli un ikonas izskatas plakani, vienkar$i un bez liekiem
izgreznojumiem. Majas lapu apmekletaji aktivizé uz bildém, ikonam un pargjiem elementiem —
tade] izstradataji pamatoti atsakas no TpaSas elementu izcelSanas, atstajot tos drizak vienkarsus
neka ieslipus, ieliektus vai jebkada citada veida izceltus, lai speciali paraditu, ka elements ir
klikskinams (I"'omoBanoBs,2015).

VienkarS§iba un atteikSanas no liekas informacijas ir tendence, ko pielieto tadas lielas
kompanijas ka Microsoft savai jaunakajai — Windows 8 operé&tajsistémai.

2. attéls. Windows 8 operétajsistemas dizains.
(http://www.mailigen.lv/blog/septinas-svarigakas-web-dizaina-tendences-2015-gada/).

Flat design, jeb plakanais dizains ir grafiskais stils, kur§ vizuali cenSas izvairities no
sikajiem grafiskajiem elementiem, kuri nepieskir sevisku nozimi konkréta objekta vai sagataves
pamatstruktiirai. Sada stila vizualais dizains cen$as pilniba atteikties no ,,dekorativajiem”
elementiem, padarot dizainu salidzino$i minimalu. Plakanaja dizaina netiek ietvertas krasu
parejas (gradients), reljefi vai ar1 realistiski anatomiskas formas. Viss tiek balstits uz ikonam un
viena tona krasam.

Par izplatitu pieredzi iepriek$€jos gados ir kalpojusi tendence web lapas sakuma ievietot
lielas fona bildes kopa ar izméros lielu tekstu, lai pievérstu apmeklétaja uzmanibu. ST tendence
zaudeé savu aktualitati, izstradatajiem koncentr&joties uz lapas atraku ieladi un efektivaku
darbibu. Paslaik izm&ra lielos att€lus un tekstu nomaina vienkarSas fona krasas un izméros
mazaks saturs, paatrinot laiku, kada lapa tiek ieladéta.

Apkopojot pieejamo informaciju, izpetot un analiz€jot iepriekSmingtas teoretiskas
nostadnes par majas lapu attistibu, analiz€jot un izveért§jot apkopotas teorétiskas atzinas par
majaslapu dizaina tendencém dizainu var secinat, ka funkcionalitate, vienkar§iba un
personalizacija ir atslégas vardi §1 gada web tendencém.
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Web lapas dizaina veidoSanas pamatprincipi

Majas lapas dizaina izstrade ir ideju kolekcion€Sanas process, to estétiska organizé€Sana un
istenoSana, nemot véra majas lapas uzdevumus un darbibas mérkus. Biezi varda “web dizains”
nozimi uztver tikai no vizuala viedokla, bet realitaté web dizains ietver arl daudz abstraktus un
tehniskus elementus.

Majas lapas dizaina izstrade ieklauj informacijas arhitektiiru, majas lapas struktiiru,
lietotaja saskarni, navigacijas ergonomiku, lapas izkartojumu, krasu gammu, kontrastus, fontus
un att€lus, ikonu izkartojumu un priekSstatu ka tas funkcion@s. Visi Sie grafiskie elementi kopgja
kombinacija veido majas lapas dizainu.

Majas lapas aréjam izskatam ir jaatbilst ta t€mai un virzienam, jaatstaj patikams iespaids uz
apmekletaju. Kvalitativs ir tas resurss, kurs ir maksimali viegls izmantoS$ana, intuitivi saprotams,
piepildits ar noderigu informaciju un ir vizuali saistoSs. Laba majas lapa atbilst korporativam
stilam un vispar€jai kompanijas reklamas stratégijai, kur izdevigi tiek paraditas preces un
pakalpojumi un informacija ir viegli atrodama. Majas lapas dizainam ir jaatstaj iespaids uz
apmekl&taju un jarada prieksstats par uzticamu kompaniju.

Veicot petijumu par majas lapu veidoSanas pamatprincipiem, tika noskaidrots, ka svarigi ir
pieturéties pie noteiktiem majas lapas dizaina izstrades likumiem, lai majas lapa ne tikai labi
izskatitos, bet arT piesaistitu izvéleto mérkauditorijas uzmanibu.

Internata resursos tiek piedavati daudz un dazadi blogi, kuros tiek aprakstiti majas lapu
veidoSanas pamatprincipi. Bloga par web dizaina nozimi majas lapu izstradé un marketinga tika
aprakstits, ka grafiskajiem elementiem un to izvietojumam ir biitiska loma majas lapas kopgja
izskata veidoSana. Visiem majas lapas elementiem ir jabiit saskanotiem un japapildina vienam
otru, nevis jaizskatas ka atseviskiem un nesaderigiem laukumiem. Gan navigacijai, gan
galerijam, gan ikonam, gan teksta laukumiem ir jabut veidotiem vienota stila, ar saskanotam
krasam, lai radit patitkamu vizualo priekSstatu un profesionalu iespaidu par kompaniju kopuma.
Vienkar$s majas lapas dizains ir ne tikai ir daudz tikamaks lasitaju acim, bet ar1 majas lapas
ielades atrums ir daudz atraks, neliekot Jusu esoSajiem un potencialajiem klientiem lieki teret
savu laiku (Web dizains ir vitali svarigs marketinga instruments, 2015).

Veicot pétijumu darba autore saskaras ar daudz un dazadiem teorétiskajiem aprakstiem par
krasam to nozimi un ietekmi. Japiebilst, ka lielaka dala cilvéku uztver krasas vienadi gan dzive,
gan virtualaja vide. Neatkarigi no ta, vai majas lapas apmekl€taji to apzinas vai n€, vini uztver
krasas un citus vizualos elementus psihologiska ITment.

Citgjot M. Tangeitu, krasa loti svarigs elements majas lapas dizaina veidoSana. Katrs krasu
salikums veido atSkirigu iespaidu par kadas organizacijas (konkrétaja gadijuma izglitibas
iestades) majas lapu un izglitibas iestadi kopuma. Katra krasa rada atSkirigas asociacijas un
emocijas (Tangeits, 2011).

Majas lapas koloristikai jaatbilst izglitibas iestades identitatei ko ta reprezent€, stilam un
individualitatei jabiit piemérotai mérkiem, kas tai jasasniedz. Inga Daliba sava pétijuma par
krasu uztveres likumsakaribam, raksta: ,,Dabiska krasu palete ir pattkamaka neka jebkura cita.
Kombingjot §1s paletes krasas, tiks iegiita v€lama reakcija no majas lapas apmekletajiem.
Nedabiskas krasas, pieméram, spilgti zala, zila vai sarkana parasti izraisa acu nogurumu un
atbaida apmekl&tajus.”

Majas lapas izstrade tiek uzsakta ar ideju, kas atbilstu organizacijas mérkiem un tas bitu
veiksmigs digitalas pasaules instruments. Laba ideja velak kalpos arl par labu majas lapas
dizainu, jo ta nesatures tikai skaistas formas, krasas un fontus, bet katram elementam un Iinijai
biis nozime.

Attistoties tehnologijam un iericém, ir janem véra, ka dizainam ir jakalpo vienlidz labi ka
viedtalrunos un planSetdatoros, ta art platekranu TV ekranos — tadée] ir veérts padomat par majas
lapas adaptiva dizaina izstradi.

Majas lapu neveido tikai gaumigs dizains, jo apmekl&taji neskatas majas lapas, lai
apbrinotu to dizainu, bet lai p&c iespgjas atrak atrastu sev nepiecieSamo informaciju. Veiksmigas
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majas lapas dizaina galvenais mérkis ir atvieglot apmeklétajiem informacijas ieguvi, izcelot
svarigako. Izvélnu nosaukumiem skaidri janorada, ko apmeklétajs atradis, atverot attiecigo
sadalu.

Latvijas augstskolu majas lapu dizaina analize

Grafiskajam dizainam piemit vizuala valoda, un ta galvenais uzdevums ir kalpot ka
komunikativam lidzeklim. Vizualas sazinas Iidzeklim piemit lidzigas Tpasibas ka sarunvalodai —
ta var biit gan atra un stiliga, gan 1€na un skaidra. Kadas konkrétas organizacijas korporativajai
identitatei ir sava veida komunikativa forma (Bergstrems, 2009). Vizuala reklama ir ipatngja
paradiba musu laikmeta. Reklamas var sniegt vért§jumu par preci, pakalpojumu, uznémumu,
organizaciju utt. Reklamas realizé$anas tehnologijas, kreativas ideja un ietekmé&Sanas metodes
var bit loti dazadas, un laika gaita var mainities. Reklamé&tajs sava mérka sasniegSanai var
izmantot dazadus Sriftus un geometriskas formas, nestandarta krasu salikumus, sarezgitas
tehniskas konstrukcijas, optiskas iltzijas efektus neapzinati uztveramus kairinatajus un daudz ko
citu (Veide, 2006).

Lai piesaistitu uzmanibu, nepietiek tikai ar tekstualu vai audialu informaciju —
nepiecieSami ar1 grafiskie materiali, kas palidz piesaistit uzmanibu un nodot informaciju atri, erti
un saprotami. Vizuala komunikacija palidz radit dzilaku domu, kas strada uz potenciala klienta
zemapzinu, nododot nerakstitu zinojumu un radot sajiitas (Markss, 2004).

Tika izpétitas un izanalizétas 15 Latvijas augstskolu majas lapas, pievérSot uzmanibu
krasu, Sriftu izvelei, kompozicionalajam risinajumam. Majas lapas tika izvert€tas no dazadiem
aspektiem.

Jaatzime, ka viena liela kopgja iezime krasu zinpa, kas verojama gandriz visu izpétito
augstskolu majas lapam ir, ka to vizualaja noform&uma tiek pielietots pel€kais tonis, kas
papildinats ar vienu papildus toni ka akcentu dizaina elementiem. 10 augstskolam no 15, majas
lapas dizaina ir pielietota zila krasa, dazadas S§is krasas tonalitatés. Zila tona nianses tiek
pielietotas tadu augstskolu, ka Biznesa Augstskola Turiba (BSA), Latvijas Universitate (LU),
Daugavpils Universitate (DU), Liepajas Universitate (LiepU), Rézeknes Tehnologiju akadémija
(RTA), Baltijas Starptautiska Akadémija (BSA), Banku Augstskola (BA) (skat. 3. att.).
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3. attels. Biznesa Augstskola Turiba (BSA) un Daugavpils Universitate (DU) majas lapas dizains
(http://du.lv, http://www.turiba.lv).

Savukart Rigas Tehniskas universitates (RTU) ir vieniga universitate, kas ka akcent&joso
toni un galveno vizualas identitates nes€ju ir izv€lgjusies tumsi zalo toni. Komunikacijas
materiala veida, Saja gadijuma caur majas lapu ir ievérots balanss starp RTU zalo krasu un
baltajiem laukumiem. Izmantojiet to kopa ar balto un pelékajiem toniem (skat. 4. att.).
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4. attéels. Rigas Tehniskas universitates (RTU) mdjas lapas dizains (http.://rtu.lv).

Japiebilst, ka kompozicionalais risinadjums un krasa sp&j veiksmigi nodroSinat saskari ar
iestades mérkauditoriju un veiksmigi atspogulot zimolu.

Rigas Stradina Universitates (RSU), LSPA un Rigas Juridiskas augstskolas (RJA) majas
lapa doming karminsarkana (Latvijas karoga sarkanais) un peleka tona krasu salikums, kas arT ir
veiksmiga izvéle (skat. 5.).

5. attéls. Rigas Stradina Universitaté (RSU) majas lapas dizains (http://rsu.lv).

No apskatitajam 20 majas lapam 18 majas lapu noform&umos nav izmantoti vairak par
pieciem krasu toniem. RISEBA augstskolas majas lapa izmantoti 8 krasu toni (v€élamo maksimali
pielaujamo 5 tonu vieta).

Tapat art lielakajai dalai no izpétito augstskolu majas lapam Srifts ir pielagots augstskolas
logotipu kompozicionalajiem risindgjumiem un nosaukumiem. Majas lapu dizaina verojams
minimalisma stils. No jucekla atbrivota vide rada brivus laukumus, kuri efektivi var tikt
izmantoti ka ,,baltie laukumi”, ne tik Joti ka tukSie laukumi. Jasecina, ka lielas atstarpes starp
dazadiem majas lapas tekstualajiem un vizualajiem elementiem nerada iespaidu, ka viss ir parak
tukSs, bet gan viss ir savstarp€ji pardomati nodalis un viegli uztverams.

Visam izpétitajam 20 majas lapam Svarigaka informacija ir izcelta, viegli pamanama,
saprotama un izvietota uz pirmas lapas. Izanaliz€jot Latvijas interneta majas lapas, tostarp valsts
iestazu tika konstatéts, ka neviena no pétitajam majas lapam pilniba neatbilst starptautiskajiem
standartiem, tas nav pieejamas cilvékiem ar dazada veida invaliditati.

P&tot augstskolu majas lapas grafisko dizaina risinajumu, var secinat, ka daudzas majas
lapas peédeja laika piedzivo biitiskas parmainas, jo mainas to izmantoSanas veidi un lietotaju
paradumi. Cilveki tas lieto no mobilam iericém, kuru skaits strauji pieaug. Paradumu maina dikté
jaunas prasibas gan dizainam, gan saturam, gan lapas struktiirai, un japiebilst, ka lielakoties
Latvijas augstskolu majas lapas ir vérojama parskatamiba, atteikSanas no liekam detalam, ka art
neparspiléts dizains. Lielakajai dalai no izpétitajam Augstskolu majas lapam ir pareizi pasniegta
informacija, veiksmigi izcelti raksta galvenie elementi, vienkarSa un @€rta navigacija, krasas
“nekoz” acls un acim redzami ir izceltas majas lapas vertigas ipasibas. Galvenie nosacijumi, lai
majas lapa butu izdevusies, ir bagatigi veidots saturs, ar konkrétu mérki, ka ar1 pardomata
reklama. Dalai augstskolu sakumlapa ir loti vienkarSa, parskatama un &rti lietojama, jo te
noraditas tikai galvenas majas lapa atrodamas sadalas, valodas izvéle, meklétajs, bet otrai dalai
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augstskolu butu japardoma, ka atvieglot nepiecieSamas informacijas atraSanu studentam, kas
varbiit pirmo reizi apliiko So augstskolas adresi.

Lai gan visas apskatitajas Latvijas augstskolu majaslapas atrodama informacija ir lidziga,
jo tas visas tomeér ir viens mérkis — izglitibas popularizésana, un to piedavajumi, aktualitates,
jaunumi atskiras, lielakoties, tikai nians€s un atkariba no augstskolas darbibas specifikas. Jau pec
pirmo lapu izpétes vien var pateikt, cik dazadas ir musu augstskolas, un cik dazada ir to pieeja
toposajiem un esosajiem studentiem un sevis reklamesanai.

Izpetot Latvijas augstskolu majaslapas, var secinat, ka tas savu pakalpojumu sarakstu
iedala dazadas pakalpojumu grupas, kuras ieklauj konkr&tus pakalpojumu un piedavajumu
aprakstus. Dazada ir So sarakstu parskatamiba un saprotamiba. Pakalpojumu saraksts un visa
informacija, kas taja pieejama ir majas lapu svarigaka sastavdala, jo internets ir loti nozimigs
faktors studentu sasaisté ar augstskolu, jo majas lapa var iegiit visu nepiecieSamo sakotn&jo
informaciju par jebkuru augstskolas piedavajumu. Piedavajumu saraksta novietojums un
informacijas saturs augstskolu majas lapas atSkiras, un $ada veida informacijas ieguve un
saprotamiba vislielakaja méra ietekm& apmeklétaju skaitu. Majas lapu lietotajiem bez IpaSam
pilém ir javar atrast visu sev nepiecieSamo. Latvija nav tadu cilvéku grupu, kas mudinatu aktivi
un publiski izmantot web lapu standartus izstrades procesa, izskaidrojot, kadg] tie ir nepiecieSami
un vertigi. Tapéc ar klienti (Iidz ar to arT izstradataji) nejit vajadzibu ieviest web lapu izstrades
standartus.

Secinajumi

Veicot pétijumu par majas lapu dizainu, tika noskaidrots, ka, lai piesaistitu izveleto
mérkauditorijas uzmanibu, ir svarigi pieturéties pie noteiktiem majas lapas dizaina izstrades
likumiem. Majas lapas galvenais uzdevums ir kalpot ka komunikativam Iidzeklim. Dizains majas
lapai nozime ne tikai vizualu pievilcibu, bet arT funkcionalitati.

Jasecina, ka ir butiski, lai majas lapas dizaina bitu atpazistama konkr&ta augstskola, ta
grafiskais stils un citos materialos (bukletos, reklamas, sludinajumos) izmantotie elementi,
augstskolas stilistika.

Darba gaita tika apskatiti, izpétiti un izanalizéti daudzi literatiiras avoti, ka arl interneta
resursi. Lai gan visas apskatitajas Latvijas augstskolu majaslapas atrodama informacija ir lidziga,
jo tas visas tomer ir viens mérkis — izglitibas popularizéSana, un to piedavajumi, aktualitates,
jaunumi atSkiras, lielakoties, tikai nians€s un atkariba no augstskolas darbibas specifikas. Jau péc
pirmo lapu izpétes vien var pateikt, cik dazadas ir musu augstskolas, un cik dazada ir to pieeja
toposajiem un esoSajiem studentiem un sevis sistémai. Svarigakais, kas nepiecieSams jebkurai
majas lapai, lai to regulari apmekl&tu, ir aktuala informacija un iesp&ja ar to vienkar$i stradat.
Veiksmiga majaslapa regulari jaatjaunina, apmekl€tajiem jabut iesp&jai redz€t jaunumu
kopsavilkumu, kas ir mainijies $aja lapa. Svarigi ir mainit majas lapas vizualo izskatu,
informacijas izvietojumu un navigaciju. Tas veicina apmekletaju interesi par So vietu un lauj
izvertet un atjauninat, ka art parkartot lapa pieejamo informaciju.

Dalai augstskolu sakumlapa ir loti vienkarSa, parskatama un erti lietojama, jo ir noraditas
tikai galvenas majas lapa atrodamas sadalas, valodas izvéle, meklétajs, bet otrai dalai augstskolu
biutu japardoma, ka atvieglot nepiecieSamas informacijas atrasanu studentam, kas varbiit pirmo
reizi apliiko So augstskolas adresi.

Summary

Nowadays the Internet is no longer conceivable without websites. Websites have become an important means
of communication for different government organizations, and is one of the most suitable organization awareness-
raising platforms.

Website design includes information architecture, website structure, user interface, navigation ergonomics,
page layout, colour gamut, contrast, fonts and images, icons layout and idea of how it will function. All these
graphic elements make up a total combination of website design.
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Graphic design has a visual language, and its main task is to serve as a communicative tool. Design is the
process of collecting ideas, and aesthetically arranging and implementing them, guided by certain principles for a
specific purpose. Web design is a similar process of creation, with the intention of presenting the content on
electronic web pages, which the end-users can access through the internet with the help of a web browser. Web
design itself refers to the process of creating a web page’s appearance and the choice of the right colour scheme,
page layout, fonts and more. Every single web page in a website has a different content, but a similar graphic design
is used in all of the pages. Design is a key part of web design. This includes both the design principles: balance,
contrast, emphasis, rhythm, and unity, and the design elements: lines, shapes, texture, colour, and direction.

The research of the graphic design solutions from several universities’ websites draws the conclusion that
lately many websites experience significant modifications as their usage and consumers’ habits change. People use
them from their mobile devices, the number of which is growing rapidly. The change of habits provides new
requirements of design, content and page structure. It is worth mentioning that lucidity and renunciation of
unnecessary details are mainly noted in webpages of Latvian universities and they have the design, which is not
exaggerated.

A majority of the studied universities' webpages have a properly presented information, successfully
highlighted main components of an article, a simple and easy navigation, the colours that do not sting the eyes and
the most valuable features that are highlighted as well.
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GULBUVE LATVIJAS PILSETU UN LAUKU
REGIONALAJA AINAVA

Log House in Urban and Rural Regional Landscape of Latvia

Silvija Ozola
Rigas Tehniskas universitates Liepajas filiale, e-pasts: ozola.silvija@inbox.lv

Abstract. Only wooden buildings were found on lands populated by the Balts up to the 13™ century. It was
necessary to build buildings of different planning configuration following the relief of the hillfort: rectangular,
polygonal and free configuration log houses made of logs were very appropriate for such conditions. Fences of logs
for the defence of hillforts matching the relief gradually became as fortification walls and new structural elements in
the spatial arrangement of primitive settlements. Logs became components of landscape. Starting from the 13®
century architecture of wooden buildings developed in a new socio-political situation in the presence of stone
architecture. In modern Latvia building of log houses has remained unchanged and has not lost its peculiarity in
constructive essence during the centuries.

Research goal: analyse the impact of urban and rural environment forming wooden buildings — log houses on
the Latvian cultural landscape during various ages.

Applied materials and methods in the work: observation of buildings in nature, comparative analysis of
projects, cartographic, graphic and photographic materials.

Keywords: architectonic structures, log house, spatial environment, traditions, wooden constructions.

levads

Baltijas juras dienvidaustrumu piekrasté plasas teritorijas senatn€ aizn@ma mezi. Latvijas
zeme bija pievilciga kaimintautu parstavju apmekl&jumiem. Dazadu kulttiru un vietgjo tradiciju
ietekmé attist(jas nezinamu autoru radita koka apbuve. KurSu, prisu, zemgalu, latgalu, Iivu,
igaunu, ka arf lietuviesu sabiedriba mazaka vieniba bija gimene, un tas pajumtei c€la majokli.
Sakotngji tikai maju, bet velak jau visu €ku puduri iezogoja: veidoja baltu laudim raksturigu
dzivesvietu — viensétu jeb savrupsétu. Dzimtas apdzivotu teritoriju identificgja ar ciemu, ka
apbiivi veidoja atsevisku dzimtu saimém piederosas viensétas.

Latvijas teritorija kop$ 1.gadu tikstoSa vidus p.m.e. zemkopibai pieme&rotas zemes
medijumiem, bagatu mezu tuvuma, uz atseviSkiem pauguriem, ar stavam nogazém vietgjie
iedzivotaji patvérumam no plésigiem zveriem un sveSu cilSu uzbrukumiem saka ierikot
nocietinatas apmetnes. Sekojot pilskalna reljefam, buivéja iezogotus celtnu kompleksus ar
taisnstira, daudzstiira un brivas konfiguracijas planojuma gulbiivém. Reljefam pieskanotie
apalkoku zogi pilskalnu aizsardzibai pamazam kluva par nocietindgjumu sienam un jauniem
struktiirelementiem pirmatngo apmetnu telpiskaja organizacija. Pilskalna pakajeé koka
nocietindjumi ietveéra senpils€tas blivo apbiivi ar nelielam vienas un divu telpu apalkoku mitném,
saimniecibas €kam, kutim. Aizsargatas vietas, uz salam, ezeros biivEja ezerpilis, to apbiivé
ieklava gulbtves. Celtnu uzbuvi veidoja ta, lai, izvairoties no atseviS$ku elementu mehaniska
sakopojuma biivapjoma, sasniegtu estétiski pilnvertigu arhitektonisko risinajumu.

Senatné baltu zem@s bija sastopamas tikai koka celtnes, bet kop§ 13. gadsimta, mainoties
sabiedriski politiskajai situacijai, koka €ku arhitekttra attistijas mira apbiives klatbiitné. Latvijas
teritorija vacu tradicijas dibinaja pirmas pils€tas, un to planojums ietekmé&ja ari koka celtnu
turpmako attistibu. Reformacija veicinaja jaunu €ku tipu izveidi. Mainijas izpratne par pilsétu
arhitektoniski telpisko uzbiivi — centriska planojuma kompozicija par apbiives dominanti kluva
dievnams, kas organiz€ja apkartgjo vidi un ietekmé&ja koka €ku un gulbiivju biivniecibu.
Livonijas kar$ (1558-1582) izjauca Livonijas konfederaciju (1243-1561). Pilsétu attistiba
17. gadsimta notika izmaigas: veidojas radials planojums un telpiskajai videi atbilstoSas
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dzivojamas un sabiedriskas celtnes. lelukojoties tala pagatng, pilsétu un lauku dzivojamo €ku
planojuma un konstruktivaja uzbiivé saskatamas daudzas kopigas iezimes, to izcelsme saistita ar
naturalo saimniekoSanas veidu. Sakotng&ji koka celtnes pilsétas atgadinaja apbiivi laukos, bet
pakapeniski dzivojamas ¢kas saka piemérot pilsétas planojuma prasibam. Socialekonomisko
apstaklu ietekmé& viet§jo meistaru biivéto gulbiivju planojums un biivapjoms pilnveidojas;
iezim&jas regionalas Ipatnibas. Koka celtnes 18. gs. otraja pusé kluva monumentalas, un
Kurzeme, Zemgale, Vidzeme un Latgale ieguva etnografiskajam regionam raksturigu apbiivi:
kvalitativas iezimes noteica mérogs un telpisko formu attiecibas. Tradiciju sikstais pretspeks
izpaudas saskaré ar stilu arhitektiru. Koka biuivformu evoliicijas sarezgitais un savstarp&ji
atgriezeniskais process vispirms izpaudas pilsétu koka apbiivé, bet vélak — muizu un ari
zemnieku viensétu arhitektiira.

Gadsimtu gaita gulbiivju celtnieciba Latvija sava konstruktivaja butiba ir palikusi
nemainiga un nav zaud@jusi savdabibu. Tradicionala biivnieciba iedvesmo, pilnveidot gulbiivju
konstruktivo risinajumu, radit miisdienu funkciju nodroSinaSanai pilnigi jaunas arhitektoniskas
struktiras un &ku tipus — sabiedriskas celtnes un atpiitas kompleksus.

Raksta merkis: analizet pilsétu un lauku vidi veidojoSo koka celtnu — gulbiivju ietekmi uz
Latvijas kulttirainavu dazados laikmetos.

Petijuma metode: €ku apsekoSana daba, projektu, kartografisko, grafisko un fotografisko
materialu salidzino$a analize.

Sena koka apbuve Latvija

Baltu zem@s pastavéja apdzivotu vietu daudzveidiba: atklatas apmetnes, kur stavkoku
konstrukciju celtpu grupu apjoza zogs un gravis, dabisku SkérSlu aizsargatas apmetnes un
Nocietinatas apmetnes dabiskos pakalnos ar izlidzinatu plakumu un stavam nogazém (1. att.).
Pilskalnu virsotn&s, sekojot reljefa Tpatnibam, radija iezogotu celtnu apbtives kompleksus (2. att.)
ar dazadam konfiguracijas planojuma un apstakliem loti piem&rotam gulbiivém.

1. attéls. Zemgalu apmetne ar gulbitvém Térvetes pilskalna. Rekonstrukcija.
(http://i.vietas.lv/userfiles/image_gal/big/43/image-2543.jpg).
2. attéls. Zemgalu nocietindta dzivesvieta ar gulbiivem Dobeles pilskalna. Jelgavas Gederta Eliasa muzeja
ekspozicijas makets. Foto: S. Ozola.

Koka buvju celtnieciba néma veéra viet€ja, dabiska biivmateriala konstruktivas iespgjas un
izmeérus — parseguma laidumu, gulkoku garumu, statpu augstumu, ka ari koksnes ipaSibas —
jutibu pret mitrumu, nokriSniem, koksngrauziem un uguni. Koka €ku konstrukciju galvenie veidi
bija stavbiive, gulblive un statnu jeb rezgu konstrukcija, kas noteica arf jumta izveidi un biives
siluetu, un, tapat ka vietgjas tradicijas un vide, ietekmgja celtnu arhitektiiru. So procesu veicinaja
ar1 sabiedribas sociala struktiira, klimatiskie apstakli, bivmaterialu resursi un to izmantoSanas
logika, tiecksme péc vienkarsibas biivapjoma uzbiive, ailu un sikdalu formas, dekora. Koksnes
ipasibu izpratne izpaudas apzinigas riipés par radito materialo un makslas vértibu iesp&jami
ilgaku muZzu. Balti, Iivi, igauni [idz 13. gadsimtam majokliem biiveja tikai koka celtnes —
galvenokart gulbiives, to nozimigakais konstruktivais elements bija siena no balkiem, to
augSpusé€ iecirta apaligu robu puskoka dziluma vai art balku galu augSpus€ un apakSpusée izcirta
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apméram vienu ceturto dalu, lai iegulditu nakamo balki. Puspédu garos gulbalku galus maju
stiiru sastiprindjumos latviesi deéve ar paksi (Karklins, 2008: 22).

Gulbiivju konstruktivie risinajumi

Latvijas laukos un mazpilsétas daudzus gadsimtus buvetas gulblives sava biutiba ir
arhaiskas masivkoka celtnes. Miisdienas tas uzskata par elitarakam un izteiksmigakam neka
jaunaka laika gulbtives koka statnos ar d€lu apSuvumu un sienas biezuma iebtivétu siltinajumu.
Masivkoka €ku prieksrociba ir mikroklimata stabilitate telpa, koksnes virsmu ,.elpoSana”,
drosibas sajiita majokli un makslinieciska izveide.

3. attels. Valmieras aprinka Tijas pagasta ,, Lotku ” maju rija. Uzmérija: Péteris Berzkalns. 1922.
(Materiali par Latvijas bitvniecibu,).
4. attéls. Gulskautnu sienu stiru savienojumi: 1 — ar paksiem (krusta paksis), 2 un 3 —
dzegulotais savienojums (gludais paksis). (Jansons, 1982).
5. attels. GufSkautnu éka ar statni savienotiem stiriem un parvelumu 18. gs. noliktavai Liepaja,
Vecas ostmalas iela. (Jansons, 1982).
6. attéls. Gulskautnu éka ar dzilu pasparni zem izvirzitajiem dziedru galiem 18. gs. dzivojamai ékai
Liepaja, Zaju iela 1. (Jansons, 1982).

Gulbuvi veidoja no apalkokiem (3. att.), apkant€tiem balkiem ar kak&umu, Skautniem
(4. att.) bez kak&juma un frézbalkiem ar vairakam gropém. Gulbuvi statpos (5. un 6. att.) buivéja
no apkantétiem balkiem ar kak&umu, Skautniem un frézbalkiem ar vairakam grop€m, tacu
sadam ¢&kam grati izveidot sarezgitus sienu salikumus, jo statni klast parak komplicé&ti.
Gulblivém statnos izmantoja karkasu shémas: vertikali statni sas€ja augs€jo un apaks€jo vainagu;
statnus izvietoja ar1 abpus durvju un logu ailam. Telpai starp statpiem izmantoja gulkoku
konstrukeiju, galus ievietojot statnu grop&s. Gulbiivei statnos nav iesp&ams gludais jeb krusta
paksis, jo €kas arsienas un sturi ir gludi, tadel nepiecieSama preciza detalu apstrade. Izcili
biivbalki vajadzigi tikai statniem, augS€jam un apaks$€jam vainagam. Kurzemé $adi c€la ostas
noliktavas Liepaja, dzivojamas majas, krogus un citas biives (Karklins: 2008: 32).

Latvija 20. gs. divdesmitajos un trisdesmitajos gados biivnieciba uzplauka: c€la €kas, lai
veidotu tikstoSiem jaunsaimniecibu — daudzas no tam ierikoja kadreiz€jo muizu mezZu
nogabalos. Bivvieta zemnieki pasu spékiem sagatavoja 9 lidz 10 m garus balkus. Stiira
savienojumiem lictoja krusta paksi. Viengimenu dzivojamo maju celtnieciba no vietgjiem
kokmaterialiem bija salidzinosi l&ta. Gulbiives stava augstums bija 3,5 11dz 4,5 m. Sijas iebuveja
2,7 Iidz 3 m augstuma un virs tam v€l uzbiiv§ja dazus vainagus, lai veidotu nelielu drempeli.
Noslaupto jumtu galiem reizém lietoja arhaisko gulbalku zelmini. Gulbiives sienu noturibai
izzaggja vertikali stieptas logailas ne tuvak par 1,5 m no stira, lai nodro§inatu sienas stingribu.
Bija sastopami ar1 lentveida logi. Ar Skérssienam nostiprinatajas pietickami masivajas gulbalku
sienas ierikoja lielaka izméra ailas, arT galvenajam ieejas durvim.

Misdienas gulbiives cel, izmantojot tradicionalos pan€mienus, un razo ari riipnieciski.
Firma ,,Latlaft”, kas darbibu uzsaka 2001. gada, piedava ar rokam darinatas gulbtives, bet somu
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»Finnlog” piedava buvésanai piepilsétas vienstava un divstavu koka majas, arT ar garazam,
vasaras majas un villas no masiviem Iimétiem gulbalkiem, kas ir videi draudzigi, ugunsdrosi,
izturigi. Majas veido atvertas ar plasam terasém, lieliem logiem un individuali pielago katra
klienta v€lmém. SIA ,,I1S” gulbalku €kas izgatavo no virpotiem balkiem, bet gulbalku
blivgjumam izmanto siinas. SIA ,SS-Biive” izgatavo gulbiivé majas, pirtinas, vasarnicas,
lapenes, darbnicas, garazas ar norvégu, krievu vai kanadieSu paksi. Senas tradicijas cenSas
apvienot ar misdienu tehnologijam: ir patentéts jauns gulbalku savienojums. Dores Fabrika
ieguvusi patentu par inovativu gulbiivju konstrukciju elementu — Dzegula stiira savienojumu, kas
aiztur vgju, lietu un salu, bet par produktu ,,Frézbalku gulbiive ar Dzegulu stiira savienojumu”
sanéma ,,Eksporta un inovacijas balvu 2009”. Igaunu uznémuma AS ,,Ritsu” gulbtvju rapnica
razoSanas process ir automatizéts. ,,ECO House International” izmanto kvalitativus materialus
gulbiivju maju razosana — kaltétus materialus no nemizotas koksnes, ka art garuma un dziluma
Iim&tu koku, kas nodrosina geometrisko stabilitati un pilnigi cietu struktiiru un lauj izvairities no
plaisam, kas ir probléma biuvétajiem, kuri izmanto tradicionalas tehnologijas. Ekam izmanto
standarta stiira savienojumu, dubulto stiira savienojumu un TirolieSu stira savienojumu. ,,ECO
Wood House” piedava jebkada izméra un sarezgitibas pakapes gulbiives no cilindriskiem
balkiem, norvégu lafetes, arT ar rokam cirstas gulbtives, lai veidotu majokli ar labvéligu klimatu.

Gulbiive latvieSu zemnieku sétu apbiive

Senakie koka apbuives arhitektoniski telpiskie risinajumi Latvija rodami lauku vidg, kur,
sekojot reljefa savdabibai, dabas konteksta un tdenstilpnu klatbtutné veidojas zemnieku sétu
planojums un apbuve.

Latgalé zemnieku materiala kultiira veidojas uz seno iedzivotaju — latgalu kultiiras bazes.
LatvieSu un slavu tautu — krievu, polu, baltkrievu — kultiiru mijiedarbiba izveidojas daudz lokalu
Ipatnibu; tautas celtnieciba jamin: Austrumeiropas tipa diimistaba ar ,,krievu krasni”, divdalijuma
un trisdalijuma dzivojama maja ar neapsildamu priekSnamu. ValdoSie zemnieku apmetnu veidi
bija izklaidu sadZa un rindu sadza. kuras planojumu veidoja iela; vargja bt ar1 krustveida vai T-
veida planojums. Sadzu ietvaros zemnieku s€tam bija vairaki €ku izvietojuma varianti: €kas c€la
ap taisnsttira pagalmu, ko veidoja divas ar galiem pret ielu verstas un viena paraléli otrai buvétas
celtnes, vai ar1 visas ar galiem pret ielu verstas €kas izvietoja pec divpagalmu principa — centra
dzivojama maja, uz vienu pusi no tas kiits, uz otru — kléts. Dazreiz dzivojamo €ku un kiiti
novietoja paral€li tik tuvu kopa, ka saskaras jumtu slipes. Starp €kam atradas slégts laidars, bet
kl&ts un citas €kas izvietoja attalak. No apaliem balkiem zemnieku celtas nelielas gulbuves sedza
ar salmiem vai lubam klati divslipju jumti. Stira savienojumiem lietoja krusta paksi. Zem viena
jumta daZreiz apvienoja dazada rakstura saimniecibas telpas vai art dzivojamas un saimniecibas
telpas. Pagalmu no ielas norobezoja augsts zogs ar dekorativiem vartiem (Latvijas, 1978: 162-
164).

Vidzemé zemnieku materiala kultiira veidojas uz seno iedzivotaju — latgalu un libieSu —
materialas kultiras bazes kaiminos dzivojoSo se€lu, igaunu un slavu ietekmé. Dazadu tautu
kultiiru mijiedarbiba un atSkirigu veésturisku un socialekonomisku apstaklu ietekmé Vidzeme
izveidojas vairaki lokali novadi ar materialas kultiiras Tpatnibam; tautas celtnieciba jamin:
divdalfjuma vai trisdalijuma planojuma dzivojama maja, rija ar zemu un platu jumtu, tradicija
viena saimnieciba uzbuvet vairakas nelielas vientelpas klétinas, pirts ar piebtivétam dzivojamam
telpam. Dzivojamas rijas jumts domingja ta, ka sienas zem dzilajam pasparném veidoja tikai
ceturto dalu no €kas kop&ja augstuma (7. att.). Vidzemé 18. un 19. gadsimta bija div&jadi
zemnieku apmetnu veidi: viensé€tas un izklaidus ciemi, kas dazkart bija diezgan cieSi apbiivéti.
Viensétas un ciemos €kas izvietoja ap neregularu pagalmu, ta viena mala atradas dzivojama €ka,
bet citas — saimniecibas €kas. KI&ti c€la darza, bet riju novietoja attalak no citam &kam,
izveidojot TpaSu rijas pagalmu. Zemnieki c€la gulbiives no apaliem vai nedaudz apt€stiem
balkiem, savienotus krusta paksos. Ekas sedza &etrslipju vai galos no$laupti divslipju jumti, bet
Austrumvidzemé — arT divslipju jumti. lesegumam izmantoja salmus vai lubas; 19. gs. otraja
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pusé plasak lietoja déliSus. Turigo saimnieku €kam bija karninu jumti. Dekorativos elementus
izmantoja mazak, turklat tie bija vienveidigi (Latvijas, 1978: 90-91).

Kurzemé valdosais zemnieku apmetnu tips bija viensetas; pastav&ja art izklaidus ciemi
(Jaunzems, 1943: 4). Pie lokalam Tipatnibam tautas celtnieciba jamin: divdalijjuma vai
trisdalijuma planojuma dzivojama maja ar caurstaigdjamu celtnes centralo dalu, tur atradas
pavards ar piltuves veida apvalkdiimeni un divas neapkurinatas priekstelpas (8. att.). Ekas
izvietoja ap pagalmu. Izplatita bija divu pagalmu sist€éma: centra atradas dzivojama maja, bet
starp to un laidaru — darba jeb ,,netirais” pagalms. Starp dzivojamo &ku un kléti izveidoja ,,tiro
pagalmu”. Dzivojamas majas iemitnieki no caurstaigajama priekSnama €kas centralaja dala erti
vargja noklut ka viena, ta otra pagalma. Cita planojuma tipa s€tas €kas izvietoja atkariba no
saimniecibas lieluma, reljefa un citiem faktoriem. Vairakas dazada rakstura telpas — dzivojamas
un saimniecibas — apvienoja zem kop€ja jumta viena €ka. Pilsétas un lauku sétas céla gulbaves
no aptéstiem balkiem, kadus biivnieciba izmantoja kops 13. gadsimta. Gulbuives sienu noturiba
bija atkariga no koku savieno$anas panémieniem. Ekas stiiros kop$ 16. gadsimta veidoja gludos
paksus. Straujais uzplaukums koka €ku celtnieciba rosinaja namdarus pilnveidot kokapstrades
panemienus, meklét dazadibu sienu konstruktivaja izveid€ un izskatd. Nozimigi kluva
saimnieciskie apsverumi — €kam saka veidot statnotu gulSkautpu sienas, izmantojot Tsaku
kokmaterialu. Sadu sienu konstrukfivais risinajums bija tuvs statnu vai pildrezgu biives
principiem. Palielinajas koka celtnu tipu dazadiba — buivéja majoklus, noliktavas un saimniecibas
¢kas. Buvformas un dekors bija smagngji (Latvijas, 1978: 40-41).

R— Y.

7. attels. Rija ar augstu jumtu Vidzemé (Silvijas Ozolas pastkarsu kolekcija).
8. attéls. Trisdalijuma planojuma dzivojama maja ar apvalkdiimeni Kurzemé
(Materiali par Latvijas bitvniecibu,).
9. attéls. Papes koninu ciema zvejnieku sétas ,, Vitolnieki” dzivojama maja ar déJu apdari un galos
noslauptu divslipju jumtu.
(http://www. latvia.travel/sites/default/files/styles/lightbox/public/tourism_sight//708-
vitolnieki_seta.jpg?itok=FQ30kjNE).

Zemgale augligo zemju un labvéligaku vésturisko apstaklu d€] izveidojas par Latvijas
saimnieciski attistitako apvidu, kur valdoSais apmetnu veids bija viensétas, bet Lietuvas
pierobeza un Rigas juras Iica piekrasté — ciemi. Sétas centra atradas dzivojama €ka, ko appéma
darzs. Dzivojamas €kas viena pus€ izvietoja kiitis un klétis. Celtnes kopa veidoja noslégtu
pagalmu. Attalak, dzivojamas majas otra pusé, uzcéla riju, bet aiz kiitim atradas pirts. Zemnieki
c€la ar Cetrslipju vai galos noSlauptu divslipju jumtu segtas smagn€jas gulbiives no aptestiem
balkiem; stiiros tos savienoja krusta paksos. Izmantoja ar1 statnu konstrukcijas. Jumta segumam
izmantoja salmus, 19. gs. otraja pus€ — ari d€liSus un karninus, bet Rigas jiras li¢a piekrastes
ciemos — niedres (Latvijas, 1978: 196-197). Zemnieku dzivojamam &kam laukos, kops
17. gadsimta, raksturigo divdalijuma un trisdalijuma planojumu, ko 18. gadsimta otraja pusé
pilnveidoja, €kas centralaja dala izveidoja apvalkdiimeni ar pavardu, bet istabas vargja ieklut
tikai caur priekSnamu.

Latvijas rietumu regiona divdalijuma un trisdalfjuma planojuma dzivojamas majas ar
caurstaigdjamu centralo dalu pielagoja pils€tas apstakliem: veicinaja koka celtnu planojuma
attistibu. Pils€tas apbiivei piemérotas trisdalijuma planojuma dzivojamas €kas izvietoja ielas abas
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pusés ta, lai pret brauktuvi pavérsta garenfasade veidotu apbiives Iiniju. leeju €ka uzsvéra ar
durvju ailas formu un portalu. Pils€tas ainava domin€ja koksnes sudrabpelékais tonis un
apstinojuma zalums. Seviski spilgti uz St fona izc€las dakstinu jumti.

Gulbiivju makslinieciska izteiksmiba

LatvieSu tautas celtnieciba nozimigas bija €kas sienas un jumta augstuma proporcijas.
Tradicionali €kas uzbiiveé izcilu vietu ienéma jumts: ta izbtivei atvélgja pat divas tresdalas no
ckas kopéja augstuma. Ekas sedza Cetrslipju un divslipju jumti, kam bija arT no$laupti gali.
Salmu, niedru un lubu seguma jumta slipums bija nedaudz mazaks par 45 gradiem, lai spares
jumtgalé veidotu nedaudz platu lepki. Lauku majam par piem@rotu atzitais jumta slipums bija
sastopams ar1 pilsétu koka apbuive, apliecinot tautas biivniecibas tradiciju noturibu un ietekmi.

Ekas fasadé aktivs elements vienmér ir bijis logs — laikmeta biivniecibas dokuments, kas
ietveéra informaciju par biivelementu stilistisko un konstruktivo evoliiciju. Logu veértnes dalija
vairakas rutis: to izmérus dikt&ja stikla izgatavosanas iesp&jas. Pilsétas koka dzivojamo &ku logu
vertném izmantoja siku rasu stiklojumu, iestiprinatu koka dalfjumu Iistes. Stiklu lielums noteica
logu konstruktivo un arhitektonisko uzbitivi. Eku makslinieciskaja veidola lielu nozimi pieskira
durvju ailam un to aizpildijumam. Izgatavoja gludas durvju vértnes no vertikali liktiem déliem,
bet, attistoties amatniecibai, vertnu konstrukcijas pilnveidoja. Kops 17. gadsimta €ku durvis
ieguva ar1 dekorativu nozimi. Dekoru lietoja loti atturigi: rotdjumam pieskaitamas funkcionalas
nozimes sikformas — lievenu margas, izgriezumi v&jdelu galos, regulari izkartotie jumta kores
nostiprinajuma elementi (9. att.). Klétim ar valgju lieveni dekors akcentgja lievenu stabus
(10. att.) un parsedzu elementus. Latgalé ar kokgriezumiem rotaja lievenu stabus, jumta v&jdélus
(11. att.), logu apmales (12. att.), €ku zelminus.

9. attéls. Gulbive celta kléts ar dekorativiem stabiem rotatu vajéju lieveni Kurzeme 2007.
10. (Silvijas Ozolas attélu kolekcija).
11. attels. Dekors — dzivojamas ékas jumtgales vejdelu zirgi. (wikimedia.org/wikipedia/commons/a/a2/Jumis.JPG).
12. attéls. Dzivojamas ékas loga dekorativa apdare Latgalé (Silvijas Ozolas attelu kolekcija).

Gulbiives arhitektonisko veértibu un maksliniecisko izteiksmibu nosaka daudzu gadsimtu
laika amatnieku izkopta un pilnveidota konstruktiva logika, kas misdienas tiek tradicionali
turpinata: projektétaju un celtnieku kopiga darba rezultata top harmoniskas un gaumigas €kas.
Ignorgjot konstruktivo logiku un tradicijas, rodas masivkoka €kam neraksturigi un neveiksmigi
risinajumi — no tieviem balkiem buvetas €kas ar neprasmigi izveidotiem pakSiem, tradicionalai
gulbuvei parmérigi platas logailas, atstajot netipiskus un nenoturigus gulbalku paksu ,,Stabinus”.
Nepartrauktas logailas biitu jalieto gulbiivém statnos vai masivkoka karkasa konstrukciju €kas.
Gulblivém nav raksturiga dubultdro§ibas pasakumu izmantoSana: uz dziedriem balstitas parlieku
lielas vai niecigas jumta parkares papildus balstiSanai radita kolonnu rinda. Gulbtuives logisko un
vienkar§o pamatapjomu apaudz€jot ar kolonadeém, balkoniem un erkeriem, celtne iegiist
»samocitu” blivapjomu. Saglabajot uzbtives konstruktivo logiku, musdienas ir raditi veiksmigi
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risindjumi gulbliives izmantosanai. Daudzas laikmetigas €kas uzsveérti gulblives un statnu
konstrukciju kontrasti (Karklins, 2008: 35). Izmantojot gludas frézbalku virsmas, apalkoku
sienas ar krusta pakSiem un izteiksmigu resngala un tievgala mainu, gulbiivju arsienu virsmam
veido atSkirigu faktiru. Vidzemes un Latgales novados €kam biivéja apalkoku sienas, bet
Kurzemé gulbiives c€la no divpusigi un pat ¢etrpusigi piet€stiem balkiem. Kurzemes dienviddala
gludas balku sienas iestradaja gludos pakSos, bet — ziemeldala redzami krusta paksi ar pari
laistiem galiem (Jaunzems, 1943: 22).
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13. attéls. Dzivojamas ekas jumts ar koka segumu Amatciemd.
(http://amatciems.lv/lat/galerija/majas.html?pic=941).
14. attéls. Viesu nams ,, Puduri” netalu no Keguma. (http://www.viss.lv/dati/puduri/logo_liels.jpg).

Misdienu Latvijas mazpilsétas, laukos vai piepilséta individualo dzivojamo maju vizualais
tels un konstrukcijas attistas dazadu kultiru ietekmé. Pilnveidojot gimenes €ku planojumu,
tradicionalais divdalijums un trisdalijums vairs nav aktuals. Nozimiga klist dabas videi
draudziga, ekologiska apbiive un €ku harmoniska ieklauSana ainava. Celtnieciba plasi izmanto
dabiskus materialus, attistitu gulbiivju biivniecibas tehniku un tradicijas, salmu jumtu izveides
tehnologijas, meklé risinagjumus modernas biivniecibas savienojamibai ar vésturisko praksi.
Parmainas koka €ku un gulbtivju celtnieciba saistitas ar racionala kas planojuma, konstruktivas
uzbiives, buvju ilgtsp&jibas un energijas efektivu risinagjumu mekl&jumiem, izmantojot vietgjos
kokmaterialus un nodroSinot értu saliekamo koka €ku montazu. Gulbiivju celtnieciba izmanto
tradicionalos biivpanemienus, vienlaicigi, bagatinot celtni ar izteiksmigam buvformam. Liela
uzmaniba tiek pieveérsta arsienu un jumta augstuma proporcijam, jumta formai, ieseguma
materialam (13. un 14. att.). Ornamentu lieto pieticigi.

Gulbiivju funkcionala daudzveidiba

Latvijas laukos 11dz Pirmajam pasaules karam biivéja monumentalas celtnes — viena Iidz
pusotra stava dzivojamas un sabiedriskas €kas, ar1 dzelzcela stacijas. Dzivojamo €ku gulbalku
stavu veidoja vairaki istabu bloki. Vidzemé specifiskas bija lielas rijas (15. att.), tas parstaja
bavet 19. gs. nogale. Vidzemé kop$ 1739. gada Iidz 19. gs. beigam uzbtvéja 130 draudzes
saieSanas namus — viens no iespaidigakiem bija Ceplu saieSanas nams (1817) (16. att.) pie
Alauksta ezera (Karklins, 2008: 31). Neilgi pirms Otra pasaules kara Latvija, bankas atbalstija
ugunsdroS$u €ku buivniecibu: zemnieki saka celt mira €kas, un gulbvju buvnieciba noplaka.
Lauku dzivojamas majas ieguva ar1 I€zenus jumtus, kadi bija €kam pilséta. Peéc Otra pasaules
kara dzivojamo fondu atjaunoja ar €kam no kiegeliem un betona.
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15. attéls. Rija Riudolfa Blaumana memorialaja muzeja ,,Brakos ”.
(http://www.braki.lv/f/galleries/I/20490.jpeg).
16. attéls. Bralu draudzes liigsanas nams Ceplos, Vecpiebalga.
(http:/fwww.bdm.lv/vesture/majas/sn091-01.jpg).

Daudzas koka baznicas uzcela gulbiivé — varenaka no tam ir Jeézus baznica Riga. Profesora
Arttra Kromina (1879-1969) pétijuma atrodami apraksti par gulbiivé celto baznicu tehniskajiem
risindjumiem — celtnes no arpuses apSuva ar déliem, bet zelminus, torpus un citas detalas virs
dzegas darindja Skautnu karkasa konstrukcija, tadeé] sadam &kam delu paterins bija lielaks.
Baznicu planos saskatamas gulbiives konstrukcijai raksturigas iezimes: siena dominé par ailu,
logailas attalinatas no sienu sajiiguma vietam, €kas stingribu nodrosSina gulbiives sienu bloki, kas
novietoti €kas stiros, un kalpoja ka torni vai paligtelpas. Garo gulbalku sienu noturibu
nodrosinaja abpusgji piebuivéti statni. Lielaka platuma telpas ar kolonnu rindam dalija vidus joma
un sanu jomos (Krimins, 2003).

17. attels. Gulbiivé celta Balvu Vissvetakas Dievmates AizmigSanas pareizticigo baznica (2012-2014).
Autore: arhitekte Ludmila Klesnina. 2015. Foto: S. Ozola.
18. attels. Rezeknes Svéta Nikolaja Brinumdara pareizticigo baznica. 2015. Foto: S. Qzola.

Latgale 18. gadsimta celtas koka baznicas bija gulbiives ar délu argjo apdari. Balvu
Vissvetakas Dievmates AizmigSanas pareizticigo baznicu (17. att.) projekt€Sanas iniciators un
tela koncepcijas autors, macitajs Vladimirs Rubcihins iecergja ka kanonisku formu gulbiivi ar
diviem svétgaldiem. Pareizticigo baznicas te€lam jabiit atpazistamam, bet simbolikai jarada
vizuals priekSstats par Visumu — zemes un Debess pasaulém par Dievu un Vipa attieksmi pret
pasauli un cilvéku. Baznicas celtnes uzbuve ieklauti vairaki apjomi: Debess Valsti simbolizeé ar
CetrSkautnu teltsveida jumtu segts kubveida pamatapjoms, ta centru uz astonstiira pamatnes
vainago liela ,,galva”, kas simboliz€ Dieva Likumu, un krusts — Visuma Baznicas Valdnieka
simbols. Ar mazo ,,galvu” vainagotais zvanu tornis ir zemaks. Baznicas planu veido ikonostasa
un altara virziena jeb no ,,gréku tumsas” uz samierinasanas ar Dievu vérsta kanonisku telpu
anfilade — lievenis, priekstelpa, prieksbaznica, vidus telpa, altaris. Sanu piebiives baznicas
vidusdala veido krusta planu. Celtnes pamatapjomu akcenté logi augS$a un lieli logi sanu
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piebuves, lai telpu labi izgaismotu. PriekStelpa nelielie lodzini rada kréslu. ProjektéSana, ko
uzsaka 1994. gada septembri, iesaistijas inzenieri Arnis Asis, Aleksandrs Lukjanecs, Jelena
Sklevska, Juris Sataikins, Tatjana Kiriliva, Andrejs Libers, Alla Kere, Olgerts Lukasevics, Olga
Pilipenko. P&c gada izstradato projektu saskanoja Balvu Biivvaldé un ar biroja vaditaja Jura
Gertmana piekriSanu bez atlidzibas pasniedza draudzei ka davanu. Rézekné gulbiivé tiek buveta

19. attels. Restorans-gulbiive ,,Lido” Riga.
(https://hdwallpapers.cat/wallpaper_mirror/lido_restaurant_in_riga_at_christmas_lights_hd-wallpaper-
1239473.jpg).

20. attéls. Turaidas ainava — gulbiive celts celmalas restorans ,,Kungu rija”.
(http://www.atputasbazes.lv/images/catalog/cObd8e1b2458456e6e78b615749519f5/000/000/016/s7_1672
Jp).

21. attéls. Gulbuvé celts restorans-viesu nams ,, Medzabaki”. (http://www.kodarit.lv).

Atjaunotaja Latvijas Republika pieauga interese par gulbivém: Riga uzc€la restoranu
,Lido” — izmeéros vislielako gulbiivi (19. att.). Ekas augddalu un v&jdzirnavas veidoja statnu
konstrukcijas. Lauku vidé ekologiskas, strukturalas un funkcionalas izmainas veicina
netradicionalu gulbiivju atpiitas un viesu namu, sabiedrisko €ku un monumentalu kompleksu
biivniecibu. Turaida verienigs un skaists ir no vareniem apaliem balkiem celtais restorans
,»Kungu rija” (20. att.), ar lielam jumta parkarém un koka skaidu jumtu. Lilastes ezera tuvuma
restorana-viesu nama ,,Medzabaki” (21.att.) pagrabstavs un cokols veidots no pléstiem
akmeniem, pirmais stavs — no gulbalkiem, bet jumts — no niedrém. Daugavas pickraste atrodas
daudzfunkcionalais atptitas komplekss ,,Puduri” (14. att.).

Gulbiive Latvijas pilsétu un lauku ainava

Latvija daudzu gadsimtu gaita izveidojusies arhitektoniski un dabas formu bagata lauku un
pilsétu ainava nav iedomajama bez sasaistes ar kultiiras tradicijam un veértibam. Viegli
ieglistamais un celtniectba &rti lietojamais kokmaterials viduslaikos izradjjas arkartigi
ugunsnedros$s. Nocietinataja pilséta Riga biivnoteikumi stingri vérsas pret koka eku biivniecibu:
gulbiives turpingja celt galvenokart arpus miriem priekSpilsétas, kur brivstavosus namus
novietoja ar saniem pret ielu vai celu. Latvijas mazpilsétas, kur ielinas saistija apbiivi ar tirgus
laukumu, koka arhitektiira bija vadosa daudzus gadsimtus (Jansons, 1982: 16-17). Miisdienu
pilsétu apbivé nedominé ekologiskas un estétiskas mazstavu koka dzivojamas €kas un
gulbuives — tas pils€tu ainava ieklauj ka ekskluzivas, unikalas celtnes.

Koka €kas un gulbiives ir kluvusas par lauku ainavas sastavdalu, mudinot izkopt un attistit
senas biivniecibas tradicijas. V€lme rados$i veidot apkartni, rosina atjaunot senas €kas, mainit to
sakotngjo funkciju, ka ar1 radit modernas un miisdienigas koka celtnes.
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22. attels. Amatciema apbiuves ainava ar gulbitvem. Arhitekti: Sarmite Bumbiere un Péteris Bliims.
http://media-cache-ak0.pinimg.com/736x/5f/25/1d/5f251d0bd067a4b3c9f9b7e954f57a37.jpg.
23. attels. Amatciema ainava — gu/bivé celta gimenes éka ar dzivojamam telpam jumta izbive.
http://ic.pics.livejournal.com/konin_ss/33197498/38182/38182_640.jpg.

Vidzemée, parveidojot dabas ainavu, radija Amatciemu (22. att.), ka ipasnieks ir Aivars
Zvirbulis. Amatciema planojuma ietvéra latvieSu tradicionalas viensétas ideju, uzbivi un
tradicijas. Ciemata starp fidenstilpném un koku puduriem izvietotie mazstavu dzivojamie nami
patikami ieklaujas ainava (23. att.). Saglabajot cilvéka m&rogu atsevisku celtnu un €ku ansambla
telpiskaja kompozicija, ir iespgjams ne tikai organiski saliedé un aptvert visus telpiskas
izteiksmes komponentus, bet arT nodrosinat telpiskas kompozicijas adekvatu uztveri.

Secinajumi

1. Latvija p&c neatkaribas atjaunoSanas gulbiivju celtnieciba pils€tas un laukos ieguvusi
jaunas izpausmes. Miisdienu pilsétvide, atSkiriba no pirmskara laika, dzivojamas &kas
gulbiivé vairs nedoming ainava — tas biezak sastopamas Latvijas austrumu regiona. Izzinot
vesturisko mantojumu, arhitekti rod jaunus, radoSus risinajumus vides informativi
emocionala potenciala palielinasanai, makslinieciskas izteiksmibas sasniegSanai un
identitates saglabasanai: Latvijas regionalo arhitektiru pilsétas bagatina atseviski
cilvéciska meroga raditi, ainava un arhitektoniski telpiska konteksta iesaistiti biivapjomi
gulbiive.

2.  Mausdienas gulbuvju arhitektiira Latvija galvenokart attitas lauku vid€, kur sastopamas
senajas tradicijas atjaunotas gulkoku €kas un riipnieciski razoti laikmetigi dzivojamie nami
ar misdienu prasibam un estétikai atbilstoSu planojumu un vizualo telu, ka art
daudzfunkcionalas celtnes un kompleksi atpiitai, kur gulbiives biivapjoma izveidé
izmantoti inovativi risinajumi, bet konstruktivie elementi dazkart sasaistiti ar laukakmens
mri.

Summary

In the Curonian, Prussian, Semigallian, Latgalian, Liivs, Estonians, as well as in Lithuanians’ society family
was the smallest unit for whose settlement a house was built. Initially, a fence was only built around the house but
later around the whole cluster of buildings. A fenced house or group of buildings formed a farmstead or messuage, a
type of residence typical to the Balts’ people. A territory populated by kin was identified with a village whose
building consisted of farmsteads belonging to separate households of kin. Starting from the middle of the year
1000 BC on lands suitable for farming nearby rich forests on separate hills with steep slopes local inhabitants started
to make fortified settlements. The most important buildings built of logs were concentrated in the fenced building
complexes. At the foot of the hillfort in the ancient town surrounded with wooden fortifications single or double
room houses, outhouses and barns were built of logs, creating dense building. Log houses were also built in
protected places on lake islands. The first cities were founded in the territory of Latvia during that time, whose
planning influenced the further development of wooden buildings. Reformation promoted formation of new building
types in cities. Understanding about the urban architectural and spatial planning changed — church became the
architectural dominance in the composition of urban central planning, which arranged the surrounding spatial
environment and also influenced building of wooden houses, as well as log houses. The Livonian War (1558-1582)
destroyed the Livonian Confederation (1243-1561). In the 17" century changes took place in urban planning: rural
buildings were gradually adapted to urban conditions, promoting development of radial construction plan and
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construction of houses and public buildings suitable for spatial environment. Under the influence of socio-economic
conditions the planning and construction volume of log houses built by local masters improved; regional
peculiarities were marked and ethnographic architecture developed. Wooden building architecture reached its full
maturity in the second half of the 18™ century, when also in the appearance of log buildings monumentality was
manifested. Improving the constructive solution of log houses, nowadays absolutely new types of buildings are
created — in the old constructions public buildings and relaxation complexes are built. The traditional building
inspires creation new architectonic structures to provide modern functions.

11.
12.
13.
14.
15.

16.
17.

18.

176

Literatiira un avoti

Amatciema ainava — gulbivé celta gimenes eka ar dzivojamam telpam jumta izbiuve. http:/lic.pics.live
journal.com/konin_ss/33197498/38182/38182_640.jpg.

Amatciema apbives ainava ar gujbiivem. Skatits: 17.11.2014.http://media-cache-ak0.pinimg.com/736x/
5f/25/1d/5f251d0bd067a4b3c9f9b7e954f57a37.jpg.

Braju draudzes ligSanas nams Ceplos, Vecpiebalga. Skatits: 10.11.2015. http://www.bdm.Iv/
vesture/majas/sn091-01.jpg.

Dekors — dzivojamas ékas jumtgales véjdélu zirgi. Skatits: 17.11.2014. wikimedia.org/wikipedia/
commons/a/a2/Jumis.JPG.

Dzivojamas ékas jumts ar koka segumu Amatciemd. Skatits: 17.11.2014. http://amatciems.Iv/lat/
galerija/majas.html?pic=941.

Jansons, G. (1982). Kurzemes pilsétu sends koka ekas. Riga: Zinatne. (In Latvian).

Jaunzems, J. (1943). Kurzemes séta. V. Tepfera izdevums. (In Latvian).

Karklips, M. (2008). Gujbiives. Vakar. Sodien. Rit? In: Arhitektiras un biivniecibas attistiba cauri
gadsimtiem. Rigas Celtniecibas koledzas 2. zinatnisko rakstu krajums. Riga: Rigas Celtniecibas koledza. (In
Latvian).

Kramins, A. (2003). Latgales koka baznicas. Riga: Jumava. (In Latvian).

Materiali par Latvijas bivniecibu. 11 kopojums. Uzmérojumi. (1922) Riga: Latvijas Universitates
Arhitektiiras fakultate. (In Latvian).

Latvijas Etnografiskais brivdabas muzejs. Riga: Zinatne, 1978. (In Latvian).

Restorans-viesu nams ,, Medzabaki”.Skatits: 10.11.2015. http://www.kodarit.Iv.

Restorans ,,Lido” Riga. Skatits: 10.11.2015. https://hdwallpapers.cat/wallpaper_mirror/lido_restaurant
_in_riga_at_christmas_lights_hd-wallpaper-1239473.jpg.

Rija Rudolfa Blaumana memorialaja muzeja ,,Brakos”. Skafits: 10.11.2015. http://www.braki.lv/f
/galleries/I1/20490.jpeg.

Turaidas ainava — guj/buve celts celmalas restorans , Kungu rija” Turaida. Skatits: 10.11.2015.
http://www.atputasbazes.lv/images/catalog/cObd8e1b2458456e6e78b615749519f5/000/000/016/s7_1672.jpg.
Viesu nams ,, Puduri” netalu no Keguma. Skatits: 10.11.2015. http://www.viss.Iv/dati/puduri/ logo_liels.jpg.
Zemgalu apmetne ar gulbivém Térvetes pilskalna. Skatits: 10.11.2015. http://i.vietas.Iv/userfiles/
image_gal/big/43/image-2543.jpg.

Zemgales zemnieka dzivojama madja ar galos noSlauptu divslipju jumtu. http://lwww.latvia.travel/
sites/default/files/styles/lightbox/public/tourism_sight//708-vitolnieki_seta.jpg?itok=FQ30kjNE.


http://media-cache-ak0.pinimg.com/736x/%205f/25/1d/5f251d0bd067a4b3c9f9b7e954f57a37.jpg
http://media-cache-ak0.pinimg.com/736x/%205f/25/1d/5f251d0bd067a4b3c9f9b7e954f57a37.jpg
http://www.bdm.lv/vesture/majas/sn091-01.jpg
http://www.bdm.lv/vesture/majas/sn091-01.jpg
http://amatciems.lv/lat/galerija/majas.html?pic=941
http://amatciems.lv/lat/galerija/majas.html?pic=941
https://hdwallpapers.cat/wallpaper_mirror/lido_restaurant_in_riga_at_christmas_lights_hd-wallpaper-1239473.jpg
https://hdwallpapers.cat/wallpaper_mirror/lido_restaurant_in_riga_at_christmas_lights_hd-wallpaper-1239473.jpg
http://www.braki.lv/f/galleries/l/20490.jpeg
http://www.braki.lv/f/galleries/l/20490.jpeg
http://www.atputasbazes.lv/images/catalog/c0bd8e1b2458456e6e78b615749519f5/000/000/016/s7_1672.jpg
http://i.vietas.lv/userfiles/image_gal/big/43/image-2543.jpg
http://i.vietas.lv/userfiles/image_gal/big/43/image-2543.jpg
http://www.latvia.travel/%20sites/default/files/styles/lightbox/public/tourism_sight/708-vitolnieki_seta.jpg?itok=FQ3okjNE
http://www.latvia.travel/%20sites/default/files/styles/lightbox/public/tourism_sight/708-vitolnieki_seta.jpg?itok=FQ3okjNE

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

PETIJUMS PAR AUSTRUMLATVIJAS TEHNOLOGIJU
VIDUSSKOLAS KORPORATIVAS IDENTITATES IZSTRADES
NEPIECIESAMIBU

The Research on the Necessity of Corporate Identity Development for the
Eastern Latvian High School of Technologies

Diana PoSeva
Rézeknes Tehnologiju akadémija, e-pasts: dianaposeva@inbox.Iv

Aina Strode
Rézeknes Tehnologiju akadémija, e-pasts: aina.strode@ru.lv

Abstract. Every person, group or organization has its own identity, which helps to define the most important
values, events and stand out among competitors. Eastern Latvian High School of Technologies is a newly
established school, which opened its doors in September 2015. Therefore the corporate identity is the key issue in
the popularization of this school. The objective of this research is to find out the necessity of the corporate identity
development for the Eastern Latvian High School of Technologies by studying and analyzing the importance of
branding in the area of education. The methods of research: theoretical — investigation and analysis of relevant
literature, internet sources and regulatory documents. Empirical — methods of data collecting: survey, structured
interview.

Keywords: Corporate identity, graphic design, school, logo, Eastern Latvian high school of Technologies.

levads

Katrai organizacijai piemit sava identitate, kas palidz defin€t svarigakas vértibas un
notikumus, izcelties konkurentu vidi. Profesionali izstradata korporativa identitate veido
vienotu, l1dz detalam izstradatu grafisko kanonu, kas attiecas uz jebkuram §1 zZimola vizualajam
izpausmém. Vestijumam jabiit vienkarSam, neparprotamam un atbilstigam.

Lai veiksmigi konkuré&tu izglitibas telpa starptautiska ItTmeni un sadarbotos vietgja, Latvijas
izglitibas iestadém skaidri jadefing parvaldibas modeli. Iestazu vaditajiem nepiecieSams sakartot
uznémumu ieks€jos parvaldibas procesus, taja skaita — korporativo identitati.

Organizacijas poziciongums ir unikala veértibu kombinacija, ieverojot atraSanas vietu,
kultiiru, misiju, viziju un citu, tas viss janem veéra katrai macibu iestadei sava zimola izstrades un
attistiSanas procesa.

Raksta merkis: izp€tot un analiz§jot zimolvedibas nozimi izglitibas telpa, noskaidrot
korporativas identitates izstrades nepiecieSamibu Austrumlatvijas Tehnologiju vidusskolai.

Izmantotas pétijjuma metodes: teorétiskas: ar nozari saistitas literatliras un internetresursu
izp&te un analize. Empiriskas datu ieguves metodes: aptauja, eksperta strukturéta intervija.

Austrumlatvijas Tehnologiju vidusskolas raksturojums

Rézeknes Tehnologiju akadémijas (RTA) Senata séde — 2015. gada 19. junija tika skatits
jautajums par jaunas visparizglitojosas izglitibas iestades dibinasanu. Rézeknes Tehnologiju
akadémijas Senats pienéma So vésturisko lémumu atvért Austrumlatvijas Tehnologiju
vidusskolu — vispargjas vidgjas izglitibas matematikas, dabaszinatnu un tehnikas virziena
programmu TstenoSanai. Izglitibas iestades juridiska adrese ir AtbrivoSanas aleja 90, Rézekne,
LV 4601 (RA Sabiedrisko attiecibu nodala, 2015).

Austrumlatvijas Tehnologiju vidusskola isteno STEM (science, techology, engineering and
mathematics) virziena programmu, veidojot skoléniem prasmi patstavigi macities un
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pilnveidoties, motivéjot miuzizglitibai un apzinatai karjerai inzenierzinatnu / tehnologiju joma, ka
ar1 nodros$inot augstu normativajos aktos paredz€to macibu sasniegumu Itmeni valsts parbaudes
darbos (RA Sabiedrisko attiecibu nodala, 2015).

Rézeknes Tehnologiju akadémija ir otra valsts augstakas izglitibas iestade, kas nolémusi
dibinat pati savu studentu kalvi. Jau pavasarl Inzenierzinatnu vidusskolu izveidoja Rigas
Tehniska universitate (RTU).

Austrumlatvijas Tehnologiju vidusskolas direktors Aivars Vilkaste atzina par
nepiecieSsamibu dibinat pasiem savu vidusskolu. R€zeknes Tehnologiju akadémija par to sprieda
piecus gadus, jo bijis redzams, ka vidusskolu absolventi biezi vien nav spgjigi no pirma studiju
gada pilnvertigi studét programmas, kas saistitas ar inzenierzinatném, metalapstradi,
informacijas tehnologijam u. c¢. Tapec tika nolemts dibinat vidusskolu, kura seviska veriba tiks
pievérsta matematikai, fizikai, kimijai, tehniskajai ras€Sanai, informatikai, ari sveSvalodam.
Skola izvietota RTA &ka, kura ieprieks atradas viena no fakultatém un rektorats (skat. 1. att.).

Dala skolotaju vidusskolai izraudziti no augstskolas docétaju vidus. Darba tika iesaistiti art
skolotaji, kuriem ir pieredze un panakumi darba ar vidusskoléniem. 2016./2017. macibu gada
skola macas 41 skoléns, no kuriem 10.klasé — 11 skoléni, 11.klasé — 20 skoléni un 12 .klasé — 10
skoléni.

Rézeknes Tehnologiju akadémijas rektors Edmunds Teirumnieks un jaunas vidusskolas
direktors Aivars Vilkaste norada, ka skolas darbibas mérkis bus veidot radoSu un kvalitativu
izglitibas vidi. Nemot véra to, ka Rézeknes Tehnologiju akadémija var nodroSinat skoléniem
pieeju miisdienigam laboratorijam, augsti kvalificétus pedagogus un stradat, ieveérojot Latvijas
Republikas likumdoSanu, Austrumlatvijas Tehnologiju vidusskola jaunieSi iegis kvalitativu
izglitibu savai talakajai karjerai (R€zeknes Augstskolas Sabiedrisko attiecibu nodala, 2015).

Jau pirmaja pastavésanas gada, skoléni apliecindja savas zinaSanas un prasmes viet&jas un
valsts méroga macibu olimpiades. Skolai poziciongjoties kopgja izglitibas telpa, savas
atpazistamibas nodroSinasanai, ka arT skolénu un personala salied&Sanai, iestadei ir nepiecieSama
spilgta korporativa identitate.

1. attéls. Austrumlatvijas Tehnologiju vidusskola. Foto: D.Poseva.
Korporativa identitate ka organizacijas vizitkarte sabiedribas konteksta

Korporativa identitate ir elementu kopums, kas demonstré uzn€muma, produkta vai
pakalpojuma piederibu vienam veselumam, taja pasa laika laujot tam izcelties konkurentu vidi
(Holzinger, Dhalla, 2007).

Profesionali izstradata korporativa identitate veido vienotu, Iidz detalam izstradatu grafisko
kanonu, kas attiecas uz jebkuram 3T zimola vizualajam izpausmém. Sis kodekss aptver visus
zimola reprezentacijas un komunikacijas materialus, defingjot korporativas identitates elementu
lietoSanas principus un estétisko filozofiju (Bergstrems, 2009).

Grafiskas zimes jeb logotipa izstrade ir pirmais solis korporativas identitates veidoSana.
Visiem pargjiem identitates elementiem jabut sakritigiem un nolasamiem. Veéstjjumam jabiit
vienkarSam, neparprotamam un atbilstigam. Grafikas dizainam skaidri jakomunicé planotas, ar
So noteikto zimolu saistitas asociacijas (Olinss, 2005).
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Zimoli miusdienas vairs nav tikai organizacijas nosaukums, vizuala identitate vai sauklis,
tiem tiek piedévétas personiskas ipaSibas. Ar to palidzibu zimoli sniedz v&stijumu par
organizacijas misiju, viziju, vértibam, solfjumiem un dibina attiecibas ar organizacijas klientiem.
Veidojot zimolu jaatceras, ka tam jabut — unikalam, atraktivam, atbilstoSam, uzticamam,
noturigam (Tirgus zinibas, b.g.).

Korporativa identitate sevi ietver — organizacijas nosaukumu (jégu, sauklus), sist€ému,
vizualo komunikaciju (simbolus, dizainu, organizacijas kultiru), rezonansi (t€lu sabiedriba),
uztveres procesu (viegli iegauméjama un atpazistama sabiedriba), solidarizacijas procesu
(cilveks jutas piederigs organizacijai), nemitigu identitates uzturéSanu un saglabasanu (Putnina,
2011).

Grafiskie elementi, fonti, krasu prioritates ir vieni no svarigakajiem elementiem
korporativas identitates dizaina izveidg.

Visi izstradatie korporativas identitates elementi, papildinati ar to izmantoSanas
nosacijumiem, tiek apkopoti stila gramata. Konsekvents izstradatas identitates lietoSanas
nosacijumu pielietojums ir obligats sekmigai marketinga komunikacijai ar ieceréta zimola t€la
veidoSanu mérkauditorijas apzina (ESPLANADE, 2014).

No korporativas identitates organizacija sagaida sabiedribas attieksmi, uztic€Sanos un
iesp&ju orienteties dazadas situacijas.

Lai noteiktu tendences macibu iestazu logo izveide, nakamaja nodala skatiti Latvijas
specializéto vidusskolu logo un to pamatojums.

Latvijas macibu iestaZu korporativas identitates dizains

Misdienu informativaja lauka ir iesp€ja skatit macibu iestazu majas lapas, kur var gt
informaciju par piedavatajam izglitibas programmam, personalu, tradicijam, aktualajiem
notikumiem utt. Izp&tot daudzu Latvijas skolu majas lapas, vérojams, ka vairakumam skolu ir
izstradata arT logo zime, kas kalpo ka skolas vizitkarte.

Raksta ietvaros, analizetas tris logo zimes. Ka analogi izv@leti specializéto vidusskolu logo.

l.analogs. Liepajas Dizaina un makslas vidusskola dibinata uz Lietiskas makslas
vidusskolas bazes. Skolai ir izstradata spilgta un pamanama korporativa identitate. Macibu
iestades logo sastav no geometriskam figiiram, kas kopa veido dinamisku, uz vienas Skautnes
novietotu telpisku kubu, ka ar1 skolas nosaukuma sakuma burtiem. P&c autoru noveérojumiem,
telpiska kuba simbols biezi tiek izmantots dizaina organizaciju logo sastava.

Logotipam ir izmantotas veso tonu gradacijas — violeta, zala un zila. Jaatzimé, ka zila krasa
ir viena no popularakajam izveélém macibu iestazu logo dizaina. Ta, tapat ka violeta, ir zinibu un
intelekta krasa. Dazkart, literattira to skaidro, ka uzticamibas, pastavibas un apnémibas simbolu.
Zala krasa tiek uztverta ka nomierino$a un atsvaidzinoS$a, ar dabisku zila un dzeltena pieskanu.
Zalo uztver ka ekologijas un miera simbolu. ST krasa nomierina nervu sistému un stimulé pratu,
veicina radoSumu. Violeta jeb lilla krasa iemieso sevi lidzsvaru. Misticisma un karalisku 1paSibu
piepildita krasa, raisa radoSumu un ekscentrismu (Dazadu krasu nozime un to simboli, 2015).

Logo ir izstradats lietoSanai uz dazadiem foniem, kas palidz ieveérot dizainera uzstadijumus
un izslédz neatbilstosu logo izmantoSanu (skat. 2. att.).

2.analogs. Rigas Dizaina un makslas vidusskola ir moderna un radosa macibu iestade,
kas doma ne tikai par skolénu izglitoSanu, panakumu sasniegSanu, bet ari par korporativo
identitati, kas patiesiba ir arT visa §1 nosl€épuma atsléga.
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2. attels. Liepajas Dizaina un makslas vidusskola.

Logo ir simbols, kura pamatfunkcija ir veicinat uznémuma atpazistamibu. Logo jabut
izstradatam ta, lai tas batu viegli atpazistams un Rigas dizaina un makslas vidusskolai ir tiesi
tads logo. Tas ir vienkarSs un saprotams, kas lieliski komunic€ ar patérétaju un nodod taja
iestradato zinojumu. Logo sastav no skolas nosaukuma sakuma burtiem un geometriskam
formam — apla, kvadrata un trijstira. Aplis raksturo — visa sakumu, iemieso sevi garigo energiju,
bezgalibu un nebeidzamibu. Trijstiiris asoc€jas ar visa centru un precizitati. Tas simbolizé
harmoniju, proporciju, subjektivitati, speku un intelektu. Kvadratu var uztvert ka balstu, jo tas
simboliski ir visa pamats un stabilitate (Geometrisko figtiru simboliska nozime, 2015).

Macibu iestades logo izstradats divos krasu variantos, pirmaja izmantota peléka un sarkana
krasa, otraja melna un sarkana. Peléka krasa ir muiziga un praktiska. Ta labi sader ar jebkuru citu
krasu, raksturo inteligenci, izsmalcinatibu un uzticamibu. Sarkana krasa ir vispersoniskaka krasa
no visam. Pazistama ka enegijas stimulants. Sarkanais pieveér§ sev uzmanibu un, sapratigi
izmantojot sarkanus akcentus, lauj cilvéka redzei fokuseties uz izcelto objektu. Raksturo
energiju, drosmi, dinamiku un gribasspéku. Melna krasa ir autoritativa un spéciga. Melna krasa
raksturo eleganci, bagatibu, izsmalcinatibu un jaudu (Dazadu krasu nozime un to simboli, 2015).

Logo ir viegli iegaumé&jams, tas rosina lojalitati, uzticlbu un macibu iestades
profesionalitati (skat. 3 .att.).

LT RN

RIGAS DIZAINA UN MAKSLAS VIDUSSKOLA

3. attels. Rigas Dizaina un makslas vidusskola.

3.analogs. Rigas Tehniskas universitates InZenierzinatnu vidusskola (I1ZV) ir Latvija
pirma vispargjas vidgjas izglitibas macibu iestade, ko izveidojusi universitate un kura Latvijas
talantigakie skoléni varés padzilinati apgit eksaktos macibu priekSmetus, lai sagatavotos
inzenierzinatnu studijam (InZenierzinatnu vidusskola, 2015).

IZV misija ir dot iesp&€ju apdavinatiem un spgjigiem Latvijas pils€tu un lauku jaunieSiem
iegtt kvalitativu, konkur&tsp&jigu vispargjo vidgjo izglitibu eksakto zinatnu virziena.

Rigas Tehniskas universitates Inzenierzinatnu vidusskolas (RTU IZV) zimols uzvargjis
Latvijas Dizaineru savienibas konkursa «Gada balva dizaina 2015» nominacija «Gada balva
grafikas dizaina 2015» (skat. 4. att.).

RTU
INZENIERZINATNU
VIDUSSKOLA

4. attels. Rigas Tehniskas universitates Inzenierzinatnu vidusskolas logo.
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Dizainu RTU IZV zimolam izstradaja dizaina studija «Teika». Ta autori — Verners
Timosko un Ieva Riekstina (Inzenierzinatnu vidusskola, 2015).

Veidojot IZV grafisko identitati, dizaina studija iedvesmu guva no sengrieku zinatnieka
Arhimeda vardiem: «Dodiet atbalsta punktu, un es pacelSu Zemeslodi.» Ta radas gan skolas
logotips, kur iesp&ju bezgalibas zZime savieno divu macibu iestazu abreviatiras, gan lakonisku
simbolu sérija ar eksakto zinatnu legendam, atklajumiem un jédzieniem — Fuko svarstu, Natona
abolu, gaismas prizmu, fotosintezi. Grafiska valoda akcent€ un izcel RTU IZV spéku eksaktajas
zinatn€s un demonstré tas jaunekligo, elitaro garu (skat. 5. att.).

Logo izmantots spilgts krasu salikums — oranza, violeta, zila, zala, gaisi zila. Oranza krasa
simbolizé siltumu, energiju, entuziasmu, radoSumu, neatkaribu un pievilcibu. Zila krasa ir
uzticamibas, pastavibas un apnémibas simbols. Zala krasa ir nomierino$a un atsvaidzinosa. Ta
simboliz€ — veiksmi, harmoniju, izaugsmi un atsaucibu. Violeta jeb lilla krasa simbolize
lidzsvaru, mieru, ceribu un makslinieciskumu (Dazadu krasu nozime un to simboli, 2015).

B L
lzv

5. attéls. RTU IZV korporativa identitdte.

Pateicoties profesionalu dizianeru darbam, skola ir ieguvusi pilnveértigu, skolas attistibas
stratégijai un filosofijai atbilstosu zimola vizualo identitati.

Skatitie analogi apliecina katra logo originalitati, ieklaujot simbolu, $riftu un krasu
variacijas, kas veiksmigi izmantojamas skolas informativo materialu un prezentacijas priekSmetu
noform&juma, sekmgjot skolas atpazistamibu.

Nekatoties uz dizaineru profesionalitati, neatnpemama dizaina izstrades sastavdala ir
lictotaja vajadzibu izp&te. Nakamaja nodala apkopoti Austrumlatvijas Tehnologiju vidusskolas
(ATV) skolénu anketéSanas un ekperta aptaujas rezultati.

Lietotaju vajadzibu izpete

Katra skola ka sabiedriska iestade ietver apkalpojoso dalu, kas ir skolotaji, administracija,
tehniskie darbinieki un pakalpojuma sapémé&ju dalu, kas ir skoléni. Lai pétfjums atbilstu
ticamibas nosacijumiem, tika izmantota triangulacija, t.i., dazadas datu ieguves metodes. Skoléni
savu viedokli izteica rakstiski aizpildot anketas, savukart skolas direktors tika izveéléts ka
eksperts un atbildgja uz struktur€tas intervijas jautajumiem.

Skolenu aptaujas rezultati. Ka datu ieguves metode pétijuma izmantota skolénu aptauja,
kur ar anketas palidzibu tika apzinats respondentu viedoklis par uzdotajiem jautajumiem.
Jautajumi tika sastaditi par Austrumlatvijas Tehnologiju vidusskolas (ATV) zimolu un tas
korporativas identitates izstrades nepiecieSamibu.

Aptauja ir informacijas ievakSanas metode, kas tiek izmantota, lai aprakstitu, salidzinatu
vai izskaidrotu individa vai sabiedribas zinaSanas, sajltas, veértibas un uzvedibu. Tas ir
dokuments, kas ietver jautajumus un cita veida informaciju, kas izveidots ar mérki ievakt
informaciju analizei (Terminu vardnica, 2010).

Tika aptaujati 12 respondenti no Austrumlatvijas Tehnologiju vidusskolas — 6 viriesi un 6
sievietes vecuma no 16 — 18 gadiem. Péc veikta pétijuma tika secinats, ka visi aptaujatie
respondenti uzskata, ka macibu iestadém ir nepiecieSama korporativa identitate, lai labak
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atpazitu konkr&tas macibu iestades un popularizétu tas. Atbildot uz jautajumu, kuru macibu
iestazu logotipus Jus esat ieverojusi, atbildes bija Sadas — 8 no respondentiem ieveérojusi
Rézeknes Tehnologiju akadémijas logotipu, 6 — Latvijas Universitates logo, 4 — Banku
augstskolas logo, 2 — RTU InZenierzinatnu vidusskolas logo, 3 — Biznesa Augstskolas Turiba
logo, 1 — Rigas dizaina un makslas vidusskola, 1 — Agenskalna Valsts gimnazija (skat. 6. att.).

Kuru macibu iestazu logotipus Jus esat ievérojusi?

6. attels. Respondentu atbildes.

Uz jautajumu vai skola bez korporativas identitates sp&j pastavét un sevi reprezentet,
atbildes bija $adas — 10 no respondentiem atzina, ka bez korporativas identitates macibu iestade
nevar pastavét, 2 — atzina, ka, ja macibu iestdde ir laba, td var pastavét ari bez logo un
korporativas identitates. Turpreti, atbildot uz jautajumu, kadam, Jaisuprat, butu jabiit logotipam,
lai tas populariz€tu un padaritu atpazistamu macibu iestadi, atbildes bija Sadas — 8 no
respondentiem atbild&ja, ka logotipam jabiit spilgtam, 7 — radoSam, 6 — pamanamam, 4 —
originalam, 3 — vienkar§am, viegli nolasamam, 3 — daudzfunkcionalam, 1 — saskana ar macibu
iestades misiju un kulttiru (skat. 7. att.).

Kadam, Jusuprat, bitu jabat logotipam, lai tas popularizétu
un padritu atpazistamu macibu iestadi?
8
7 -
6

o - w s

7. attéls. Respondentu atbildes.

Noskaidrojot, kas respondentus pamudinaja uzsak macibas ATV, atbildes bija §adas — 2 no
respondentiem pamudinajusi vecaki, 2 — skolotaji, 8 — draugi. Atbildot uz jautajumu, kur Jus
ieguvat informaciju par jaunizveidoto vidusskolu, atbildes bija Sadas — 4 respondenti par
vidusskolu uzzinaja interneta, 8 — no draugiem, 2 — no vecakiem, 2 — no skolotajiem. Uz nakamo
jautajumu, kapéc, Jusuprat, Austrumlatvijas Tehnologiju vidusskolai nepiecieSama korporativa
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identitate, atbildes bija Sadas — 8 no respondentiem atbildgja, ka korporativa identitate
nepiecieSama, lai gitu atpazistamibu sabiedriba, 4 — lai skola sevi popularizétu, 2 — lai izceltos
citu macibu iestazu vidd, 1 — lai skolu reprezent@tu ne tikai Latvija, bet arT arpus tas. Atbildot uz
jautagjumu — ladzu, nosauciet 5 ipaSibas vardus, kas raksturo Austrumlatvijas Tehnologiju
vidusskolu, respondenti sniedza $adas atbildes — 10 no respondentiem atzina, ka ATV ir
daudzfunkcionala, 4 — rado$a, 4 — izglitojosa, 12 — moderna, 8 — misdieniga, 4 — tehniska, 4 —
dizainiska, 3 — elastiga, 5 — atbildiga, 1 — eleganta, 2 — gaumiga, 2 — daudzpusiga, 1 — attistibas
celus meklGjosa, 1 — jauna, 1 — komunikabla, 1 — sabiedriska (skat. 8. att.).

Ladzu, nosauciet 5 1pasSibas vardus, kas raksturo
Austrumlatvijas Tehnologiju vidusskolu?

X P @® & \97’
& & ! o Q) NS @ R N 3
F&E S L P K TS P
RO Q S £ &
\)&5 W Q Q,\\?a =
P rg’o

8. attels. Respondentu atbildes.

Atbildot uz jautajumu, kada/s krasas Jums asoci€jas ar ATV, atbildes bija Sadas — 6 no
respondentiem atbildéja, ka ATV viniem asoci€jas ar zilu krasu, 6 — peleku, 6 — baltu, 4 —
oranzu, 5 — zalu, 3 — sarkanu. Turpreti, atbildot uz jautajumu, kada simbolika Jums asoci€jas ar
Austrumlatvijas Tehnologiju vidusskolu, atbildes bija sekojoSas — 8 no respondentiem atbildéja,
ka viniem ATV asocigjas ar geometriskam figiiram, 2 — ar dazadam tehnologijam, 2 — ar sakuma
burtiem no skolas nosaukuma. Atbildot uz jautajumu, kada varétu biit ATV devize, atbildes bija
sadas — 7 no respondentiem nebija viedokla, 1 —,,Preti izaicinajumiem!”, 1 —,Ja Tu esi, tad Tu
dari — uz prieksu!”, 1 — ,,Macies, lai mainitos, mainies, lai pastavétu!”, 1 — , Ar spoZiem pratiem
preti uzvarai!” 1 — _Roku roka!”. Uz nakamo jautajumu, vai Austrumlatvijas Tehnologiju
vidusskolas logo biitu jasaskan ar Rézeknes Tehnologiju akadémijas logo, atbildes bija Sadas — 8
no respondentiem atzina, ka ATV un RTA logo, biitu jasaskan, turpreti, 4 no respondentiem
atzina, ka tiem nevajadzétu saskanét, jo katrai macibu iestadei vajag bt atSkirigai. Atbildot uz
p€d&jo jautajumu, ko sniegtu jauna logo izveide vidusskolai, atbildes bija sadas — 5 no
respondentiem atzina, ka ta klutu atpazistama sabiedriba, 4 — konkur€tu ar citam spécigam
skolam, 2 — skola ieglitu popularitati, 3 — jaunas idejas davanam, 2 — nodro$inatu skolai stabilu
nakotni.

Kopuma respondentus vienoja vélme macities skola, kurai ir atpazistams zimols. Nozimigi
ir ar1 skolénu viedokli un iniciativa par skolas devizes, krasu un simbolu izmanto$anu zimola
izstrade.

Eksperta strukturéta intervija. P&tijjuma ietvaros tika veikta eksperta intervija par
Austrumlatvijas Tehnologiju vidusskolas zimolu un tas korporativas identitates izstrades
nepiecieSamibu.

Intervija ir public€ta saruna ar kadu personu. Intervijas mérkis ir iegtt noteiktu informaciju
un iepazistinat ar to konkrétu auditoriju. Eksperta intervija palidz atklat p&tamas problémas
sarezgito aspektu (Intervija, 2015). Pétijuma piedalijas viens eksperts — ATV direktors Aivars
Vilkaste.

Vertejot skolas darbu, eksperts atbild€ja, ka pirmaja macibu gada ir sasniegts maksimali
iespejamais. Skola strada augstas kvalifikacijas specialisti, kuri radosi pielieto macibu-
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audzinasanas procesa miisdienigas tehnologijas un ta rezultata skoléni iegist kvalitativas
zinasanas. Eksperts atzist, ka pirmais pastavéSanas gads jau ir sekmgjis atpazistamibu sabiedriba,
jo ir bijusas uzvaras konkursos un olimpidades, iesaistisands projektu darba un ZPD. Ka art
pozitiva informacija masu medijos ir devusi parliecinosus rezultdtus un atpazistamibu
sabiedriba. A. Vilkaste izteica viedokli, ka korporativa identitate skolai ir nepieciesama, jo ja
identitate ir sakartota, tad ari citdas jomdas ir kartibas sajiita.

Uz jautajumu — Kadu Jus redzat Austrumlatvijas Tehnologiju vidusskolas logo? — eksperta
atbilde — burtu salikums ATV, kas balstits tehnologiju elementa. Piesaistes raksturojumi —
zinasanas, gudriba, tehnologijas, kas spilgti raksturo vidusskolas identitati. Ka vidusskolu
raksturojosas pasibas tika nosauktas — uznémiba, uzdrikstésanas, uzcitiba, zinatkare, draudziba
un saprasanas. Savukart vélamas logo krasas biitu zila, sudraba un balta. A. Vilkastes ieteikta
skolas devize — Moderna, tehniska izglitiba tavai nakotnei! Uz jautajumu — Ka Jis domajat, vai
Austrumlatvijas Tehnologiju vidusskolas logo butu jasaskan ar Ré&zeknes Tehnologiju
akadémijas logo? A. Vilkaste parliecinosi atbild€ja, ka jasaskan, jo ATV dibinataja ir RTA un
tieSi tapéc abam skolam ir jabit vienotam. Logo raksturotu ATV ka RTA sastavdalu. Klitu
plasak atpazistama gan Rezekné, gan Latvija. Ka art Austrumlatbijas Tehnologiju vidusskolai
piesaistitu vairak skolenu.

Eksperta viedoklis apliecinaja simbolisma izvéles mekl&umus tehnologiju vizualam
atspogulojumam un krasu salikuma ierobezojumus logo izveidg.

Secinajumi

Korporativa identitate neverbali atklaj un atmina saglaba pirmo iespaidu par organizaciju,
rada parliecibu un veértibas, veido asociacijas un sniedz sabiedribai vEstijumu par sevi.

Zimolvediba ir apsaimnickosanas koncepcija, kas ir ieguvusi popularitati izglitibas iestades
pedgjo gadu laika. Zimolvediba ir svarigakais instruments organizacijas korporativas identitates
nostiprinasana un identificéSana.

Misdienu konkurences apstaklos kliist svariga skolu pozicioné$anas, kur viens no rikiem ir
tas korporativa identitate ar vizuali atpazistamu zimolu, kas sekmé iestades uzticamibu un
popularitati.

Skolénu aptaujas analize apliecinaja skolénu aktivu poziciju Austrumlatvijas Tehnologiju
vidusskolas korporativas identitates nepiecieSamibai.

Eksperta strukturéta intervija pamatoja Austrumlatvijas Tehnologiju vidusskolas mérkus
un sekmes skolas pirmaja pastavésanas gada, ka art deva ierosmes logo simbolu un krasu izvélei.

Veicot aptauju un interviju tika noskaidrots, ka ir nepiecieSama moderna, radosa,
parliecinoSa un viegli uztverama korporativa identitate, kas nodro$inas vidusskolai atpazistamibu
sabiedriba un popularitati.

Summary

Every person, group or organization has its own identity, which helps to define the most important values,
events and stand out among competitors. Eastern Latvian High School of Technologies is a newly established
school, which opened its doors in September 2015. Therefore the corporate identity is the key issue in the
popularization of this school. The objective of this research is to find out the necessity of the corporate identity
development for the Eastern Latvian High School of Technologies by studying and analyzing the importance of
branding in the area of education. The methods of research: theoretical — investigation and analysis of relevant
literature, internet sources and regulatory documents. Empirical — methods of data collecting: survey, structured
interview.

The research has found:

Corporate identity non-verbally reveals and retains the first impression of the organization, creates beliefs
and values, forms associations, and provides public message about itself.

Branding is a management concept that has gained popularity in educational institutions in recent years. It is
the most important tool for strengthening corporate identity and identification of the organization.

In today’s competitive environment the positioning of schools is becoming very important. One of the tools
is corporate identity with a recognizable brand that promotes the reliability and popularity of the institution.
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The analysis of students’ survey has confirmed their active position in need of corporate identity of Eastern

Latvia high school of technology.

Expert's structured interview has based the goals and success of Eastern Latvia high school of technology in

its first year of existence. Moreover, it has given initiatives of the choice of logo symbol and colour.

The survey and interview has revealed the need for a modern, creative, compelling and understandable

corporate identity that would provide popularity and public recognition of the secondary school.
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AKTIVAIS DIZAINS SKOLENU FIZISKO AKTIVITASU
NODROSINASANAI SKOLAS VIDE

Active Design to Ensure Students’ Physical Activity
in the School Environment

Velga Sarmule
Rézeknes Tehnologiju akadémija, e-pasts: velga.viluma@gmail.com

Aina Strode
Rézeknes Tehnologiju akadémija, e-pasts: aina.strode@ru.lv

Abstract. The aim of the paper is to collect and analyse information about the school environment suitability
for physical activity during breaks. Inactivity has appeared as a major problem among the young people. Scientists
have proved that it is necessary for children to move at least for 60 minutes daily in order to be fit. Emphasize in
this paper is put on the necessity to ensure possibility to do purposeful physical activity in school premises. School
environment should be tailed for children needs to keep them satisfied, comfortable and healthy.

The article is based on the theoretical research of literature and internet sources, and on children and
teacher survey results.

Keywords: active design, school environment, physical activity, surveying.

levads

Ar dizaina palidzibu pasaulé iesp€amas pozitivas parmainas. Starpdisciplinara pieeja
dizaina risinajumos cilvékiem palidz risinat sarezgitas socialas problémas. Dizaina domasana
tiek piemerota daudzpusé&jai sabiedribai; ta arT iemieso mijiedarbibu starp cilvékiem un pasauli
(Du, 2016).

Starpdisciplinara problému izpéte atbilst socialas attistibas prasibam un palielina
sadarbibu. Dizains, ka starpnozaru joma problémas risina daudznozaru Iimeni, pielietojot dzives
pieredzi un zinasanas (Erkan, 2013). Miusdienas dizains ir cieSi saistits ar arhitektiru un
inZenierzinatni. Sadarbojoties ar daudznozaru specialistiem, problémas tiek atrisinatas efektivak.
Viena no miisdienu problémam ir neveseligs dzivesveids — mazkustigums un aptaukoSanas, kas
ir jarisina starpdisciplinari, iesaistot péc iesp€jas vairak nozaru.

Veseliba ir katra cilvéka dzives kvalitates, vina gimenes un ari sabiedribas labklajibas
pamats, ka arT viena no miisu biitiskakajam pamatvertibam. Skolas vecuma b&rnu un pusaudzu
personibas attistiba nozimiga loma ir gimenei un skolai. Skola ir macibu un socializacijas vieta,
kur skoléni var labi justies, pilnveidoties un izglitoties (Pudule, 2012; Stimane, 2012).

Fiziskas aktivitates ir kas vairak neka tikai process, kas veicina labu veselibu. Kustibas
cilvekos veicina radoSumu, stiprina vadibas procesus, produktivitati, paaugstina izglitibas
sasniegumus, ka arT pazemina depresiju un noziedzibu (Nike, 2013).

Nepietickamas fiziskas aktivitates negativi ietekmé ar1 skolas vecuma bérnu veselibu.
Vecuma no 5 1idz 17 gadiem par pietiekamu uzskata katru dienu veiktas 60 miniites ilgas fiziskas
aktivitates (WHO, 2010), (Llargues, 2011). Aptaujajot skolénus par fiziskam aktivitatem,
atklajas, ka pietieckama fiziska aktivitate (katru dienu vismaz 60 minttes) ir tikai 24,4 % z&nu un
16,0 % meitenu (Latvijas universitate, 2014), (Selga, 2008). Problémas risinaSana jaiesaistas
skolai, jo dienas laika bérni atrodas macibu telpas.

Ja efektiva macibu procesa radiSanai stundas iesaka organizét kustibu pauzes jaunaka
skolas vecuma b&rniem un macibu metozu mainu pamatskolas un vidusskolas posma, ko
nodroSina skolotaja profesionala kompetence, tad starpbrizos skolénu kustibu organizaciju
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nosaka skolas vide. Tradicionali skolas vide nav paredzeta aktivai skolénu fiziskai kustibai,
pamatojot, ka tadgjadi tiek noversts paaugstinats troksnis un traumatisma draudi. P&€dgjos gados
verojama ar1 pret€ja tendence — skoléni kliist mazkustigaki, jo starpbrizos vairak skata socialos
tiklus telefonos, nevis savstarp&ji komunic€ un izkustas (National Association..., 2008). Fiziskas
aktivitates ir nozimigas, jo macibu procesa laika aktivizé smadzenu darbibu, ka rezultata macibu
viela tiek uztverta vieglak, savukart izkustoties starpbrizos tiek aktivizétas organu sist€mas, kas
atbild par augos$a organisma attistibu, nodroSinot muskulu, kaulu, asinsrites, gremoSanas
optimalu darbibu. Ar kustibu palidzibu tiek noversti ari stresa faktori.

Pétijjuma mérkis — pamatot aktiva dizaina jeédzienu un, balstoties uz anketESanas
rezultatiem, izpétit Balvu Valsts gimnazijas skolotaju un skolénu ikdienas fizisko aktivitati un
vinu redz&jumu par skolas vides piemerotibu fiziskajam aktivitatem.

Pétijuma metodes — teorctiskas literatiras un avotu izpéte, skolotadju un skolénu
anket€Sana un iegiito datu analize.

Aktiva dizaina jeédziens

Izvertgjot sabiedribas aktualitates, paradas arvien jauni dizaina paveidi. Viens no tiem ir
aktivais dizains. Tas nosaka, ka, projektjot €kas, ielas un apkartni, pilsétvide un arhitektiira
javeido tada, lai ta veicinatu fiziskas aktivitates, populariz€tu un veidotu pieejamaku veseligaku
partiku un dzerienus (Bloombergs, 2010).

Misdienas interjera dizaineri ir iesaistiti ne tikai projekt€Sanas procesa, bet arT vides,
lietotaju, klienta iesp€jam un vajadzibam atbilstoSas telpiskas struktiiras planoSana, nodroSinot
kvalitativu pakalpojumu sniegSanu. Funkcionala logika un telpiska struktiira, no lietotaja
viedokla, ir telpas izmantoSanas €rtums, droSums, iesp€jas un vides pieejamiba. Visi Sie aspekti
palidz veidot lietotaja attieksmi, interesi un pozitivu vai negativu pardzivojumu priekSmetiska,
telpiska, laika un kustibu komponentu konteksta.

Viens no pozitivajiem piemeriem ir ASV specialistu izstradatas vadlinijas pils€tvides
aktivajam dizainam, kuru iev@roSana dod ceribas, ka arhitekti un dizaineri var palidzet
ieveérojami uzlabot iedzivotaju veselibu un labklajibu (Bloombergs, 2010).

Fiziskas aktivitates ir svarigs veselibu ietekm&joSs faktors jebkura vecuma (Latvijas
Republikas Veselibas ministrija, 2011). Aktivais dizains nodroSina labumu ne tikai sabiedribas
veselibai, bet arT videi. Dizaina stratégijas, kas palielina fizisko aktivitati un uzlabo veselibu,
pieméram, pasakumi, kas veicina pastaigas, tiek vairak braukts ar riteniem, notiek kapnu
izmantoSana lifta vieta, un, aktiva atpiita, nevis televizijas veroSana, arT médz samazinat
energijas paterinu un gazu emisijas siltumnicas efektu. Daudzpusiga, aktiva, veseliga sabiedriba
un ilgtspgjiga planéta ir sinergiska (Bloombergs, 2010; The partnership..., n.d.).

Aktivais dizains uzsver, ka dizaineriem ir liela loma un iesp€ja mainit cilvéku paradumus,
jo, parveidojot un pielagojot vidi, ir iesp&jams veicinat fizisko aktivitati.

Aktiva dizaina vadlinijas nosaka, ka arhitekti var palidzeét celtniecibas veicgjiem ieklaut
fiziskas aktivitates sava ikdienas rutina, izmantojot $adus pasakumus:

- kapnpu izmantoSanu starp darbsp&jigajiem, nodroSinot &rtas kapnes ikdienas

lietoSanai, projektgjot redzamas, pievilcigas un ertas kapnes;

—  nodroSinat &rtas pastaigu vietas starp birojiem, €kam, mudinat cilvékus staigat

pusdienlaika;

- veidot pils€tvide redzamas fiziskas aktivitates, popularizet ritenbraukSanu;

- veidot €ku dizainu eksterjeru tadu, kas atbalstitu kajamgajéjus, veidot

caurredzamakas €ku teritorijas, pastaigu celus (Bloombergs, 2010);

- ziemas sléposanas traSu labiekartoSana;

- peldvietu labiekartosana, uzraudzisana;

- apzinat iedzivotaju vajadzibas un vélmes, iesaistit parveidoSanas procesa (Latvijas

Republikas Veselibas ministrija, 2011).
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Latvija Veselibas ministrija ir izstradajusi ,,Vadlinijas paSvaldibam veselibas veicinasanai”
(Latvijas Republikas Veselibas ministrija, 2011), kuras tiek iezimé&tas iesp€jas ieviest pilsétvide
aktivo dizainu. Profilakses un veseliga dzivesveida sekmé&Sanai jaiesaistas ar1 politiskajai varai,
jo, sadarbojoties dazadiem sektoriem, var panakt lielaku efektu. Dazadu nozaru, institiiciju un
organizaciju dalibnieki ir [idzatbildigi par sabiedribas veselibas saglabasanu un veicinasanu.

Pasvaldiba ir sabiedribai vistuvak esosa valsts parvalde, kas var veicinat un uzlabot
iedzivotaju veselibu un dzivesveidu. TieSi paSvaldibai ir lielakas iesp&jas izvert€t savu
iedzivotaju veselibas stavokli. Ta ir arT atbildiga par veseligas, kulturalas, socialas un stabilas
vides infrastruktiiras veidosanu un attistibu (Latvijas Republikas Veselibas ministrija, 2011).

Bérni skolas vecuma lielako dalu laika pavada skolas iestades, kas ievérojami samazina
ikdienas kustibu apjomu, jo tiek ilgstosi sédéts maciSanas laika. Tas negativi atsaucas arl uz
bé&rnu mugurkaula attistibu un staju. Izglitibas iestades nepiecieSams attistit sporta infrastruktiiru,
veidot dinamiskas pauzes macibu procesa laika un jaiesaista vecaki, lai veicinatu skolénu vél
vairak fiziski aktivi kustéties (Latvijas Republikas Veselibas ministrija, 2011).

Attiecinot aktivo dizainu uz skolas vidi, tas ir javeido pardomati, lai raditu droSu un
kvalitativu dizainu. Skolas vides specifika zinama méra atSkiras no plasiem sabiedriskajiem
interjeriem, tapéc jaizverte ieprieks minétas aktiva dizaina iesp€jas atbilstosi bernu drosibai un
vecuma TIpatnibam. EsoSajas skolas, aktualiz€jot nepiecieSamibu fizisko aktivitasu
nodros$inasanai, ir jarod iesp&jas vides pielagosanai jaunu funkciju veikSanai.

Materiali un metodes

Pétijums tika veikts Balvu Valsts gimnazija ar mérki noskaidrot esoSo situaciju, cik fiziski
aktivi ir skolotaji un skoléni, atrodoties macibu telpas, ka tiek izmantoti starpbrizi un kadas
fiziskas aktivitates veletos ieviest skolas vide€. Gimnazija atrodas Balvu pilséta. Skola 2016. gada
macas 301 skoléns un strada 40 skolotaji. Skola tiek ieviestas mérktiecigas fiziskas aktivitates,
proti, aktu zale tiek piedavata iesp&ja spélet galda tenisu, novusu, dambreti, Sahu. Laba laika
skolas pagalma iesp&jama skritulslidoSana. Gimnazijas telpas ieceréts skoléniem radit tadu vidi,
kas laus starpbrizos veikt mérktiecigas fiziskas aktivitates, tada veida sekmé&jot bérnu fiziskas
kustibas dienas laika, stiprinot veselibu un veicinot atpiitu no macibam.

Lai uzzinatu skolénu un skolotaju vajadzibas fizisko aktivitaSu sekméSanai gimnazijas
telpas, tika veikta anket&Sana. Petijuma piedalijas 13 skolotaji un 175 skoléni.

Skolotajiem bija jaatbild uz 8 jautajumiem, bet skoléniem uz 9 jautajumiem par fizisko
aktivitaSu nozimigumu, to daudzumu dienas laika, ka arT par Sobrid veicamajam aktivajam
spelem gimnazijas telpas un jaatbild, kadas jaunas aktivas spéles un iesp&jas grib redzet skolas
nterjera.

Rezultati
Aptaujato skoleénu statistiskais sadalijums péc vecuma grupam ir atspogulots 1.tabula.
1. tabula
Skolénu vecuma grupas
Vecums (gadi) Daudzums
Pamatskola 12-15 115
Vidusskola 16-18 60

Apkopotie skolénu rezultati liecina, ka respondentu lielaka dala (166) ikdiena labprat veic
fiziskas aktivitates, bet tikai 9 aptaujatie atbildeja noliedzoSi. Tas lauj secinat, ka skoléniem
ikdiena patik but fiziski aktiviem.

Visvairak skoléni atbildgja, ka dienas laika fiziskajam aktivitateém velta vairak ka 1 stundu
(94), gandriz lidzigs respondentu skaits aktivitates veic 1 stundu (32) un 30 miniites (31). Bet 18
aptaujatie atbildgja ,.Cits variants”, minot, ka aktivi darbojas daudz vairak vai tiesi pretji, ka
aktivitates veic loti maz.
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Apkopojot datus, ka skoléni pavada savu brivo laiku starpbrizos, tika secinats, ka
respondenti labprat pastaigajas (87), gandriz lidzigs aptaujato skaits atbild€ja, ka atptSas aktivi
spelgjot kustibu spéles (36) un, ka s€z un izmanto viedierices (35), bet 17 respondenti atbild&ja
,Cits variants”, kur tika minéta ritepbraukSana, vingroSana uz lidztekam, sarunaSanas ar
draugiem. Kopuma var secinat, ka beérni labprat kustas starpbrizos un ir aktivi, nevis tikai
nekustigi pavada savu brivo laiku.

116 skoléni atbildgja, ka verte pozitivi iespeju starpbrizos aktivi atpisties skolas telpas,
neitrali atbild€ja 56, bet negativi tikai 3 respondenti. Tas Jauj secinat, ka skoléni ir atverti fizisko
aktivitaSu ievieSanai skolas vide.

Apkopojot rezultatus, kadas fiziskas aktivitates iespéjams veikt Balvu Valsts gimnazijas
telpas, skoléni atbild&ja, ka var spélét galda spéles aktu zalé un braukt ar skritu]slidam skolas
pagalma (134), ka ar1 staigat pa kapném, skriet (13) un piedalities sporta pulcinos (9), bet dala
(19) respondentu nekadas iesp&jas nezina.

2. tabula var aplikot datus, kadas fiziskas aktivitates skoléni vislabak veiktu Balvu Valsts
gimnazija. Tikai neliels respondentu skaits atbild€ja negativi, kas lauj secinat, ka berniem patik
veikt dazadas fiziskas aktivitates.

2. tabula

Skolénu patikamako fizisko aktivitasu parskats gimnazijas telpas

Fiziskas aktivitates veids Respondentu skaits
Sporta nodarbibas (basketbols, volejbols, futbols, 58

vingro$anas lidztekas)
Galda speles 46
(galda teniss, novuss, dambrete, Sahs)

Skritulslidosana 38
Staigasana, skrieSana, dejoSana 22
Neviena aktivitate nepatik 9
Nezina 2

Respondentiem tika ltigts ari atbildét, kadas vél fiziskas aktivitates vélétos redzet skolas
telpas (skat. 3. tab.). Vairakums (75 respondenti) nevelgjas atbildet uz So jautajumu, kas liecina
par bérnu pasivitati. Dala (48) skolénu vélas jaunu sporta inventaru, kas lautu sporta nodarbibas
spelét jaunus sporta veidus. 14 skolénu vélas plasaku galda sp€lu izveli. 12 respondenti ir
apmierinati ar jau esoSo situaciju un nevélas neko mainit. 9 skoléni labprat gribétu skola fiziski
kustéties spelejot aktivas videospéles, piemeéram, Xbox un Deju gridu. Bérni izteica véléSanos art
kustéties macibu nodarbibu laika (8), tas liecina par to, ka macibu stundas ir nogurdinoSas un ir
griiti pavadit visu laiku s€dus stavokli. Dazi skoléni (5) labprat gribétu skola atpiitas telpu, kur
starpbrizos sédét un sarunaties ar draugiem, kur biitu izvietotas mikstas mébeles un pieejami
datori. Jateic, ka Sada izvele neliecina par tieksmi fiziski kustéties. 4 respondenti vél€tos
starpbrizos rapties alpinistu sienas.

3. tabula
Respondentu atbildes par vélamajam fiziskajam aktivitatém gimnazija
Fiziskas aktivitates veids Respondentu skaits
Nezina 75
Jauns sporta inventars 48
(ziema hokejs, slidosana, sléposana, regbijs, teniss)
Plasaka galda spelu izvele 14

(galda hokejs, galda futbols, biljards)

Viss apmierina 12
Aktivas videospgles (Xbox, Deju grida) 9
Vingro$ana nodarbibu laika 5-10min. 8
Piem@rota vide 5

(miksti s€zamie, skolénu atputas telpa, katram klépjdators)
Alpinistu siena 4
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Skolotaju anketéSana piedalijas 12 sievietes un 1 virietis. Respondentu vecuma grupas ir
aplukojamas 4. tabula, var secinat, ka liela dala skolotaju ir vecuma grupa no 41-60 gadiem.

4. tabula
Skolotaju vecuma grupas
Vecums (gadi) Daudzums
25-30 2
31-40 2
41-50 4
51-60 5

Respondenti, uz jautajumu par to, cik laika skoléniem diena javelta fiziskajam aktivitatém,
atbild¢ja, ka nepiecieSama vairak ka 1 stunda (7 skolotdji), bet 5 atbild€ja, ka 1 stunda ir
pietiekosi un tikai 1 atbildgja, ka ir nepiecieSamas tikai 30 miniites.

Apkopotie rezultati liecina, ka visi 13 respondenti atbild€ja, ka skolas interjera dizains var
ietekm@t skolénu fizisko aktivitasu palielinasanos.

12 skolotaji atbildgja, ka pozitivi vérté iesp&ju skoléniem starpbrizos aktivi atpiisties skolas
telpas, tikai viens respondents atbild&ja, ka So iesp&ju verte neitrali. Tas lauj secinat, ka skolotaji
grib, lai bérni skolas telpas ir fiziski aktivi.

Apkopojot datus, kadas fiziskas aktivitates iesp&jams veikt Balvu Valsts gimnazijas telpas
starpbrizos, visvairak (9) atbildgja, ka var spelet galda spéles aktu zaleé un sportot skolas sporta
zale (4). lespgju braukt ar skritulslidam skolas pagalma atzimgja 3 respondenti, tikpat atbildgja,
ka var kapt pa kapném skolas telpas.

Respondenti jautajuma par to, ka iesp&jams vel vairak veicinat skolénu fizisko aktivitati
skolas telpas, atbildgja, ka jaizveido trenazieru telpa, brivos brizos var organizet vingroSanu un
dejosanu (7). Dala (4) atbildgja, ka nepiecieSams klas€s vingrot macibu stundu laika, bet tikpat
(4) atbildgja, ka nepiecieSams papildinat galda spelu klastu, uzstadit deju gridas. Dala (3)
respondentu atbild€ja, ka nepiecieSama bérnu izglitosana un slavenu sportistu lekciju rikosana.

Apkopojot rezultatus, vai skolotdjiem ir iesp&ja iesaistities fiziskajas aktivitatés skolas
vide, lielaka dala respondentu atbildgja pozitivi. Lielaka dala (5) atbild€ja, ka ir iesp€jas, bet
nemingja konkrétus piemeérus, tikpat (5) atbild€ja, ka iesp&jams spélét galda spéles aktu zale,
skritu]ot skolas pagalma un sportot sporta dienas pasakumos. Dazi (2) atbildgja, ka ikdiena var
kapt pa kapném, tada veida uzturot fizisko aktivitati, bet dazi (2) atbildgja, ka nevélas veikt
nekadas fiziskas aktivitates, tam nav laika.

Datu analize lauj secinat, ka skolotaji vélas, lai skolas vide tiktu pielagota fiziskajam
aktivitatém, jo skoléniem ir nepiecieSamas fiziskas kustibas dienas laika. Par savu fizisko
aktivitati skolotaji daudz nedoma, drizak uzsver, ka tam 1isti nav laika, jo visu laiku jagatavojas
macibu stundam.

Secinajumi

- Stradasana pie dizaina problémam starpdisciplinari, palidz atrisinat sarezgitas socialas
problémas, pieméram, veicina veselibas profilaksi, nodrosSina pieejamas fiziskas aktivitates
ikdienas situacijas.

- Aktivais dizains (Active Design) balstas uz veselibas pétijumiem, kas liecina, ka dizains
var ietekmét Sodienas lielako problému risindjumus visa pasaulé, kas saistitas ar fizisko,
garigo un socialo labklajibu.

- Attiecinot aktivo dizainu uz skolas vidi, tas ir javeido pardomati, lai raditu droSu un
kvalitativu dizainu, atbilsto$i skolénu vecuma ipatnibam. EsoSajas skolas, aktualiz&jot
nepiecieSamibu fizisko aktivitaSu nodroSinasanai, ir jarod iesp€jas vides pielagosanai jaunu
funkciju veikSanai.
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Skolénu aptaujas rezultati kopuma liecina par skolénu pietiekamu fizisku aktivitati un
ieinteresétibu uzlabot skolas vidi, papildinot to ar daudzveidigam fizisko aktivitasu
iesp&jam.

Datu analize lauj secinat, ka skolotaji atbalsta skoleénu fizisko aktivitati starpbrizos un
nepiecieSamibu uzlabot skolas vidi ar aktiva dizaina elementiem. Darba laika par savu
fizisko aktivitati skolotaji 1pasi nedoma, jo ir aiznemti ar profesionalo pienakumu
veikSanu. Tacu arT Saja gadijuma netieSi darbojas aktiva dizaina principi — iespgja
parvietoties pa kapném un garajiem gaiteniem.

Summary

Aim of the research — to define the concept of the Active Design and, on the basis of survey data, explore

teachers’ and students’ daily physical activity amount in Balvi State Gymnasium, and define their vision about the
suitability of the school environment for physical activity.

Research methods: theoretical study of literature and internet sources, conduction of the survey among

teachers and students, and gained data analysis.

10.

11.

Survey participants: 13 teachers and 175 students.

On the basis of theoretical and empirical research, the results were conveyed:

- Working with design problems interdisciplinary can solve difficult social issues, for example,
promotion of the health prevention and ensure availability of physical activity in everyday situations.

- Active Design concept is based on health researches what proves that design can impact latest
contemporary problems in society positively that is related to physical, mental, and social welfare.

- Attributing Active Design concept to school environment must be well-considered in order to ensure
safe and qualitative design according to students™ age peculiarities. Existing schools must find ways to
adjust environment for new functions due to necessity of physical activities.

- Survey data reveals that students acknowledge sufficient physical activity load but express interest in
improving school environment complementing it with various active elements and options.

- Analysis shows that teachers support extra physical activity for students during breaks and necessity
to improve school’s environment with an active design elements. Teachers are not thinking about their
physical health during the work because they are occupied with professional performance. Albeit there
is also indirect active design elements — the possibility to use stairs and long hallways.
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Abstract. It is established that drawing courses have an important place in the ateliers in the Department
of Painting in Fine Arts Education, and that drawing is taught with different methods. The reason why great
importance is attached to the ways drawing is handled is because it provides a basis for the departments that
constitute plastic arts. The instruction of drawing in terms of its purpose, principles, in other words how it can be
taught, reveals the problem of method in drawing instruction. Although it is quite difficult to solve this problem
due to the features of this field, the solution to this problem can be achieved by identifying the visual elements of a
design, an object or a subject, determining certain specific methods and applying these methods on students. The
methods and the techniques applied during the drawing process and the identification of visual elements are
determining factors in achieving the expected results. The aim of the sculpture and elective sculpture courses is to
enable students to make connections between the surfaces that make up a whole by developing their ability to
comprehend 3D forms. Sculpture Design courses, which are mainly based on modelling with clay, deal with
making of busts, reliefs and figures. Sculpture courses aim to provide opportunities for students to make their own
designs and enable them to reach to a level where they can perform their designed works by supporting them with
plaster, polyester, cast, metal, stone, workshops where they can work with various materials. Consequently, by
using a living model, any student who takes sculpture courses can identify:

- the analysis of organic and geometrical forms of human body;

- surface and form composition;

- geometric and organic composition;

- the differences on a person’s face in terms of age, gender, and character.

In drawings that are aimed at the use 3D geometrical objects, the use and identification of surfaces, the
drawing or painting area or the objects that falls into the painting area are an important part of the process as well
as the relationship between the objects themselves and their area. In this regard, the partition of drawing area
according to the purpose, designing and planning the placing of the surfaces that make up the anatomical features
of the 3D object show the importance of the sculpture and elective sculpture courses.

This study aims to offer a new perspective to the needs of drawing courses and contribute to the drawing
courses conducted in related departments. It is assumed that this study will gain importance since it will provide
new insight for the students and the instructor.

Keywords: Drawing courses, perception of form, drawing methods.

Introduction

According to the drawing course content sent to Faculty of Education by YOK (Board of
Higher Education in Turkey) for 2016-2017 academic year; drawing course is a course that aims

to improve visual perception based upon elements and principles such as composition through
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observation of living models or objects, ratio and proportion, light and shade, motion, integrity
and balance by using various materials and techniques to create linear forms. In Sculpture (2.4
credits) or Elective Art Sculpture (2.2 credits) courses given during 2" semester, one can
analyze organic and geometric forms on a human face by using a living model through the
evaluation of surface and form composition, geometric and organic composition and surface-
form relationships. Besides, by creating a 3D human body relief by using a living model, they
can apply human anatomy, geometric and organic structure of a human body through the
analysis of surface and form. To accomplish the objectives in drawing education, the courses that
in parallel with the drawing course, as well as the methods and techniques applied in the courses
are essential factors. The description of the visual elements of a design, an object or a subject can
be achieved by implementing particular disciplines and applying the defined methods on the
students. The issue of how drawing should be taught reveals the problem of method in drawing
instruction.

In this study, the fact that Art Sculpture and Elective Art Sculpture courses are not
provided in the same semester with drawing course and are not compulsory as an undergraduate
course is regarded as a problem. The importance of the courses has been examined and assessed.
It is observed that the absence of Sculpture and Elective Art Sculpture courses has a negative
impact on undergraduate students who receive art education and this study aims to offer
solutions to this issue.

Conceptual framework
Art Education

Art education is an attempt to educate and raise awareness for art and culture between
individuals. It aims to be able to perceive beauty, know and express oneself and make aesthetic
judgment. Therefore, it can be said that the purpose of art education is not to raise artists but to
guide students to explore and create to meet their informational, cognitive, emotional and
sensory needs. During this process, the ability to perceive, think, create, interpret, express and
make judgments is acquired through the language of arts. The students can have the best way of
expression for themselves among many art forms such as painting, music, theatre, dance, poetry,
sculpture, photography, drama, movies and video. (Karaahmet, 2015).

Drawing Education

Drawing is an essential course for students who receive education through plastic arts in
that it aims to help students work, create and develop their skills.

“Drawing is related to the coordination between hand, eyes and the brain. In other words, it
is based on seeing, thinking and interpreting. Whatever the applied technique is, all visual arts
are related to drawing. Even though the starting point is objective, it is the expression of feelings
and thoughts. The aim of drawing education is to guide students to have conscious perception”
(Mant, 2007: 18).

“Instructors use various methods and techniques in their lessons. It is necessary that they
apply and prefer techniques and methods that are most appropriate” (Artut, 2004: 119). Drawing
differs from other fields due to its distinctive methods for teaching. In teaching of drawing, the
emphasis is on what, how and in what ways it can be taught. Although the order is similar to
other fields, teaching of drawing must be more comprehensive.

Methods for Drawing Instruction

The connection between visual arts education and other disciplines was provided by
J. Bruner in a conference in 1959 (Ozsoy, 2003).Today’s contemporary art education tends to
encourage students think creatively, analyze, and discover new concepts and styles. To do this, it
provides students with necessary information that will support them throughout the process. To
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illustrate: observation in nature, review of art works. The main principles of the method is to
provide that the individuals gain their own “intuition”, “opinion”, “understanding” or
“personality” from arts. It is necessary to encourage students to create without losing the
essence for a better expression while benefiting from the fact that drawing can be taught. What is
meant by this is the pleasure that students will get from drawing and the correct method that
students will develop. Regarding the concept of method in the drawing courses, another issue is
how new behavior emerge in students. The aims of drawing can be achieved by selecting an
appropriate method. Therefore, there is no single method for the drawing courses, but various
different methods are used. Based on the findings in the present study, the role of 3D objects
along with the methods and techniques used in drawing courses have been investigated.

While drawing a figure, in order to determine the proportions, geometric forming is
necessary. Especially in drawings with living models, a kind of triangulation point and geometry
IS necessary in order to determine the changing dimensions due to optical image. Triangulation
point will be an important tool in that it will help analyze the pattern to determine the rate of
ideal figure and object patterns (Fig. 1). It is aimed that possible problems during application
process are eliminated by determining the anatomical features for students who are currently
studying Art and Crafts Teacher Education.
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Figure 1. Examples of Triangulation Point.

The view of Astin, David, after a series of studies that he did on drawing, “All living
creatures have unique geometrical forms”, supports our arguments. The picture below (Fig. 2) is
an example.

Figure 2. An Example of Geometrical Form.

Sculpture Course Education and the Contributions of the Course

Sculpture courses, which are mainly based on modeling with clay, deal with making busts,
reliefs and figures. Students, in their final year, present a final project and a modeling piece.
Sculpture courses aim is to make students create their own designs and enable them to reach new
level where they can perform their designed works by supporting them with materials such as
plaster, polyester and cast, metal, stone and wood.

The benefits of taking a Sculpture course for students are listed below.
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Firstly, a student who can analyze the geometric and organic forms on a human face by
using a living model will be able to:

- Detect the geometric and organic forms of a human face (head).

- Determine the composition of surface and form on a human face (head).

- Apply his/her work by evaluating the geometric and organic forms and the

composition of surface and form.

Secondly, students will be able to create a 3D work by using a living model:

- Students will recognize the anatomical structure of a human face.

- Students will recognize faces with differences in gender, age and character.

- Students will determine the differences on a human face in terms of age, gender and

character.

Thirdly, students will improve their ability to apply their work by interpreting a human
face:

- Students will improve their ability to interpret human face.

- Students will abstract a human face.

- Students will style a human face.

Fourthly, students will be able to create a 3D work of a human body by using a living
model:

- Students will recognize the anatomical substructure of a human body.

- Students will recognize the geometric and organic forms on human body.

- Students will determine the composition of surface and for.

- Students will apply their work by evaluating the geometric and organic forms and the

composition of surface and form.

- Students will be able to comprehend the reasons behind the differences in shade,

surface-form composition.

All these studies will demonstrate that geometry of 3D forms is an inevitable tool for
students to capture the form. Later on, geometric and symbolic forums will be consulted for the
formation of a simple space. For the application of scientific perspective that establishes the
image of a 3D space, there will be also a need for a system with geometric drawing. During
drawing education process, it is required to look for connections between the objects and the
forms such as ellipse, triangle, circle, or cube. It is also necessary that students who are receiving
instruction in drawing are equipped with skills to relate objects to those forms. This skill, which
is expected to be developed in students, can be gained by tasks such as finding out how the
human head, torso or limbs are simplified or which geometric forms the figure is similar to.

Figure 3. Transforming of forms to geometric structure.

By analyzing geometric forms, potential problems regarding the reproduction of the
objects and their relationships can be eliminated and better results could be achieved. “The
studies on the onset of perception establish that visual perception is a gradual progress.” (Geng,
1990: 27) “Humans only pay attention to some stimuli out of thousands. Other stimuli only form
the background” (Atalayer, 1994: 44). So, attention is an essential factor in perception.
Attention: Visual focal point and the distinction between boundaries and place. Focal point:
Formal area where the initial looks are focused. Boundary area: The environment regarding the
clear formal area. It is perceived ambiguously (Atalayer, 1994: 45).

Students should be able to see the perspective of objects in order to demonstrate the
drawings of objects that have length-width and depth on a drawing paper. Accordingly, this
emphasizes the importance of Elective Art Sculpture courses help students with the perspective
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structures of the objects. It can be observed by analyzing the anatomic structure that a bust relief
is made up of geometrical surfaces in triangular, equilateral, square, and rectangular when
analyzed. “Surfaces always make the definition of 3D objects and are limited by lines. In this
limitation, certainty and clarity are close to corners and places near the corners. Forms whose
boundaries are exact, geometric characters are intact, and tone value are regular are perceived
easily” (Atalayer, 1994: 47). “Forms may vary both in terms of essence and geometry.
Regulating these differences within the framework to the rules provides certainty.” (Atalayer,
1994: 47). With such system, a structure of a geometric pattern that is suitable to the anatomical
structure can be created. Three dimensionality of the body limbs indicates a possibility for
creating volume. ,,For perception that works with creative intelligence, form-surface perception
is required for sensory images to be equipped with a meaningful content” (Atalayer, 1994: 40).

In general, when beginning to work on a bust through a model, how a pile of clay will be
taken, how the surface will be organized, and how the constituent elements will be built need to
be determined. Following this, the connection between the parts that constitute the whole is
observed with the help of the surfaces caused by the geometric forms. Then finally, the distance,
space, anterior-posterior, horizontal and vertical etc. relationship of the constituent parts is
obtained. It is observed that with this method, accurate drawing of human anatomy, which is
considered to be very complex, can be achieved.

Method

Research Design: This study utilizes living models used in Sculpture courses and 3D
objects used in drawing courses by students in Department of Art and Crafts Teacher Education
in Faculty of Fine Arts in Turkey. The objects used by the students in Department of Painting in
Fine Arts Education in Faculty of Fine Arts in Turkey were taken into consideration. Living
models, cylinder, rectangle, cube, tors, bust, relief, triangular prism, oval objects constitute the
samples.

Types of Sampling: The data were collected from 60 students who study Art and Crafts
Teacher Education at Faculty of Fine Arts at 19 Mayis University and take Sculpture and
Elective Sculpture courses in their second, third, and fourth year of education.

Data Collection Tools: The data were collected through reviewing literature and
observations. Turkish and non-Turkish books, online articles and related theses were reviewed to
obtain necessary information.

Analysis of Data: The results were obtained according to the way 3D objects are
interpreted, use of living models in drawing courses, views of instructors on the use of models in
Sculpture courses and the ways models are analysed, and finally the analysis of drawings done
by the students after the relief, bust and figure works are finished.

Findings:

The works of students before and after the Sculpture course:
1t Student
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2th Student

3th Student

4t Student
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Living Model Relief Practice (details)

Results and Discussion

The data were collected through the drawing works of the students who study Art and
Crafts Teacher Education at the Faculty of Fine Arts. The students took 8 hours of drawing
course in total during first and second semester. The findings of the study suggested that:

- In terms of comprehending and recognizing 3D objects, 3D objects used in ateliers
for drawing lessons that help improve their skills. Also, when the eyes are trained,
drawing can be done easily by means of exploring the geometric forms.

- The reason why 3D objects are used for drawing instruction is because they help the
depth, size and the relation between the forms. Thus, it helps guide the students who
take the course to perceive direct or indirect relations with each other in accordance
with their appearance.

- The equipment used for drawing courses in the ateliers and the works of the models
taught in Sculpture course ensure that students comprehend the structural
characteristics between the forms, the effect of the mass of the formats with each
other, the effect of the variations in the third dimension and their motion among
themselves.

- The reason why drawing classes are important is because the course introduces the
basic structure of plastic arts. The transfer of 3D objects into drawing with its
anatomical features is the basis of drawing. This study concluded that teaching of 3D
objects should be a priority.

- 3D objects that were used for Sculpture courses in ateliers were taught by using
concepts such as line, tone, value, which are often used in plastic arts.

- While approaching anatomy in drawing courses, 3D objects should be seen not only
as a tool for drawing but also as a way to see and understand how different forms are
related during the process of establishing a relationship between objects, generating
and developing ideas, to understanding the anatomical structure.

Kopsavilkums. Zimésanas studiju kursiem ir nozimiga vieta télotajmakslas izglitiba. Zimésana tiek macita
ar dazadam metodem. Liela uzmaniba tiek pieversta tam, ka ziméjums tiek apstradats, jo tas nodrosina plastiskas
makslas pamatu. Izvirzitais problemjautajums ir, ka pasniegt ziméSanas kursu, izvirzot attiecigos merkus un
panémienus. Problémas risindjumu var rast, nosakot dizaina, objekta vai subjekta vizualos elementus un piemérojot
attiecigo metodi. Izveletas metodes un tehniskie panémieni zimésanas procesa un vizualo elementu identifikacija ir
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noteicosie faktori, lai sasniegtu gaiditos rezultatus. Skulptiiru un telniecibas kursu mérkis ir dot iespéju studentiem
veidot sakaribas starp virsmam, kas veido veselumu un vienlaicigi attistot spéju izprast 3D formas. Skulptiiras
dizaina kursi, kas galvenokart balstas uz modelésanu ar malu, maca veidot kriisutélus, kontrastus un figiras.
Skulptiru studiju kursa meérkis ir nodrosinat studentiem iespéju radit paSiem savu dizainu un dot iespéju sasniegt
tadu limeni, kad vini spéj prezentét savus darbus, izmantojot dazadus materialus: gipsi, poliesteri, cugunu, metalu,
akmeni. Tadejadi, izmantojot dzivu modeli, students, kurs izvélas telniecibas kursus, spéj uztvert un analizét: cilvéka
kermena dabisko un geometrisko formu, virsmas un formas kompoziciju;, geometrisko un dabisko kompoziciju;
atskiribas cilveka seja atkartbad no vecuma, dzimuma un rakstura. 3D geometrisko objektu raséjumi, ka ari
attiecibas starp objektiem un to jomu, ir nozimiga télniecibas procesa daja. ST pétijuma mérkis ir piedavat jaunu
perspektivu zimésanas kursu studijas un veicinat zimésanas kursu integrdciju saistitajas jomas. lespejams Sis
petijums iegiis nozimi, jo tas piedava inovativu skatijumu gan pasniedzejiem, gan art studentiem.
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Abstract. The purpose of this paper was to evaluate the impact of maintenance to some mechanical
properties of coated fabrics. Polyester is often used for outerwear because of its high durability. Coating
application enhances several physical — mechanical properties of fabric. The reverse side of the test fabrics were
laminated with a thin layer of the membrane to ensure complete water resistance. Since the micro-pores are
sufficiently small, they will not let water through, but they let vapour through from inside to outside. It makes these
kind fabrics vapour-permeable and therefore very comfortable for wearing. Although we can damage the micro-
pores in the fabric very quickly whether by false maintenance mode at home for washing or drying. Test fabrics of
this study were chosen from kid's outerwear collection. Kids are good for testing of ready to wear garments but this
time, the emphasis was on laboratory tests of basic fabrics. The aim of this study was to test the outer fabric under
the conditions of domestic care and thereafter to carry out tests on abrasion resistance and tearing of cared fabrics.

Keywords: coated fabrics, kids® outerwear, abrasion resistance, tearing strength, home maintenance of
garments.

Introduction

Nowadays, woven fabrics have a very wide range of applications. Textile industry is in the
transition zone between a traditional textile production and the realisation of highly focused
design and production of added values textiles (Hu & Babu, 2008). Depending on the application
of fabrics, a variety of factors are used, such as the type of fibre, dimensions of fibres, the
structure of yarns, type and amount of finishing agents added to fibres, yarns or fabrics.
Polyester is a widely known durable fibre. It is also a cheap fibre but this knowledge has
changed after the emergence of polyester micro fibres that are more luxurious and expensive.

Polyester fabrics have many uses since they are strong, easily washed and quick drying and
are resistant to most chemicals and abrasion. Its hydrophobic property makes it ideal for
garments that are used to be in wet or dump environments- coating fabric with water-resistant or
stain-resistant finishes intensifies this effect.

Consumer’s launder and maintenance of textile garments has important impact in the
lifespan of textiles (Hurren, 2008). The most common is machine washing and dehumidification
in the dryer. Because children play outside whether in rain or sunshine, their clothes may need
machine wash routinely. Nowadays, kindergartens use drying boxes to get dry clothes fast before
going home. But we do not have the information about what kind of conditions of machine wash
and dry they use. It was also important to investigate whether domestic care affects properties of
outerwear fabrics and their lifespan. Some mechanical and chemical properties of fabrics can
disappear when the wearer does not follow the garment care procedures correctly. Usually, the
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maintenance information is marked on the care label of each garment but sometimes consumers
do not pay attention to this or they are aware of the infringement. For example, using higher
temperature than allowed in order to get dry clothes faster.

Aim

The aim of this study was to investigate the fabrics of children’s outerwear. According to
the information above there was important to evaluate the impact of maintenance to abrasion
resistance and tear strength of test fabrics. Four different articles of coated fabrics were chosen
with different weave and densities (Tab. 1).

On the basis of above, two different domestic maintenances carried out. One of them was
according to care label information and for the second, higher temperature of 65°C was selected
for the drying. The washing temperature was kept according to the information on the care label,
at 40°C.

Materials and methods

Test materials were selected from fall/winter and spring/summer collections, two different
from each. Material composition was 100 % polyester (PES) coated with polyurethane (PU).
Test materials were plain-weave fabrics and one of them was additionally printed. Data of test
materials are presented in Tab. 1.

Table 1
Properties of test fabrics
. Density Lamin_a_te .
Acrticle ' composition/ Weave structure Composition
(g/em?) .
thickness, mm
PB1215 180 PU/0,22 150D*300D 100%PES
PB04 95 PU 75D*75D*240T 100%PES
PB04PR 95 PU 75D*75D*240T 100%PES
Q2366 180 PU/0,22 150D*300D 100%PES

The fibre itself is woven into a yarn. There are two types of polyester yarns: filament and
spun. The selected test fabrics were woven from continuous multi-filament yarns. According to
manufacturer’s information two test fabrics art. PB1215 and art. Q2366 have same density and
same lamination on the reverse side of fabric. A digital microscope MiScope with the
magnification of 135 times was used for figures 1-4.

Figure 1. The right side of article PB1215. Figure 2. The reverse side of article PB1215.

Fabrics of outerwear are usually developed waterproof, breathable and laminated. The
back side of the fabric is coated with a thin microporous layer. These kind fabrics are called
microporous fabrics. The membranes stretch in both directions, and there are micro-pores small
enough to allow the vapour but not the water flow through the pores. The simplest form is a two-

202



V STARPTAUTISKA ZINATNISKI PRAKTISKA KONFERENCE ,, MAKSLA UN MUZIKA KULTORAS DISKURSA”

layered fabric in which the outer layer is typically composed of polyester. The inner membrane
layer is made of polyurethane.

Figure 3. The right side of article Q2366. Figure 4. The reverse side of article Q2366.

There are seen holes in the laminated reverse side of fabric which enable fabric to breathe
(Fig. 4). To looking in the table of test fabrics properties there were given data of coating type.
For art. PB1215 and art. Q2366 these are same, but pictures of microscope didn't confirm it.
There are totally different laminate type of reverse side as we can see on Fig. 2 and Fig. 4.

Previous studies have shown that changes in type of coating and in warp density provide
significant influence to physical-mechanical properties of fabrics and multi-component materials
(Kos, Gudlin Schwarz & Suton, 2014).

Moisture has a big impact on thermal comfort, but also on sensory comfort. This sensory
comfort may change with different activity rates and environmental conditions. Moisture from
external sources (e.g. rain) will impact both the micro- and macro-environments, which in turn
impacts the comfort perception of both hot and cold conditions (Bishop, 2008).

Two different coating types from our fabrics have been used based on the manufacturer's
information. One of them is called Milky laminate, for which the coating paste is placed on the
back of the fabric and after that, it is scrubbed into the fabric. The other method, the most
common one, is lamination in which the prepared polymer layer is attached to the fabric by using
an adhesive or by heating lightly the inner side of the polymer before the layers are joined. The
main deficiency is that the microporous fabrics are then soiled, after that the micro-pores may
open up and are filled with dirt.

Since the test materials are used for the production of children’s wear, it was important to
carry out tests on fabric abrasion resistance. Additionally, a tearing test of the same materials
was conducted using the Elmendorf method. Kids are good for testing garment wear but this
time, the emphasis was on laboratory tests of basic fabrics.

The aim of this study was to test the outer fabric in the conditions of home care and
thereafter to carry out tests on the abrasion resistance and the tearing of cared fabrics. One
washing and two different drying conditions were selected to simulate a home care regime, see
in Tab. 2. The quantity of the gel detergent in millilitres (ml) was chosen according to medium
water hardness/ softness 4-14 dH (Degrees of Hardness). The recommended amount of gel
detergent for the average dirty laundry was taken from the manufacturer’s data sheet, see in
Tab. 2. The washing gel does not contain odorants or colorants. The chemical composition is
suitable for washing the laundry of small children and allergy-prone persons (Mayeri, 2011).
Wash tests were carried out in the domestic washing machine with the custom wash program for
sportswear and the spin speed to remove the water from the fabric’s tests at the end of a cycle
was 800 rpm (revolutions per minutes).
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Table 2
Washing and drying conditions for test materials
Mai Detergent, Conditions of washing Conditions of drying
aintenance I
ml Temp, t° Term,in min Place Temp, t°
Correct (C) 75 40 44 In the air 20-22
Incorrect (IC) 75 40 44 In thgc:j):ylng 60

The correct maintenance was carried out according to the care label instructions of the
fabric manufacturer, see in Tab. 2. During the incorrect maintenance, the temperature of the
dryer was changed to higher than allowed, to 60° C.

From each of the four fabric articles, test specimens were collected, where the first test
specimen was taken from the brand-new fabric. The second and the third test specimens were
collected in accordance with the maintenance mode, correct and incorrect. The home
maintenance cycle was carried out five times before the testing.

An air-conditioned laboratory shall provide and maintain a standard atmosphere. Standard
atmosphere shall have a temperature of 20° C and relative humidity of 65.0 %. The tolerance for
temperature is allowed +2.0° C and + 4.0 % for relative humidity.

Variations in temperature and relative humidity are likely to exist throughout the working
space. Our laboratory indoor climatic conditions were at the time of the testing the following: the
temperature was 25° C and relative humidity 32 %.

The specific condition of temperature and relative humidity are considered attained when
the following requirements have been satisfied. The mean temperature and relative humidity
over any continuous 1h period shall conform to the tolerance zone at the standard atmosphere
conditions. The spatial variation of the standard atmosphere shall comply with the specified
tolerance zone. (EVS-EN ISO 139, 2005).

To assign the abrasion resistance of fabrics there are possible to choose three different
types of Martindale method according to ISO 12947:1998. Part 2 is Determination of specimen
breakdown and Part 3 is Determination of mass loss. The third possibility is to make the visual
examination for a test specimen according to Part 4” Assessment of appearance change®. Tests
of this study were carried out according to part 2, where the evaluation of the abrasion resistance
of woven fabric is determined from the inspection interval to breakdown of the specimens. The
Martindale abrasion tester subjects a circular specimen to a defined load and rubs it against an
abrasive medium (i.e standard fabric) in a translational movement tracing a Lissajous figure. The
specimen is subjected to abrasive wear for a predetermined number of rubs. (1SO 12497, 1998)

The test apparatus, a 4-head Martindale abrasion tester, consists of a baseplate on which
the abrading tables and a drive mechanism are mounted. The abradant was woven wool mounted
over felt. The small test specimen is placed on the large abradant and then cycled backwards and
forwards in a Lissajous motion producing even wear. To the top of specimen a force of 9 kPa
was applied to hold it against the abradant.

For the test fabrics of this study, the number of rubs according to the relevant test series
given in Tab. 3 have been selected. For diagnostic purposes, the test interval for each test series
may be reduced as the end point is approached.

Table 3
Test intervals of abrasion test
Test series Number of rubs Test interval (rubs)
a 5000 0
b 25000 0
c 50 000 after 50 000
d 100 000 to the end
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Different fabric structures will require different inspection intervals. Alternative test
intervals have been chosen as you can see in Tab. 3, which was agreed upon by the interested
parties of this study. After 50 000 rubs, the abradant was replaced.

The measurements of tear strength were carried out according to the international standard
EN ISO 13937:2000. This standard specifies the methods for the determination of tear force of
fabrics. Part 1 describes a ballistic pendulum method (Elmendorf) for the determination of tear
force of textile fabrics. The method describes the measurement of the tear force required to
propagate a single-rip tear of defined length from a cut in a fabric when a sudden force is
applied. Tests are mainly applicable to woven textile fabrics. (EN ISO 13937, 2000)

The falling (ballistic) pendulum (Elmendorf) method is used for the determination of the
average force required to single-rip-tear of a fabric specimen by the force of a falling pendulum.
Each test specimen has a notch in the long side. For test specimens, where the short side is
parallel to the warp, the direction of the tear is qualified as across weft and where the short side
is parallel to the weft, the tear is qualified as across warp (EN ISO 13937, 2000).

The ballistic pendulum measures energy directly. In current practice, it is preferred to
express tear resistance as a force which is usually indicated directly in newton (N). To describe
the results, the arithmetic mean of the tear force is calculated in newton and at least five
specimens tested for each directions. (EN 1SO 13937, 2000).

Results

A fabric’s resistance to abrasion and tear strength are affected by many factors, such as
fibre type, the inherent mechanical properties of the fibres, the structure of yarns, the
construction and thickness of the fabrics, and the type and amount of finishing material added to
the fibres, yarns or fabrics. (Wang, Liu & Hurren, 2008).

Analysing the results of fabric abrasion resistance, it was concluded that for each test
series, the end point/breakdown was not approached. Also the pilling could not be observed from

the specimens.

25 000

5000 25 000

‘2

5000

5000

50 000

Figure 5. Determination of fabric resistance Figure 6. Test specimens of art. PBO4PR
art. PB1215. in different rubs.

For each fabric article, tests of abrasion resistance were provided by the same system as
you can see on Fig. 5. In the first row, there are test specimens of a brand—new (BN) fabric. In
the second row, there are test specimens of correct (C) maintenance and in the third row, of
incorrect (IC) maintenance (see in Tab. 2). Outcomes are visually the same and the abrasion
resistance results do not differ for cared and brand-new test specimens. Only a change in shade
can be detected. As one of four fabrics, article PBO4PR, was printed, the print quality of the three
test specimens is rather abraded on rubs 100 000, see on Fig. 6.

Similar visual results, as you can see on Fig. 5 and Fig. 6 were observed for all four fabric
articles. Our test material composition was 100 % polyester (PES) and plain-weave fabrics. The
filament fibres are long and strong, therefore do not get tangled with each other during the
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friction. Therefore, the surface of the fabric is not hairy. The surface of the test material is
homogeneously worn out, but appearance is unharmed and smooth.

Based on the earlier scientific results, it can be concluded that polyester is generally
considered to have auspicious abrasion resistance. Longer filament fibres incorporated into a
fabric show better abrasion resistance than short fibres because it is harder to extract them from
the fabric structure. Flat plane-weave fabrics are more tightly locked in a plain weave structure.
(Wang, Liu, Hurren, 2008).

If you compare three types of test specimens whose number of rubs is finally 100 000 rubs
then they are not different as you can see on Fig 7. A digital microscope MiScope with the
magnification of 130 times was used on Fig. 7.

* BN- brand new fabric; CM- correct maintenance ICM- incorrect maintenance
Figure 7. Three different test specimens of art. PB1215 on rubs 100 000.

For the measurements of tear strength, the appropriate measurement methods were chosen
by taking into account the fabric’s destination, the kind of tear performance and also the
parameters and criteria which are in the form of normative documents.

Previous tests have shown that filament yarn has higher tear strength compared to staple
yarn. An increase in yarn density in woven fabrics will decrease the tear strength of a fabric.
(Wang, Liu, Hurren, 2008).

For representing the results, the arithmetic mean of the tear force in newton (N) has been
calculated, see in Tab. 4.

Table 4
Result of tear strength

Brand-new (BN) Correct (C) Incorrect (IC)

Article fabric, N maintenance, N maintenance, N
Weft Warp Weft Warp Weft Warp
PB1215 36.01 16.95 40.75 18.20 39.41 18.27
PB04 6.34 8.41 6.10 8.31 5.99 8.12
PBO4PR 6.86 5.37 6.04 6.89 5.56 6.94
Q2366 27.32 16.31 30.33 17.44 30.04 17.08

On the following Figures 8 results of tear strength for weft and warp per different test
specimens has been given.
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BN warp

BN weft

CM warp

CM weft

ICM warp

ICM weft

Direction of tearing per maintenance

0,00 500 10,00 1500 20,00 2500 30,00 3500 40,00 45,00

Tearing Force, N

COPBO4PR O PBO4 mQ2366 mPB1215

Figure 8. Tear strength results of test specimen.

The relationships between the mean tear strength and the density of fabric are direct
(Fig.8). For thicker fabrics like art. PB1215 and art. Q2366 at the density 180 g/m? is needed to
implement the bigger tearing force.

The maintenance of thicker fabrics do not degrade the tear strength, but will make it even
better, up to 10 %, as we can see on Fig. 8. There is no difference in tearing strength between
correct and incorrect maintenance for all four test fabrics.

Nevertheless, upon analysing the results for four fabrics, we cannot state unequivocally
whether such an interpretation would be useful for a bigger sample population, nor whether any
kind of ‘anomaly’ (e.g. for the same fabric, the result for the warp direction can be once higher
and once lower than for the weft direction) is due to the yarn strength uniformity, or whether it is
a regularity, which can occur for some fabrics of given technological parameters. (Witkowska &
Frydrych, 2004).

Summary

Based on the results, the following conclusions can be made:

- abrasion resistance does not degrade after five home care procedures;

- tear strength does not degrade after several home care procedures and even after false

maintenance;

- there is a linear correlation between the density of fabrics and tear strength;

- the maintenance does not degrade the tear strength of fabrics.

On the basis of the results above, it can be concluded that the domestic care of children’s
outerwear fabrics does not make the mechanical properties, like abrasion resistance and tear
strength, worse. There is even no difference between incorrect and correct maintenance. It is
important to investigate next properties of fabrics like tensile strength, water resistance and
breathability. The data of fabrics need to be checked carefully beforehand because type of
coating can significantly affect the permeability of the water or tearing strength.

It is also necessary to further test fabrics under the conditions of home care. It is possible
that children’s clothes that are really dirty, are washed at much higher temperatures and, in order
to get clothes dry in the shortest possible time, elevated temperatures are used in a dryer as well.

Acknowledgment. The authors would like to thank the company Huppa Ltd for providing material support to
this project.

Kopsavilkums. Petijuma mérkis bija novertet mehanisko ipasibu ietekmi uz parklajuma audumu uzturésanu.
Poliesters biezi tiek izmantots virsdrébem, tapéc ka tam ir augsta izturiba. Aizsargparklajuma uzklasana uzlabo
vairakas fiziski mehaniskas audumu ipasibas. Testéjamo audumu otra puse tika nolaminéta ar planu membranas
slani, lai nodrosinu pilnigu udens necaurlaidibu. Ta ka mikro poras ir pietiekami mazas, tas nelaiz cauri iideni,
toties tas laiz tvaiku no iekSpuses uz arpusi. Tas audumiem nodroSina tvaika caurlaidibu, tadejadi tie ir erti
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valkasanai. Tacu més ari varam noardit mikro poras audumos diezgan datri, majas piemérojot neatbilstosu
mazgasanas vai Zavésanas rezimu. Saja pétijuma testéjamie audumi tika izvéleti no bérnu virsdrébju kolekcijas.
Beérni ir labi parbaudei gatavo audumu valkasanai, bet Soreiz uzmaniba tika vérsta pamatmaterialu laboratorijas
testiem. ST pétijuma mérkis bija parbaudit virséjos audumus saskana ar apriipi mdjas apstakjos un veikt parklajuma
audumu nodiluma un drébes izturibas testus.

10.
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DEKONSTRUKTIVISMA INTERJERA STILA ELEMENTU
INTEGRACIJA STARPKARU POSMA EKAS ARHITEKTURA

Integration of elements of interior style deconstructivism in the interwar
period building’s architecture

Kristine Uzulena
Rézeknes Tehnologiju akadémija, e-pasts: kristine.uzulena@inbox.lv

Diana Apele
Rézeknes Tehnologiju akadémija, e-pasts: diana.apele@ru.lv

Abstract. The design of the building takes into account the trend of the architectural style of the time, the
interior is also aged according to the main lines of a specific architectural style. Today we often face the situation
when the designer wants to design the interior, appropriate to his/her time, and the architecture of the building
meets another time period, another century. In such cases the most successful solution would be to find
commonalities of architectural style and interior or to play on contrasts that ultimately would create a harmonious
and attractive environment.

The 21%t century is commanded by computer system design; however, some of the buildings look like
spaceships. And due to the fact that at the stage of development computer software, algorithms, and capabilities of
the laser beams are used, they allow to organize and manipulate the shape of the building, different parts and create
thus masterpieces of architectural art.

Keeping up with the latest trends there are new styles and one of the most daring styles of the present is
deconstruction. In this style the abstraction becomes extreme and works primarily according to the method of
exaggeration of known motifs. Irag-born British architect Zaha Hadid says the deconstruction is the true beginning
of modern architecture, where a fascination with the scenery and feel the pride of is architects (Gimpels, 2011). It is
relevant to combine too bold, contemporary style interior, for example, deconstruction, integrating it into the
architecture of the building of the last century, in fact splicing ,,together two different worlds”. The aim of this
article is to study the relevant in the 21 century interior style — deconstruction and to describe architectural style of
the building designed in the interwar period in Riga, at Miera Street 82, as well as to recognize opportunities, how
to integrate elements of deconstruction in this building.

The authors used research methods based on the study of scientific literature and journalism, which reveal
evidence of the appropriate century architecture. In the historical consideration of architectural styles content
analysis is applied.

Keywords: architecture; style; design; deconstructivism; interior; CAD system; build.

levads

Interjera dizains ir neatnemama dala no €kas arhitektiiras. Arhitektiira ir €kas ,,butiba,
raksturs un forma”, savukart interjera dizains ir ,,saturs”. Biezi vien saturs ir mainigs, lietotajs to
pielago, redige, parveido, savukart €kas arhitektiira retos gadijumos tiek mainita, tiek saglabats
sakotngjais €kas arhitektiiras stils.

Projektgjot €kas un uzsakot celtniecibas darbus, tiek ievérotas ta laika arhitekttras stila
tendences. Interjera dizains tiek ieturéts konkréta arhitektiiras stila vadlinijas. Miisdienas biezi
vien saskaramies ar situaciju, kad véletos izvéleties savam laikam atbilstoSu interjera stilu, bet
gkas arhitektiira atbilst citam laika posmam, citam gadsimtam. Sados gadijumos veiksmigakais
risinajums biitu meklet arhitektiiras stila un interjera kopigas iezimes vai tiesi otradi spéléties ar
kontrastiem, kas gala varianta veidotu harmonisku un atraktivu vidi.

Sakot ar 20.gadsimta 70. gadiem, tapat ka modes, interjera un citas nozares, ari
arhitektiiras €ku projekteésanu saka parnemt datorizéta projektésana jeb Computer Aided Design
(CAD) sistemas. Arhitektiem radas iesp&ja veikt projekt€Sanu ne tikai manuala veida, bet radit
sarezgitas un pat briziem pargalvigas arhitektiiras formas. Galu gala CAD sistémas sniedz
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arhitektiem un dizaineriem iesp&ju radit sarezgitas celtnes, ieverojot visus nepiecieSamos
inZeniertehniskos aprékinus, izkartojumu, integrétas shémas, trauc€jumu parbaudi un daudz ko
citu (Hill, 2013).

Sekojot jaunakajam tendenc€m rodas jauni stili un ka viens no misdienu pardrosakajiem ir
dekonstruktivisms. Saja stila modernisma abstrakcijas klist ekstrémas un darbojas galvenokart
péc pazistamu motivu parspiléSsanas metodes. Dekonstruktivisma sauklis ir ,,forma seko
fantazijai” (Gimpels, 2011). Iraka dzimusi britu arhitekte Zaha Hadida apgalvoja -
dekonstruktivisms ir modernas arhitektiras patiesais sakums, kur vérojama parlieciga
aizrauSanas ar dekoraciju un jiitama arhitektu augstpratiba (Gimpels, 2011).

Sodien ir aktuali savienot misdienu pardrosu interjera stilu, pieméram, dekonstruktivismu,
integréjot to pagajusa gadsimta €kas arhitektira, p&c biitibas savienojot divas ,atSkirigas
pasaules viena”.

Raksta merkis ir raksturot 21.gadsimta aktualako interjera dizaina stilu -
dekonstruktivismu, un veikt starpkaru posma projektéjamas €kas Riga, Miera iela 82 arhitektiiras
stila analizi, un apzinat iesp&jas ka integrét dekonstruktivisma interjera stila elementus Saja eka.
Izmantotas metodes balstas uz zinatniskas un publicistiskas literatiiras izpéti, kas atklaj attieciga
laikmeta liecibas arhitektiira. Pielietota kontentanalize arhitekttiras stilu vésturiskaja apskata.

Dekonstruktivisma stila aktualitate miisdienas

Sakot ar 20. gadsimtu aizsakta datoriz&tas projektésanas &ra, kas kalpo ka dzinulis jauniem
arhitektiras stilu izpildijumiem. Tiek minéti vairaki viedokli par datoru ietekmi uz arhitektiiras
un dizaina nozari. Viens no tiem apgalvo, ka jaudigas datorprogrammas lauj izpétit un radit
jaunas arhitektiiras formas (Craven, 2016). Otrs skan sekojosi: ,,Sodienas datorizéta projektesana
ir ritdienas arhitektiiras €ra”, un Sos vardus izsaka arhitektiiras eksperts Patriks Schumacher
(Craven, 2016). Kopuma mainoties laika periodiem, attistoties tehnologijam, tas vistiesaka
nozimé ietekm@ visas darbibas nozares un noteikti ietekm& ari arhitektiiras un interjera stilu
attistibu, ievieSot izmainas, kas veido ,,ritdienas arhitektiiru”.

Pieminot interjera un arhitektiiras mijiedarbibu, izskan viedokli, ka ,,Interjers ir Skidrums.
Kaut ari interjeru ietver telpa, tas vairak ir nenotverams, neka notverams” (Huppatz, 2009).
Savukart, dizaina vésturnieks DZons Pile sava gramata ,,Interjera dizaina vésture” apgalvo, ka
»interjers ir arhitekttras apaksgrupa, un interjera dizains ir nesaraujami saistits ar arhitekttiru un
to var pétit tikai arhitektiiras konteksta” (Pile, 2005: 11).

Ap 1980.-1990. gadu postmodernas arhitektiiras vieta uzmanibas centra stajas
dekonstruktivisms. Sis vards radas pec ,Parc de la Villette” izstades ar nosaukumu
»Dekonstruktivisma arhitektiira”, ko Nujorka ar meérki radit jaunu stilu organiz&ja Filips
Dzonsons (Gimpels, 2011). Jauna stila parstavji izveidoja elitaru formalu valodu, vadoties no
Zaka Derida filozofijas. Modernisma abstrakcijas kluva ekstrémas un darbojas galvenokart péc
pazistamu motivu parspiléSanas principa. Dekonstruktivisma saukli ,,forma seko fantazijai”
noformulgja Bernards Cumi (Gimpels, 2011).

Dekonstruktivisms ir viens no vizuali parsteidzosakajiem arhitektiiras veidiem. Tas ir
intensivi radoss, kas sakotngji izplatijas Amerikas Savienotajas Valstis un vélak ar1 Eiropa. Taja
nav veérojama racionala geometrija, bet gluzi pret&ji sarezgita struktira. Tomer tick minéts, ka
pamatformas balstas uz modernisma arhitekttiras stila formam, ietekmé&jas no minimalisma un
kubisma. (Gimpels, 2011).

Pirma lielaka sabiedriska €ka, kas tika izbuivéta dekonstruktivisma stila, ir Wexner Center
for the Arts Columbus (skat. 1.att). Péc Wexner centra atklasanas dekonstruktivisma
dumpinieciska filozofija ir kluvusi par dalu no amerikanu arhitekttras, ka art biezi vérojama
Eiropas €ku dizaina (skat. 2. att.).
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1. atels. Wexner Center for thef Arts Columbus.
(http://www.house-design-coffee.com/postmodern-architecture.html).

Konstruktivisma kustibai Krievija var saskatit Iidzibu ar dekonstruktivisma stila
arhitektiiru, ka, pieméram, arhitektu Vladimira Tatlina (1885-1953), Lubova Popova (1889-
1924) un EI Lissitzky (1890-1941) izstradatajos projektos.

2. attéls. Jewish Museum, Berlin, Germany. Designed by Daniel Libeskind. Completed: 2001.
(www.historvius.com).

Dekonstruktivisma arhitektiru raksturo manipulacijas ar virsmu, sadrumstalotiba un
diagonales. Taja apvienoti pretrunigi elementi, lai apstridétu tradicionalas idejas arhitektiira. Stila
eksperimente ar haotiskam formam, nesaskanigiem elementiem un lenku daudzveidibu (Rogers,
2011).

Sodienas pasaules arhitektiira pazistama ari virkne citu stilistisku novirzienu un
stravojumu, kurus dévé dazados vardos, parasti ar galotni ,isms”. Tads, pieméram, ir
dekonstruktivisms — skulpturala gara deform&tu apjoma formu un atklatu konstruktivo elementu
lietojums. Pasaulé pazistamakos dekonstruktivisma darbus radijis vacu arhitekts Ginters Béniss,
amerikanis Frenks Gerijs, Londona dzivojusT irakiete Zaha Hadida, Polija dzimusSais amerikanu
ebrejs Daniels Libeskinds un austrieSu arhitektu kolektivs ,,Coop Himmelb(l)au” (Krastins,
2013).

Dekonstruktivisms pazistams péc arhitektu paveiktajiem darbiem un nav izplatita paradiba.
A1l Latvijas arhitekttira ir tikai nedaudz pieméru $aja ievirzg, kas visbiezak ir konstrukcijas, kur
celtnes pamatapjomi saversti vai sagazti atseviski biivapjomu dalas. Ka vienu no piemériem var
pieminét Rigas brivostas parvaldes administrativajai €kai Kronvalda bulvari 1 (skat. 3. att.). Ka
par So projektu izsakas pats arhitekts: ,,projekts sola dzilu personisku pardzivojumu” (Krastigs,
2013).

3. attéls. Riga. Administrativa eka Kronvalda bulvart 1. 2000. M. Malahovskis (Krastins, 2013).
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Kaut ar1 musdienas uzmaniba pievérsta postmodernismam un dekonstruktivismam, tomer
ar1 tagad turpina pastavet arT klasiskas arhitekttiras tendences, tap€c arhitektiira tieck kombinéti
,vecie” stili ar ,,jaunajiem”. Piem@ram, jumta parbiive Ving, 1983.-1984. g., (skat. 4. attélu)
,,konstrukcijas térauda mugurkaulu veido arka, kas savieno atvérto daudzskautpaino struktiiru un
noliecas uz ielas pusi. TieSi Seit rodas energija, arhitektu izstradatas dejojoSas formas un
haotiskas figtras ir ka kritiskas pazimes par esoSo celtni. Veca nama un tas vides radikalie
parveidojumi netiecas péc samierinasanas, bet atklaj laika slanu nesaderibu ”, (Gimpels, 2011).

4. attels. Coop Himelb(l)aumta parbiive.
(https://www.pinterest.com/1lww6b50jw0g2l4y/parasite-arg/).

Dekonstruktivisms ir misdienu dizaina tendence, kura fantazijas par izpildijjumu var but
pardrosas un neieklauties ramjos. Sis stils lauj palielinat formu sarezgitibu arhitektiira un
interjera, mainot vidi un apkartgjo cilvéku uztveri par to. Ka teicis Frenks Ggrijs, tad $aja stila
€kas kliist par skulptiram. Lidz ar to, manuprat, Sis stils ir veiksmigs ,,mals” ko pielagojot un
improvizgjot var integrét dazada izpildijuma arhitektiiras €kas (skat. 1. tabulu).

1. tabula
Dekonstruktivisma stila raksturojums
Dekonstruktivisms
Kompozicija Izteiksmigas formas.
,,Traucéta pilniba”. Sadrumstalotiba. Vairakas dimensijas vienas &kas ietvaros.
Vadosie stila Lidzas milzigiem parspiléta izméra elementiem biezi novieto smalkas, filigrani
elementi, veidotas detalas, haotiska konstrukcija izskatas nestabila, sp&jiga jebkura bridi
izteiksmes lidzekli | sabrukt. Sarezgita un pretruniga arhitektiira. Virsma. Linija. Punkts. Diagonales.
Raksturigakas Dekonstruktivisma arhitektiira, spélgjoties ar formam un izmériem, mégina
iezimes/ Mérkis apgazt nepielidzamo ierasto arhitektiras uztveri. Eka ka skulptira.
Dumpinieciskums.

Starpkaru posma projektéjamas ekas Riga, Miera iela 82
arhitektairas stila raksturojums

Arhitekttiras stils un interjera stilistika vispargja nozimé ir katra konkrétaja laika perioda
lietots makslinieciskas izteiksmes lidzeklu un radoSo principu kopums, kas €kai pieskir tikai
attiecigajam stilam raksturigu izteiksmi un veidolu.

Lai veiktu turpmako pétijumu izstradajot sabiedriska interjera dizaina projektu €kai Riga,
Miera iela 82 (skat. 5. att.), sakotngji ir nepiecieSams noskaidrot €kas arhitektiiras vadlinijas,
tadgjadi veiksmigi saskanojot €kas arhitektiiru ar tai piemérotu interjera stilu, kas savukart
atbilstu miisdienu dzives ritmam, skatijumam un attistibai.
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5. attéls. Riga, Miera ielas 82 éka, SIA ,, Darba aizsardzibas administracija”.
(http://www.myrealestate.lv/property/3-istabu-dzivoklis-miera-iela-82-riga/).

Ekas ekspluatacija tika uzsakta 1931. gada, 1idz ar to &kas arhitektiiras stils attiecinams uz
starpkaru perioda historisma un Art Deco stila aizsakumu (skat. 2. tabulu), un ieprickSminétie
arhitekturas stili, ekonomiskas situacijas d€l, nomainija popularo Jiigendstilu.

Petot €kas arhitektiiras ve€sturi, tapa zinams, ka starpkaru posma €kas ir biivétas Iidz
Otrajam pasaules kara, un celtnieciba tika izmantoti gan laukakmeni, gan mala kiegeli un
dolomitakmens. Lidz ar to €kas interjera gan biroja telpu, gan dzivojamo telpu, v@rojamas
kiegelu sienas, kas Sobrid kalpo ka dekorativs elements. Péc 1904. gada eklektisms pilniba
izzuda un tika celtas tikai jligendstila celtnes. Tap&c centra aptuveni 40 procenti €ku ir celtas tiesi
jugendstila (lets-realestate.lv, 2016). Pirmskara €kam raksturigi salidzinosi augsti griesti, kas ir
virs 2.5 metri un sniedzas Iidz pat 3.7 metru augstuma. Ekam bieZi vien ir divas ieejas, un parasti
€kam ir ne vairak, ka 6 stavi, tomér istabu platibas vienmér ir lielas (lets-realestate.lv, 2016).

Konsultgjoties ar praktizéjoSo dizaineri Eriku Zlatkus par konkrétas ekas arhitektiras
izpildijjumu, tika konstatts, ka €ka Riga, Miera iela 82, p&c konstrukcijas vairak atbilst
jugendstila arhitekturas stilam, konkrétak — konstrukcijai, tomér bez Sim stilam raksturigdm
dekoracijam, savukart verojami interpretéti Art Deco formalie elementi un Art Deco arhitektiiras
stila estétikai atbilstosi vienkar$a kompozicija izkartotas stilizetas detalas, kas patapinatas no
klasisko formu arsenila. Sads izpildfjums vérojams arT Rézeknes tautas nama arhitektiira (skat.
6.att.).

2. tabula
Starpkaru posma arhitektiiras stilu daudzveidiba
Starpkaru Arhitektiiras stila
posma savstarpgji lidzigie
arhitektiiras Arhitektiras stila raksturigakas pazimes elementi ar
stilu dekonstruktivisma stilu
uzskaitijums (saskanotiba)
Jugendstils PriekSmeti un celtnes tika stilizeti. Izteikta Itniju kompozicija,
(stateniskais Ornamenti neregularu formu, vilnoti, asimetriski. kas rada €kas raksturu un
jugendstils) Tomgr, jugendstils bija konceptuali antihistorisks. noskanu.
Izmantoja pasteltonus.
Planojums un konstrukcijas veidoja savstarp&ju saskanu.
Jugendstils var but piesatinats ar  dekorativam
kompozicijam, un tapat var biit atturigs un vienkarss.
Stateniskais jugendstils — vertikali fasazu kompozicijas
elementi. Specigi artikuleéti erkeri un reljefas, no
pamatplaknes izvirzitas liz€nas vai cita profila joslas, kas
pacelas vairaku stavu augstuma. Vertikalitate.
Art Deco Art Deco bija savdabigs jugendstila atspulgs 20. gadsimta | Geometriskas formas, un
divdesmito arhitektiira ar atturigiem rotagjumiem. Skautpainiba. Atturigs
Tika kombinétas kontrastéjoSas geometriskas formas un|rotdgjumu lietojums. Sikas,
elementi. uzsvertas detalas, kas
Vertikals dalijums. Smalkas detalas. Latertornis. kartotas ritma.
Historisms Klasisko arhitektoniskas izteiksmes Iidzeklu lieto$ana. Geometriskas formas.
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Analizgjot €kas arhitektiiru, svarigi ir iepazities ar konkréta laika notikumiem, svarigi ir
tas, ka Pirmais pasaules kar§ pilnigi partrauca jebkadu biivniecibu visa Latvija. Celtnieciba
atdzivojas tikai ap 1925. gadu. Tad vél nebija nostabilizgjies kads konkrets arhitekttras stils.
Jugendstils Saja laika bija jau noiets véstures posms, tomér atseviski elementi tika pielietoti.

Literatiiras avotos iepazinos ar Art Deco arhitektiras stila aizsakumiem Latvija, un izradas,
ka tas ir tie$s jugendstila péctecis, kas ,,uzplauka” divdesmitajos un trisdesmitajos gados.

Ta pieméri izkaisiti pa visu Latviju. Ir celtnes, kuru koptéls veidots Art Deco gara, bet
dazkart celtnu arhitektoniskaja apdare ieaustas dazas raksturigas §is stilistikas dekorativas formas
un elementi. Atseviskos gadijumos tie lietoti vienigi iekStelpu noform&uma.

Dazada veida interpretéti Art Deco formalie elementi vai vienkarSi Art Deco estétikai
atbilstosa izpildijuma kartotas stilizétas detalas, kas nemtas no klasisko formu arsenala (Krastins,
2013), un ka pieméru, var minét Rézeknes tautas namu, kas nodots ekspluatacija 1928. gada,
un &kas arhitekts ir Pavils Pavlovs. Aplukojot 6. att€lu, var redzet vizualu lidzibu ar Riga, Miera
iela 82 esosSo dzivojamo un biroja vajadzibam izmantojamo &ku.

6. attéls. Rézekne. Tautas nams. 1928. P. Pavlovs (Krastins, 2013).

e

Analizgjot informativos materialus par Art Deco stilistikai raksturojosiem elementiem var
izcelt:

- izmantotas vertikales fasazu noformesana;

- trisstiira vai trapecveida prizmas formas erkerus;

- apalas logailas;

- lézenu pakapienveida vai stavu zig-zag kontiiras zelminu izmantosana;

- Skautnainu vai pladlinijas formu izvirzijumi un logu spraislojums;

- ailas ar trapecveida augSdalam,;

- nelielu dekoru izmantoSana briva izkartojuma.

Lai veiksmigi var€tu saskanot pagajuso gadsimtu €kas ar miisdienu stilistiku, jaizprot ekas
vesturiskais gajums, kas biezi vien ,,pasaka priek$a” un, galvenais, norada uz iesp&jam un
veicamajam izmainam, kas lautu €kas ,,iedvest musdienu elpu”. 21. gadsimta ir iesp&ja verot
dazadus arhitekttras stilu paraugus, ta ir veértiba, ko nepiecieSams saglabat. Tomer, strauji
attistoties un mainoties visam misdienu darbibas jomam, mainas vajadzibas un lietotaju vélmes
attieciba uz ékam un telpam, rodas nepiecieSamiba apvienot miisdienigo ar veésturisko.

Dekonstruktivisma interjera dizaina elementu savienojamiba ar
starpkaru posma ¢kas arhitektiuras stilu

No iepriek§ minéto uzdevumu iegiitajiem rezultatiem var pienemt, ka dekonstruktivisma
interjera dizaina elementus iesp&jams veiksmigi savienot ar starpkaru posma €kas arhitektiiras
stilistiku. Nemot véra ekas ekspluatacijas uzsakSanas gadu un ta laika arhitekturas stilu attistibu
Latvija, celtne atbilst starpkaru posmam, $o faktu apstiprina ari praktizéjo$s dizainers Eriks
Zlatkus, uzsverot to, ka @&kas arhitektira ve€rojama jlgendstila arhitekttirai raksturojosa
konstrukcija ar Art Deco arhitektiiras stila iezimém. Riga, Miera ielas 82, €kai ir formals
izpildjjums un &kas fasadé vérojama ieturéta un minimala dekorativo elementu daudzveidiba.
Kopuma, 1930.-1940. gados interjera dizains tika izstradats Iidzigi arhitekttras stilam, tas bija
vienkarSs, mierigos tonos ieturéts un vairak lidzinajas minimalismam, tomér bija pielaujami
geometriski raksti un atturigs rotajumu lietojums, kam vélak pievienojas kosakas krasas, veicinot
,»maju sajiitu”. Un §is ir viens no atslégas punktiem, kas interjera dizainerim dod iesp&ju apvienot
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starpkaru posma €kas arhitektiru ar €kas interjera dizainu, ko izpildit misdienam aktuala
interjera stilistika.

Sobrid &kas izpildijums balstas uz viegli nolasamu geometrisku formu, izteiksmes lidzek]i
ir lietiski bez ariskibam un ornamentu bagatibas. Domingjosais izteiksmes lidzeklis ir vertikalas
un horizontalas Iinijas, ar uzsvaru uz vertikalu poziciju un nolasamibu. Lidz ar to, veicot
dekonstruktivisma stila raksturojoSo elementu, izteiksmes lidzeklu salidzinajumu, 1. tabula, var
izcelt dekonstruktivisma un starpkaru posma €kas arhitektiiras kopigas iezimes, kur stilu
salidzino$a analize ir atspogulota 2. tabula, ka rezultata tiek izkristaliz€ts kopigais izteiksmes
lidzeklis — linija, kura tiek izmantota dazados lenkos.

Kaut arT dekonstruktivisma ir izteikti vairak sarezgitu pielietoto Iiniju lepku, tomér abos
stilos nav v@rojama ornamentala vai t€lnieciska dekoréSana. P&tamajai €kai viegli nolasas tas
kontiiras, ir skaidri saskatama galvena forma, kas papildinata ar smalkakam detalam. Lidzigi
izteiksmes lidzekli tiek pielietoti dekonstruktivisma. Fundamentalas, lielas vai smagngjas
formas, kas tiek papildinatas ar mazakam detalam, médz izskatities arkartigi sarezgitas,
nestabilas vai neproporcionalas, tomér vienmer ir viena pamatforma, ko veido taisnas linijas.
Lidz ar to var konstatét, ka ir iesp&jams saskanot arhitekttiras un interjera stilu, kaut ar1 to laika
posmi krietni atSkiras. Ka viens no saskanotibas galvenajiem priekSnoteikumiem ir formu
lidziba, stilu kopigie izteiksmes lidzekli un funkcija.

Secinajumi

21. gadsimta stilu tendences liela méra ietekmgjis tehnologiju progress, kas Sobrid
integréjas katra dzives joma un darbibas nozarg. Pateicoties datortehnologiju programmam,
veidojas tadi arhitektiiras un interjera dizaina stili ka dekonstruktivisms, kas ir modernas
arhitekturas patiesais sakums.

Pielietojot modernu interjera stilu citos, senakos, arhitektiiras virzienos iesp&jams iegit
dinamisku un misdienu prasibam atbilstosu interjeru, saglabajot v&sturiskas vertibas un
veiksmigi savienojot viena veseluma.

Rigas, Miera ielas celtne ir starpkaru posma ,,bérns”, ko ietekm&jusi tadi faktori, ka
arhitekttiras stilu pareja no jligendstila un Art Deco, ko savukart ietekm&jusi ekonomiska krize
un karu smaga pieredze, kas atspogulojas ta laika sabiedribas dzives skatijuma un arhitektu
,,rokrakst”.

Nemot vera €kas arhitektonisko izpildijumu un 21. gadsimta stilistikas attistibu, iesp&jams
izkristalizét kopigos elementus. Integréjot dekonstruktivismu starpkaru posma &ka, tiks iegiita
dinamiska un progresiva darba vide, nezaud€jot €kas raksturu un formalo estétiku. Savukart
interjera noformé&jums, atbilstosi dekonstruktivisma stilam kombinacija ar starpkara posma &ku,
ieglis lietiSku, nopietnu un stabilu ,,formu un karkasu”, kas atbilst biroja telpu funkciju
nodro$inasanai.

Izstradajot biroja telpu interjera projektu, svarigi radit produktivu darba vidi, un viens no
Sadiem lidzekliem ir izvEleties ne tikai atbilstoSu €kas arhitektiirai interjera stilu, telpas
funkcijam atbilsto$u formu, bet arT darba telpu sienu krasas.

Analiz€jot biroja €kas arhitektiiras stilu (Riga, Miera iela 82) un misdienam aktuala
dekonstruktivisma stila izpildijumu, var secinat, ka sava starpa vienojoSie un nekonkurgjosie
elementi un formu saskanotiba ir veiksmigs integracijas pamats. Turpinot pétit t€émas aktualitati,
biitu saistosi noskaidrot, ka dekonstruktivisma stils spétu veiksmigi integréties ne tikai starpkaru
posma €kas biroja telpas, bet ari €kas dzivojamo zonu dala, nezaudg€jot iekStelpu vesturisko
pievilcibu.

Summary

Style trends of the 21% century are most influenced by technological progress, which is currently integrated
into every area of life and activity. Computer programs help to create such an architectural and interior styles as
deconstruction, which is the true beginning of modern architecture. Using modern style interior in other, older areas
of architecture, it is possible to get dynamic and up-to-date interior, retaining historical value and successfully
combined. The building in Riga, at Miera Street, is a ,,child” of the interwar period, which was affected by such
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factors as the transition of architectural styles from art Nouveau and Art Deco, which, in turn, affected by the
economic crisis and the severe military experience that displays the attitudes of society at that time and architectural
“underscore”. Given the architectural performance of the building and development of the style of the 21 century, it
is possible to find common elements. Integrating deconstruction into the building from the interwar time we get a
dynamic and progressive working environment, without losing the character of the building and formal aesthetics. In
turn, the interior according to the style of deconstruction in combination with the building of the interwar period will
receive a serious, practical and stable ,.form and frame”, which corresponds to the functionality of office space.
When designing interior projects for office premises it is important to create a productive working environment, and
one such means is the choice not only style matching the architecture of the building, but also the colour of the walls
of workplaces. A study about the ergonomics of colors and application in the workplace was presented in the
framework of the 10" Master student conference & | International Master Student conference on theme ,,The
Importance of Colors Ergonomics for Workplaces Design™, Estonian University of Life Sciences, in Tartu, April 21
year 2016. Analyzing the architectural style of office building (Riga, Miera street 82), and the execution of today
actual style deconstruction, it can be concluded that the unifying and non-competing between themselves elements
and consistency of forms is a successful integration. Continuing to explore the relevance of the topic it is needed to
figure out how a deconstruction could successfully be integrated not only in the office premises of buildings of the
interwar period, but also in the residential areas of the building without losing the historical appeal of the domestic
premises.
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bakalaura grads maksla. Zinatnisko pétjumu
virzieni: maksla,  muzeologija. Daliba
starptautiskajas konferencés un makslinieciska
darbiba Latvija.

Katja Geceva
Mg.hist, Valsts agentiira ,, Apxueu”
Gabrovas nodaja, galvend eksperte.

Apméram 28 gadu profesionala pieredze.
Zinatnisko publikaciju, gramatu un albimu
autore. Interesu joma: dokumentarais mantojums,
Bulgarijas un tas iedzivotaju vesture, dazadi
aspekti arhiva funkciongsanas.

Dmitrijs Grinovs

Inzenierzinatnu kandidats, Pleskavas Valsts
universitate, Dizaina un tehnologijas materidalu
apstrades fakultates docents.

Vairak neka 30 zinatnisku un metodisku

publikaciju autors. Starptautisko konferencu
dalibnieks  Krievija, Latvija. Zinatniskas
intereses: maciSanas tehnologiju  metodes;

rotacijas-asmens masinas teorija.

Iveta Dukalska
Mg. philol., Rezekne Academy of Technologies,
Lecturer of Lifelong Learning Center.

In 2003 she graduted Rezekne Higher
Education Institution and has taken
Bachelor’s degree of humanities in history. In
2006 she took Master’s degree in philology in
the branch of folklore studies at University of
Latvia. In 2013 she graduted doctoral studies
program ,,Philology” at University of Latvia.
The main trends of research: traditional
culture, folk music, folklore. A particular
attention in her research works has been paid
to the traditional culture and music of Latgale
region.

Inese Dundure

Bac.art., Rezekne Academy of Technologies,
Faculty of Education, Language and Design,
Lecturer, Artist, Interior Designer;

Latgale Culture and History Museum, head of
the Art department.

Graduated Latvia Academy of Art in 1992,
Department of Interior Design, obtained a
bachelor’'s degree in Decorative Art.
Graduated Latvia Academyof Art,
Department of Graphic art in 2015, obtained a
bachelor's degree in Art. Fields of research:
art, museology. Participated in international
conferences and artistic activities in Latvia.

Katia Gecheva
Mag.hist, State Agency ,, Apxusu”
Gabrovo Department, Chief Expert.

Professional experience approximately 28
years. Author of scientific articles, books and
scrapbooks. Area of interests: documentary
heritage, history of Bulgaria and its people,
different aspects of archival functioning.

Dmitry Grinev

Candidate of Engineering Sciences, Pskov
State University, Docent of Department of the
Design and Technology of processing of
materials.

Author more than 30 scientific and
methodological publications. The participant
of international conferences in Russia, Latvia.
Scientific interests: methods of teaching
technology, theory of rotary-blade machines.
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Agate Ignatovica

Rezeknes Tehnologiju akadémija, profesionalas
magistra studiju programmas “Dizains”
studente.

Ieguvusi profesionala bakalaura gradu dizaina
Baltijas Starptautiskaja akademija un vizaZzista-
stila konsultanta kvalifikaciju imidza skola
“Unastyle”. PraktizgjoSa grafikas dizainere.
Piedalijusies Baltijas Starptautiskas akademijas
rikotaja zinatniskaja konferenc€. Profesionalas
intereses: grafikas dizains un imidza dizains. Ar
saviem darbiem piedalijusies makslas izstades
Rézekng, Daugavpili un Pleskava.

Lilija Iljina

Pleskavas Valsts universitate,

Dizaina un materialu apstrades tehnologijas
fakultates studente.

Mahirs Jarlikaja

PhD, Ondokuzas Majis Universitdte,
Izglitibas fakultate, Makslas un amatniecibas
programma.

2001. gada ieguva bakalaura gradu Makslas un
amatniecibas programma, 2004. gada magistra
gradu Vizualaja analizé un 2015. gada doktora
gradu Vizualaja lasitprasmé. Paslaik vin$ strada
par lektoru Ondokuzas Majis Universitate.
Vigpam ir daudzas grupu, individualas,
konkuretspgjigas un simpoziju izstades, kas ir
valsts vai starptautiska Itmeni. Papildus vin$ ir
stradajis 18 skulptiru projektos. Vins ir grafiska
dizaina pedagogs. Vin$ ir dizaingjis daudzus
darbus, pieméram, logo, plakatus, gramatvaku
dizainus, vin$ ar1 vada lekcijas par grafisko
dizainu, fotografésanu, programmatiras
apmacibu (Adobe redigétajs un ilustrators). Vina
gramata par vizualo lasitprasmi turku valoda tiks
driz publicéta.

Natalja Jelisejeva
Pleskavas Valsts universitate, Izglitibas
tehnlogiju un dizaina fakultate.

12 zinatnisko publik¢iju, 2 monografiju autore.
Starptautisko konferencu dalibniece Krievija,
Latvija. Zinatnisko intereSu joma: augstskolas
pedagogija, kreativitates attistiSana.

Agate Ignatovica
Rezekne Academy of Technologies, Student of
professional masters’ programme “Design”.

Professional Bachelor’s degree in Design
(Baltic International academy) and Makeup
artist-style consultant diploma (Image studio
“Unastyle”). Practicing graphic designer.
Took part in Baltic Internationl academy’s
scientific conference. Professional interests:
graphic design and image design. Took part in
art exhibitions in Rezekne, Daugavpils and
Pskov.

Lilia llyina

Pskov State University, Undergraduate of
Department of the Design and Technology of
processing of materials.

Mahir Yerlikaya

PhD, Ondokuz Mayis University,

Faculty of Education, Department of Arts and
Crafts.

He graduated from bachelor degree
(education of art and crafts) in 2001, from
master degree (visual analysis) in 2004 and
doctorate degree (visual literacy) in 2015. He
is currently working as a lecturer at the
Ondokuz Mayis University. He has many
group, personal, competitive or symposium
exhibitions ~ which are  national or
international. Additionally, he has worked in
18 sculpture project. Yerlikaya is a graphic
design educator. He has designed so much
works such as logos, posters, book cover
design and he also gives lessons about graphic
design, photography, software training (adobe
photoshop and illustrator). His book about
visual literacy in Turkish language is going to
be published soon.

Natalia Jelisejeva
Pskov State university, Faculty of Education
Technologies and Design.

Author of 12 scientific publications and 2
monographs. The participant of international
conferences in Russia, Latvia, Area of
scientific interests: higher education
pedagogy, development of creativity.
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Zelma Kackane
SIA ,, Zel&K” vaditdja, dizainere.
Bc. art., Interjera dizainere.

Absolv@jusi Rigas Amatniecibas vidusskolas,
Lietiskas makslas programmu ar kvalifikaciju
adas izstradajumu modeletajs (2011) un
Rézeknes Augstskolas profesionalo bakalaura
gradu maksla un interjera dizainera kvalifikaciju
(2015). Sobrid studgjas Rézeknes Tehnologiju
Akadémija profesionala magistra programma
,,Dizains”, modulis ,,Modes dizains”.
Piedalijusies Latvijas un starptautiskajas
konferenc@s. Zinatnisko intereSu joma: Latgales
vesture, modes un produktu dizains.

Maija Karagjozova
Gabrovas Nacionala izglitibas muzeja vaditaja.

Starptautiska simpozija “School Museum”
(skolas muzejs) dalibniece (Slovénija). Vairakas
publikacijas specializetaja izglitibas un muzeja
literatira. Intereses: skolas sistéma, simboli un
rituali no renesanses lidz misdienam. Kopgja
muzeju izglitiba un pedagogija bérniem ar
Tpasam vajadzibam.

Selma Karahmeta Baldzi

PhD, Ondokuzas Majis Universitate,

Izglitibas fakultate, Telotajmakslas programma,
zindatniska asistente.

Perioda no 2000. Iidz 2004. gadam saka apgtt
Grafisko  dizainu  vidusskola.  2008. gada
absolvgja  Ondokuzas Majis  Universitati,
Izglitibas fakultati, T€lotajmakslas programmu.
2006. gada studgja Francija Telotajmakslas
fakultaté. 2011. gada ieguva magistra gradu
Ondokuzas Majis  Universitate, Izglitibas
fakultate, Telotajmakslas programma. Taja pasa
gada saka stradat par pétniecibas Iidzstradnieku
Ondokuzas Majis  Universitate, Izglitibas
fakultate, T€lotajmakslas programma. 2016. gada
absolv&ja doktorantiiru un ieguva doktora gradu
taja pasa programma. Vina joprojam strada taja
pasa fakultate, ka pétniecibas doktors. So gadu
laika ar saviem darbiem ir apmeklgjusi gan
daudzas jauktas, gan individualas izstades, tapat
vinai ar1 ir daudz rakstu. Vinai interesé grafiskais
dizains, makslas izglitiba un vizualie kultiiras
objekti.

Zelma Kackane
SIA ,, Zel&K”” Manager, Designer.
Bc. art., Interior Designer.

Graduated from Rigas School of Arts and
Crafts, program of applied arts with a
qualification Leatherware Performer (2011)
and Rezekne Higher Education Institution,
professional Bachelor's degree in art and
interior design (2015). Currently studying in
the professional master program ,,Design”,
module ,,Fashion Design” at Rezekne
Academy of Technology.

Participation in Latvian and international
conferences. Area of scientific interest:
History of Latgale, fashion and product
design.

Maya Karagiozova
Director of the National Museum of
Education, Gabrovo.

Participant in the international symposium
»ochool Museum” (Slovenia). Number of
publications in specialized educational and
museum literature. Interests: school system,
symbols and rituals from the renaissance till
today. Total museum education and pedagogy
related to children with special needs.

Selma Karaahmet Balci

PhD, Ondokuz Mayis University, Education
Faculty, Department of Fine Arts Education,
Research Assistant.

She started to study about graphic design in
high school in between 2000-2004. In 2008
Graduated from Ondokuz Mayis University
Education Faculty Department of Fine Arts
Education. In 2006 she study in
France / Bourges at fine arts faculty. In 2011
had master degree from Ondokuz Mayis
University Education Faculty Department of
Fine Arts Education. In the same year she
started to work as a research assistant at
Ondokuz Mayis University Education Faculty
Department of Fine Arts Education. In 2016
graduated doctoral education and had PhD
degree at same department. Still she is
working at same faculty as a research
asissistant doctor. In years she attended a lot
of mixed and individual exhibition with her
artworks and she has a lot of articles. She
interests graphic design, art education and
visual culture subjects.
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Sonats Kaskuners

PhD, Samsun Ondokuzas Majis Universitdte,
Izglittbas fakultate, Mizikalas izglitibas
programma.

Muzikala izglitiba tikai iegita 1996. gada,
Ankara. Studgja Gazi Universitate. Tika
apmeklétas Cihat Askin, Aranovic Gotsdinner un
Albert Markov vijolspéles meistarklases. No
2005. lidz  2010. gadam  stradaja  par
vijolskolotaju Afyon Kocatepe universitate.
2007. gada tika ieglts magistra grads un
2012. gada tika iegiits doktora grads. Vins
sniedza violkoncerus Strasbuira, Bakii, Londra,
Porto un Florincé. 2010. gada iestajas Samsun
Ondokuzas Majis Universitate. No 2010. lidz
2015. gadam stradaja gan par Samsunas operas
bérnu kora un baletorkestra dirigentu, gan par
vijolnieku.

Julija KeiviSa
Rézeknes Tehnologijas akadémija, magistra
programmas ,, Dizains ” studente.

Ieguvusi profesionalo bakalaura gradu ,,Maksla”
un kvalifikaciju ,,Interjera dizains”. Piedalijos
vairakas zinatniskajas konferencgs, profesionalas
intereses saistitas ar interjera dizainu.

Cvetomira Koiceva
Mg.hist, Valsts agentiira ,, Apxueu”
Gabrovas nodala,galvena eksperte.

Ir 10 gadu profesionala pieredze. Zinatnisko
rakstu zurnala ,,ApxuBeH npernea” un zinatnisko
rakstu krajuma ,M3Bectus Ha Cneuuanu3upaH
My3eil 3a 3orpadcko U pe30apcKo H3KYCTBO™
autore. Piedalijusies valsts arhivu konferencegs.

l1ze Kukule

Rezeknes Tehnologiju akadémija, profesiondlas
magistra studiju programmas ,,Dizains”
studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla”
un kvalifikaciju ,,Interjera dizains”. R&zeknes
Tehnologiju akadémijas Piedalijusies vairakas
zinatniskajas konferences, projektos, saistitos ar
makslas un dizaina jomu.

Sonat Coskuner

PhD, Samsun Ondokuz Mayis University,
Faculty of Education, Department of Music
Education.

He started music education in Ankara in 1996.
He studied in Gazi University. He attended
Cihat Askin, Aranovic Gotsdinner and Albert
Markov’s violin masterclasses. He worked as
a violin teacher at Afyon Kocatepe University
between the years 2005-2010. He completed
his master degree in 2007, and doctorate
degree in 2012. He gave violin recitals in
Strasbourg, Baku, Londra, Porto and
Florance. He moved to Samsun Ondokuz
Mayis University in 2010. He worked both as
a violin player and children choir conductor in
Samsun State Opera and Ballet Orchestra
between the years 2010-2015. Sonat Coskuner
ia a certificated Soundpainter and he workes
has been working Soundpainting since 2008.

Julija Keivisa
Rezekne Academy of Tehnologies, Student of
Master programme ,, Design .

Acquired a professional bachelor's degree in
LArt” and qualification ,Interior Design”.
Participated in several scientific conferences,
professional interests associated with interior
design.

Tsvetomira Koycheva
Mag.hist, State Agency ,, Apxueu”
Gabrovo Department, chief expert.

Professional experience 10 years. Author of
scientific articles at journal , ApxuBen
npernex” and collection of scientific papers
»A3Bectuss Ha Crhenuanmsupad My3ed 3a
3orpad)ck0 M pe30apcKko  U3KYCTBO.
Participated at national archival conferences.

llze Kukule
Rezekne Academy of Technologies, Student of
Master programme ,, Design .

Acquired a professional bachelor's degree in
,Art” and qualification ,Interior Design”.
Participated in several scientific conferences,
professional interests associated with graphic
design.
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Sandija KuSnere
Latvijas Universitate,
Pedagogijas doktora grada pretendente.

Vairak neka 7 zinatnisku publikaciju autore.
Zurnala “Runas un valodas patologijas Zurnals”
julijs — decembris, 2012. Baltijas rehabilitacijas
asociacijas kongresa (Igaunija) dalibniece,
piedalijusies konferenc@s Latvija, un Norvégija
un zinatniskos seminaros no0 Maskavas,
Sanktpeterburgas, Igaunijas un  Vacijas.
Zinatnisko intereSu joma: miizika, miizikas
pedagogija, bérni lidz tris gadiem sociala apripes
institlicija un pirmsskolas izglitibas iestade.

Aleksandrs Lisovs

Dr. art, Vitebskas Valsts Universitate,

Pasaules vestures un kultiras katedra,
Austrumeiropas, Eirazijas un Krievu makslas un
arhitektiras véstrunieku biedribas loceklis, Ela
Lisicka fonda biedrs.

Vairak neka 150 zinatnisku publikaciju autors.
ICCEES Pasaules Kongresu Tamperé (Somija),

Berling  (Vacija), Stokholma  (Zviedrija)
dalibnieks, piedalijies konferencés Krievija,
Ukraina, Lietuva, Latvija, Vacija, Francija,

Kanada. Zinatnisko intereSu joma: Baltkrievijas
telotajmaksla  19.-20. gadsimtos,  Vitebskas
makslas skolas vesture, krievu arzemju
makslinieki, Kazimirs Malevi¢s un vina loks,
Marka Sagala biografijas agrinais posms un
maksla, Ela Lisicka maksla.

Natalija Losane

Mg. art., Mg .paed., Rézeknes Tehnologiju
akadémija, Izglitibas, valodu un dizaina
fakultate, lektore, maksliniece, dizainere.

2002. g. absolveéta Rézeknes Augstskolas (RA)
Pedagogijas fakultate, ieglita specialitate
Darbmacibas un ekonomikas pamatu skolotaja
ar vienu papildspecialitati darbam arodskola
(suto izstradajumu izgatavosana), 2003. gada —
Rézeknes Augstskola (RA) iegits izglitibas
zinatnu magistra akadémiskas grads,
2005. gada — Daugavpils Universitate (DU).
absolvéta Miuzikas un Makslu fakultate, ieguta
specialitate Vizualas makslas skolotaja,
2007. g. — Daugavpils Universitateé (DU) iegits
profesionalais magistra grads maksla. 2016.g. —
Rézeknes Tehnologiju akadémija (RTA) ieguts
profesionalais magistra grads dizaina. Zinatnisko
petjumu virzieni: maksla, dizains, arhitekttra.
Daliba  starptautiskajas  konferenc€s  un
makslinieciska darbiba Latvija un arzemes.

Sandija Kusnere
University of Latvia,
Pedagogy doctoral candidate.

More than 7 scientific publications. In
“Journal of speech and language pathology”
volume 2, issue 1, july — december, 2012,
congress of Baltic Association  for
Rehabilitation (Estonia) member, participated
in conferences in Latvian, and Norway and
scientific seminars in Moscow, St. Petersburg,
Estonia and Germany. Area of scientific
interests: music, music pedagogy, children
under three years of social care institutions
and preschool educational institution.

Alexander Lisov

Dr. art, Vitebsk State University,Docent of
Department of the World History and Culture,
Member of the Society of Historians of East
European, Eurasian, and Russian Art and
Architecture (SHERA), Member of the
Lissitzky Foundation’s Board of Directors.

Author more than 150 scientific publications.
The participant of World Congresses of

ICCEES in Tampere (Finland), Berlin
(Germany), Stockholm (Sweden), conferences
in Russia, Ukraine, Lithuania, Latvia,

Germany, France, Canada, Area of scientific
interests: the fine Arts of Belarus in the 19" —
20" centuries; history of the Vitebsk art
school; Russian avant-guarde; Russian artists
of the Abroad; Kazimir Malevich and his
circle; the early period of the biography and
art of Marc Chagall; art of El Lissitzky.

Natalija Losane

Mg.art., Mg.paed., Rezekne Akademy of
Technologies, Faculty of Education,
Language and Design, Lecturer, Artist,
Designer.

2002 graduated from Rezekne Higher
Education Institution Pedagogy Faculty,
specialt — Pedagogics and economic basis for
the teacher to work with one school in
papildspecialitat (manufacture of articles
made of), 2003 — Rezekne Higher Education
(RA) conferred a master’s degree in
pedagogy, 2005 graduated from Daugavpils
University (DU), specialty — Visual Arts
teacher, 2013 graduated from Daugavpils
University, conferred aprofessional master’s
degree in art. Fields of research: art, design,
architecture. Participation in international
conferences and artistic activitiesin Latvia and
abroad.
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Silvija MeZinska

Mg. sc. ing., Mg. paed., Rézeknes Tehnologiju
akadémija, Izglitibas un dizaina fakultate,
lektore.

1990. g. absolvéta RTU, iegiits magistra grads
inZenierzinatnés un $ito izstradajumu iznZeniera
tehnologa kvalifikacija. 1999. g. absolvéta DU,
iegiits magistra grads pedagogija. Sobrid studijas
RTA  profesionala  magistra  programma
,Dizains”. 17 zinatnisko publikaciju autore.
Daliba starptautiskajas zinatniskajas konferenceés
Latvija un arzemes. Zinatnisko petijumu virzieni:
dizaina izglitiba, studgoso radoSas un macibu
pétnieciskas darbibas pilnveude dizaina studijas.

Dasa Nedkova
Mg. philol., Nacionala izglitibas muzeja gide.

Tulkotaja un skolotaja krievu un francu valodas.

Silvija Ozola
Mg.arch., Rigas Tehniskas universitate (RTU),
Bitvniecibas inzenierzinatnu fakultates docente.

1980. gada absolveta Rigas Politehniska institiita

Celtniecibas fakultati, iegiita  arhitekta
specialitate. 2003. gada — Latvijas Sporta
pedagogijas akadémija, iegiits izglitibas un

sporta darba specialista diploms. 2008. gada —
RTU Arhitektiiras un pilsétplanoSanas fakultate,
ieglits magistra grads arhitektoira. 2010. gada —

pabeigtas studijas RTU  Arhitektiras un
pilsétplanosanas fakultates doktora studiju
programmas ,,Arhitektiira” teoretiskais kurss

Akadémiska darba pieredze: lektore Rigas
Celtniecibas koledza (2005-2010), RTU lektore
(2006-2016), RTU docente kops 2016. gada
Profesionala darba  pieredze: arhitekte
projektéSanas institata ,,Lauku projekts” (1980-
1983), arhitekte Liepajas rajona arhitekta
projektésanas grupa (1984-1990). Autore lauku
ciematu attistibas projektiem, sabiedriskam un
individualam &kam, publikacijam par ainavu
arhitekttru,  pilsétbiivniecibu, arhitekttras
vesturi.

Silvija Mezinska

Mg. sc. ing., Mg. paed., Rezekne Akademy of
Technologies, Faculty of Education,
Language and Design, Lecturer.

1990 — Master degree in engineering and
sewn  products engineer  technologist
qualification, Riga Technical University. 1999
— Master degree in pedagogy, Daugavpils
University. Currently studying Master level
program Design in Rezekne Akademy of
Technologies. Author of 17 scientific
publications, participated in international
scientific conferences in Latvia and abroad.
Scientific research area — design education,

development of students’ creative and
educational researcg activities in design
studies.

Dasha Nedkova

Mag. philol., National Museum of Education,
Guide.
Translator and teacher of Russian and French.

Silvija Ozola

Mg.arch., Riga Technical University (RTU)
Assistant Professor of the Faculty of Building
and Civil Engineering.

Graduated the Faculty of Building at Riga
Polytechnic Institute, obtained a certificate in
the architecture in 1980. Obtained the
diploma of Education and Sport specialist at
Latvian Academy of Sport Education in 2003.
Obtained a master degree in architecture at
RTU the Faculty of Architecture and Urban
Planning in 2008. Graduated a doctor degree
of Architecture theoretical course of study at
RTU the Faculty of Architecture and Urban
Planning in 2010. Academic work experience:
lecturer at Riga Building College (2005-
2010), lecturer at RTU (2006-2016); Assistant
Professor at RTU since 2016. Professional
work experience: architect at Design Institute
,Lauku projekts” (,rural project”) (1980-
1983); architect at Architect’s Design Group
in Liepaja District (1984-1990). The author of
village development projects, public and
private buildings, landscape architecture
publications, urban construction, the history
of architecture.
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Olga Pospelova

Pleskavas Valsts universitate, Dizaina un
tehnologijas materialu apstrades nodalas
asistente.

Starptautisko konferencu dalibniece Krievija,
Latvija. Zinatniskas intereses: tehnologiju
maciSanas metodes, apgerbu vesture.

Diana PoSeva

Rézeknes Tehnologiju akadémija, profesionalds
magistra  studiju  programmas ,, Dizains”
studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla”
un kvalifikaciju ,,Interjera dizains”. Piedalijusies
viena zinatniskaja konferencg, projektos, saistitos
ar makslas un dizaina jomu.

Velga Sarmule

Rézeknes Tehnologiju akadémija, profesionalas
magistra  studiju  programmas ,, Dizains”
studente.

Ieguvusi profesionala bakalaura gradu ,,Maksla”
un kvalifikaciju ,,Interjera dizains”. Piedalijusies

divas zinatniskajas konferenc@s, projektos,
saistitos ar makslas un dizaina jomu.
Aina Strode

Dr. paed., Mg. art., Rezeknes Tehnologiju
akadémijas docente.

Vairak neka 50 zinatnisku publikaciju autore.
Piedalijusies konferenceés Latvija, Lietuva,
Krievija, Portugal€, Spanija, Francija. Zinatnisko
intereSu joma: Makslas un dizaina pedagogija,
dizaina petnieciba.

Ramazans TilKi

MA, Ondokuzas Majis Universitate,

Izglitibas fakultate, Télotajmakslas programma,
lektors.

Dzimis  1975.gada  Balikesira,  Turcija.
2002. gada absolvEja Anadolu Universitati,
Izglitibas fakultati, Telotajmakslas, skulpture-
Sanas programmu. 2003.gada saka stradat
Ondokuzas Majis Universitateé par skolotaju.
Perioda no 2004. Iidz 2007.gadam ieguva
magistra gradu Ondokuzas Majis Universitates,

Socialzinatnu nodalas, T&lotajmakslas
programma. Joprojam strada par skolotaju
Ondokuzas Majis  Universitate, Izglitibas

fakultate, T€lotajmakslas programma. Ir astoni
dazadi valsts konkurences limena apbalvojumi.
Piedalijies septinas individualajas un daudzas
grupu izstad€s. Papildus ir divdesmit vai vairak
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