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JVADAS

Dirigento profesionalumas, manualinés technikos ypatybés, jo atliekamy kari-
niy stilistika, taip pat interpretacijos nuostatos neretai nulemtos jj iSugdziusios
mokyklos tradicijy. , Mokyklos® sagvoka $iuo atveju aprépia keliy lygmeny feno-
menus. Viena vertus, kalbama apie nacionaline dirigavimo ($iame darbe susitel-
kiama j choro dirigavimo) meno kultarg. Antra vertus, pastaroji koherentiskai
susijusi su dar vienu sgvokos lygmeniu. Tai - pedagoginé dirigavimo mokykla,
ant kurios pamaty jsikuria ir i$auga nacionaliné mokykla. Sias sampratas savo
darbuose yra nuodugniai i§skleides muzikologas Algirdas Jonas Ambrazas.

Lietuviy choriné kultiira (mokykla), kaip minéjome, neatsiejamai susijusi
su chorinio dirigavimo mokykla - Ziniy perdavimo i§ mokytojo mokiniui insti-
tucija, vadinamaja pedagogine mokykla. Abi mokyklos apibendrina karybiniy
orientacijy, technologiniy nuostaty, amato jgdziy, neretai krybinés pozicijos
iStaky modelj ir aspekta. A. J. Ambrazo darbuose (1991, 2007) suformuluotas
pedagoginés kompozitoriy mokyklos apibrézimas, $iame darbe taikomas choro
dirigenty pedagoginei mokyklai, remiasi bendraisiais pedagoginés mokyklos
komponentais - yra programa, mokytojas, mokiniai, fiksuojama konkreti vieta,
laikas ir tradicija.

Lietuviy chorinio dirigavimo mokykly identifikacija, dirigavimo techniniy
aspekty, interpretacijos tendencijy analizé, raidos istorija ir ateities perspekty-
va tampa patrauklia tema, slepiancia daugybe Lietuvoje iki $iol netyrinéty ir
neatsakyty klausimy. Kaip formavosi lietuviy nacionaliné choro meno kulttra,
kokiais pagrindais steigési chorvedybos ar atskiro choro dirigento pedagoginés
mokyklos? Kuo skiriasi choro dirigavimo klasé nuo choro dirigavimo mokyk-
los? Kas pagrindzia chorvedybos pedagoginés mokyklos sampratg, kokie
komponentai formuoja jos struktirg? Kokie pedagoginiy mokykly funkcio-
navimo ir raidos principai? Kaip vyksta muzikos mokslo dar menkai tyrinétos
chorinio dirigavimo meno pamokos? Kaip mokyklos tradicija perduodama
per mokinius nacionalinés mokyklos ir pedagoginés mokyklos mastu? Kol
kas néra atsakymo ir i dar vieng svarby klausima: kaip vyksta lietuviy chori-
nio dirigavimo mokyklos modernéjimas? Siy aspekty analizé padés atsakyti i
pagrindinj $iame darbe gvildenama klausimg — kaip kuriasi ir plétojasi lietuviy
nacionaliné chorinio dirigavimo mokykla.

Meno doktorantiros projekto tiriamajame darbe ,Lietuvos chorinio
dirigavimo mokyklos: identifikacijos, sgveikos ir modernéjimas® autorius
konceptualizuoja chorinio dirigavimo pedagoginés mokyklos specifika. Su-
projektuojamas chorinio dirigavimo pedagogine mokykla reprezentuojantis
struktariniy komponenty modelis suponuoja specifinj tyrimy instrumenta-
rijy ir analitines strategijas, kurie $iame tyrime padeda i§gryninti lietuvisky
chorinio dirigavimo pedagoginiy mokykly kontirus. Pedagoginés mokyklos



konceptas ir jo realusis turinys formuoja aukstesnio lygmens mokyklos, su-
vokiamos kaip Lietuvos chorinio dirigavimo kultiira (mokykla), paveiksla. Si
sgsaja pagrindzia lietuvisky chorinio dirigavimo pedagoginiy mokykly ir jy
modernéjimo tyrimy svarba.

Butina pazymeéti, kad iki $iol Lietuvoje mazai darby buvo skiriama diriga-
vimo problematikos studijoms. Beveik nerasime lietuviy autoriy darby, gvil-
denanciy chorinio dirigavimo specifika teoriniu aspektu. Chorinio dirigavimo
mokykla, kaip probleminis vienetas bei objektas, Lietuvoje i§ viso netyrinéta.
Siekdamas praturtinti chorinio dirigavimo meno technikos analizg, $io darbo
autorius | lietuviy tyréjy mokslinj Zodyna chorvedybos meng tyrinéjanciy
uzsienio autoriy pavyzdziu jtraukia vengry choreografo Rudolfo J. Labano
moksliniy darby (1928, 1947, 1956, 1966) izvalgas bei taikoma savoky sistema.
Lietuviy chorinés kultaros tematikai skirtuose Juozo Karoso (1890-1981), Jono
Narvido (1910-1982), Algimanto Kalinausko (1923-2010), Boleslovo Zubric-
ko (1930-2011), Roberto Varno (1930-2015), Aniceto Armino (1931-1998),
Edmundo Sapranaviciaus (gim. 1936), Regimanto Gudelio (gim. 1944) ir
kity autoriy darbuose daugiau démesio buvo skiriama istoriniam, teoriniam
chorinio meno aspektams, ta¢iau ne mokyklos idéjai. Siame darbe siekiama
atversti naujus lietuviy chorinés kulttros tyrimy puslapius. Archyvy $altiniy
studijos leidzia atskleisti nezinomus musy chorinés kultaros raidos faktus.
Siekiama konceptualiau pazvelgti ne tik j Lietuvoje plétojamas dirigavimo
tradicijas, bet ir chorinio dirigavimo pedagoginiy mokykly specifika. Labai
svarbu, kad pedagoginiy mokykly fenomenas, jo ugdanti reik§mé aukstesniu
lygiu pagrindzia mokyklos kaip nacionalinés kultaros sampratg, manifestuoja
jos struktirg bei patj kuriantj, formuojantj mechanizma.

Darbo tikslas - taikant autoriaus iSgrynintus, pedagogine chorinio diriga-
vimo mokyklg identifikuojancius parametrus (manualiné dirigavimo technika,
interpretacija, darbo su choru metodika, repertuaro formavimo strategija, peda-
gogika), argumentuotai nurodyti lietuviy chorvedzius, profesiniu pasirengimu,
chorvedybos ir pedagogine veikla inicijavusius chorinés kultaros plétote bei
profesinj chorvedziy tobuléjimg. Sutelkiant démesj ties chorinio dirigavimo
pedagoginiy mokykly problematika, $iame darbe siekiama jvardyti lietuviy
chorinio dirigavimo mokykly steigéjus ir pateikti ju pedagoginiy mokykly
modelius, atskleisti pedagoginés mokyklos (chorvedybos) jtaka nacionalinés
kultaros (chorinés kultaros) modernéjimui.

Darbo uzdaviniai:

1. Aptarti lietuviy chorvedybos pedagogikos pradmenis ir raida.

2. Jzvelgti svarbiausiy lietuvisky choriniy dirigavimo mokykly uzuomaz-

gas — branduolius.



3. Suformuoti pedagoginés chorinio dirigavimo mokyklos samprata ir api-
brézti svarbiausius jos struktarinius parametrus, kurie tapty orientyrais,
kriterijais identifikuojant pedagogines chorvedybos mokyklas.

4. Praturtinti Lietuvoje taikomos chorinio dirigavimo technikos analizés
tradicijg ir sgvoky sistemg. Sekant mokslininky Nealo Barteeo, Jameso
Jordano, Lisaos A. Billingham ir kity pavyzdziu, pasitelkti ir adaptuoti
Rudolfo J. Labano teorija.

5. Tyrimais argumentuoti ir i§skirti svarbiausias lietuviy chorvedybos
pedagogines mokyklas, apibrézti jy specifika.

6. Lietuviy pedagogines chorvedybos mokyklas isreiksti grafine ,,genea-
logijos medziy“ (Sakny - kamieno - $aky sistemos) forma.

7. I8skirty pedagoginiy chorvedybos mokykly sinergijos pagrindu sufor-
muoti bendrg Lietuvos chorvedybos mokyklos ,,genealogijos med;*

8. Tyrimy pagrindu modeliuoti lietuviskos chorvedybos mokyklos (kulta-
ros) modernéjimo vaizdinj.

Tyrimo objekta sudaro kelios dalys. Pirmasis blokas apima sagvoky ,,mo-
kykla® ir ,,chorinio dirigavimo mokykla“ teorinj konceptualizavima. Gvil-
denama chorvedybos pedagoginés mokyklos samprata, modeliuojamas jos
struktariniy lygmeny konceptas. Antrajj tyrimy bloka sudaro Lietuvos chorinés
kultiiros menas, XX a. pr.—XXI a. lietuviy pedagoginiy chorvedybos klasiy,
mokykly raida bei jy saveika. Specifinj tyrimo aspekta nulemia modernéjimo
procesy analizé.

Tiriant pasirinktus objektus ir sprendziant iSkeltus uzdavinius, pasinau-
dota dirigavimo meng analizuojanciais $altiniais: H. Berliozo Grande traite
d’instrumentation et dorchestration modernes (1855), R. Wagnerio Uber das
Dirigieren (1869), F. Weingartnerio On Conducting (1906). Dirigavimo menas
aprépia kelis vertikaliai ir horizontaliai susikryZiuojancius sandus. Vertikalusis
matmuo remiasi dirigavimo technikos (manualiné technika, batutos technika)
ir dirigento interpretaciniy nuostaty modeliu. Horizontalusis lygmuo aprépia
partitairos studijy ir analizés etapa, darbo su choru stadija, atlikimo / interpre-
tacijos perioda, repertuarinés politikos nuostatas. Minéty sandy studijos buvo
paremtos $iais darbais: N. Malko The conductor and his baton (1950), C. Sachso
Rhythm and tempo: a study in music history (1953), B. Grosbayneo Techniques
of modern orchestral conducting (1956), R. Stantono The dynamic choral
conductor (1971), E. Ericsono, G. Ohlino, L. Spangbergo Choral conducting
(1976), E. W. Galkino A history of orchestral conducting (1988), M. Rudolfo
The grammar of conducting: a comprehensive guide to baton technique and
interpretation (1994), J. A. Boweno The Cambridge companion to conducting
(2003), D. J. Runningo Conductor as actor: a collaborative method for training
conductors through dynamic muscularity (2008), L. Garnett Choral conducting
and construction of meaning (2009).



Siekiant darbo novatoriskumo, tyrimui reikalingo metodologinio tvarumo
ir turtingesnés, specifinés sagvoky sistemos jdiegimo, buvo bandoma sintetinti
dirigavimo ir choreografijos menus. Tam tikslui pasitelkta ir chorvedybos
tyrimams adaptuojama vengry choreografo Rudolfo J. Labano ,,Judesio ana-
lizés“ teorija (Movement analysis); §i teorija pirma karta paskelbta jo veikale
Kinetographie (1928) ir iSplétota kity autoriy darbuose: V. Maletic Body - space -
expression. The development of Rudolf Laban’s movement and dance concepts
(1987), E. Davieso Laban’s legacy of movement analysis (2001), L. A. Billinghamo
The complete conductor’s guide to Laban movement theory (2009), J. Jordano
The conductor’s gesture: a practical application of Rudolf von Laban’s movement
language (2011).

Lietuvos chorvedybos meno kultariniy konteksty tyrimams praverté auto-
biografinés ir Lietuvos kultarinj kontekstg tyrinéjancios knygos: A. Armino
J. Naujalis - choro dirigentas (1968), S. Ylos Antanas Budriiinas (1974), S. Ylos
Konradas Kaveckas (1981), E. Martinonienés, J. Burokaités Nikodemas Marti-
nonis (1987), V. Jakelai¢io Hermanas PerelSteinas: trys istrémimai ir gyvenimo
prasmé (1994), A. Armino Lietuviy chorai: Tautinés savimoneés ir muzikinés
kultaros Zadintojai (1998), R. Songailos Klemensas Griauzdeé (2003), J. Vylittés
Lietuviy muzikai Vokietijoje 1944-1949 (2005), V. Markelitinienés Jonas Naba-
Zas. Dienoras¢iai 1922-1945 (2007), E. Seduikytés-Korienés Lietuvos vargony
menas: XIX a. pabaiga-XX a. pirmoji pusé (2012); taip pat muzikiniai Zurnalai
ir laikra$¢iai Muzika, Muzikos menas, Muzikos barai, Muzika ir teatras, Vairas
ir kt. Labai didelé dalis informacijos surinkta Lietuvos literattiros ir meno
archyve (LLMA) dirbant su Antano Budritino (f. 233), Juliaus Starkos (f. 101),
Klemenso Griauzdés (f. 465), Nikodemo Martinonio (f. 89), Kauno konserva-
torijos (f. 84), Klaipédos Stasio Simkaus konservatorijos (f. 161), Lietuvos TSR
valstybinés konservatorijos (f. 410) ir kitais fondais.

Lietuvos chorinés kulttiros tyrimai rémési lietuviy autoriy darbais, apibend-
rinandiais ir fiksuojanciais didzigja dalj istoriniy fakty apie Lietuvoje veikusius
chorus ir dirbusius chory dirigentus. Svarbiausieji darbai yra $ie: Boleslovo
Zubricko Taryby Lietuvos chorai (1979), Taryby Lietuvos chorvedziai (1984),
Moksleiviy chorai (1988), Specialiyjy viduriniy ir profesiniy technikos mokykly
moksleiviy chorai (1991), Lietuvos chory istorija (1994), Pasaulio lietuviy chor-
vedziai: enciklopedinis Zinynas (1999). Reik$émingy darby yra parases Anicetas
Arminas: Lietuviskos choro literatiiros uzuomazgos ir raidos bruoZai (1984),
Lietuvisky chory istakos (1988), Kai kurios Taryby Lietuvos chory problemos
(1989), Is chorvedybos ir dirigavimo praktikos (1991), Lietuviy chorai - tauti-
nés savimones ir muzikinés kulturos Zadintojai (1998). Chorine kultira, ypac
§ventes, tyrinéjo Regimantas Gudelis: Lietuviy choriné literatiira (1998), Nuo
dainy dienos iki Tautos Sventés (2016).



Sio darbo turiniui ir konceptualioms jZvalgoms yra reik§mingas niekur
neskelbtas $altinis, kuriuo i§ savo asmeninio archyvo pasidalijo meno pro-
jekto karybinés dalies vadovas prof. Vytautas Miskinis. Tai - H. Perelsteino
rankrastis ,Chorinés problemos ir naujoviy ieskojimas® (1978); jo kopija
(masinrastj) parengé V. Miskinis 1979 m. (zr. priede Nr. 10). Vertingos ir
H. Perel$teino mintys, uzrasytos rankrastyje ,,Kai kurios mintys apie chorinj
dirigenta — muzikg ir asmenybe® (1978, zr. priede Nr. 11). Darbo autorius
taip pat naudojosi V. Miskinio stebéty meistriskumo kursy (F. Berniuso 1995,
W. Pfaffo 1996, H. Maxo 1998, A. Ebyu 1997, J. Prinzo 2002 ir kt.) konspektais.
Siekiant kuo tikslesnio ir tikroviSkesnio Lietuvos chorinio dirigavimo mokykly
raidos vaizdinio, 2013-2016 m. tyrimo autorius atliko nemazai interviu su
jvairiais lietuviy chorinés kultaros atstovais (P. Gyliu, P. Vailioniu, A. Petraus-
ku, R. Varnu, R. Gudeliu, R. Gelgotiene, V. Migkiniu, C.Radzianu, L. V. Lopu,
D. Puisiu, A. Purliene, V. Purlyte, T. Ambrozai¢iu, R. Songaila, G. Venislovu
ir kitais). Interviu medziaga buvo naudojama pagrindziant jvairius $io darbo
teiginius ir faktus.

Temos aktualumas. Lietuvos chorvedybos meno tyrimai, kaip minéjome,
dar negausus, neiskristalizuoti specifiniai probleminiai aspektai. Néra i$samaus
Lietuvos chorinio dirigavimo mokykly, pedagogikos tradiciju, jy saveiky tyri-
mo. Siuo metu daugiausia démesio skiriama Lietuvos chorinés kultiros fakty
ir istoriniy jvykiy rinkiniams. Sis darbas neapsiriboja chorvedybos pedago-
giniy mokykly funkcionavimo apibendrinimu. Autorius apibrézia chorinio
dirigavimo pedagoginés mokyklos struktirinius parametrus ir tuo pagrindu
sitilo $io fenomeno tyrimy modelj. Siekiant praturtinti silpnai iSplétota choro
dirigavimo tyrimy terminologija, pasitelkiama adaptuota Rudolfo J. Labano
savoky sistema. Tyrimy pagrindu pirmg kartg nubraizomi lietuviy chorvedy-
bos mokykly ,genealoginiai medziai“. Tyrinéjamy svarbiausiy pedagoginiy
mokykly sinergija modeliuoja Lietuvos choro dirigavimo kultaros raidg ir
svarbiausiy jos veikéjy genealogijos vaizdinj; $iuo pagrindu atskleidziamas
pastarosios modernéjimas.

Tyrimo metodai. Darbe naudotasi keliais susijusiais tyrimo metodais: ap-
rasomuoju-istoriografiniu, $altiniotyros, lyginamosios analizés, sisteminiu.

Darbo struktiira. Darbg sudaro jvadas, trys skyriai, i$vados, literataros ir
$altiniy saradas bei vienuolika priedy.

Pirmojo skyriaus ,,Chorinio dirigavimo mokykla: sampratos ir tyrinéji-
mo gairés“ 1.1. poskyryje darbo autorius analizuoja pedagoginés mokyklos
fenomeng, jos sampratg bei apibréztj. Daug démesio Siame skyriuje skiriama
Rudolfo J. Labano veikalo Kinetographie (1928) ,Judesio analizés“ sagvoky
sistemos specifikai ir jos taikymo lietuviy choro dirigavimo meno analizei
galimybéms aptarti. Pateikiami dirigento kinesferas vizualizuojantys kubai ir
pagrindziamos adaptavimo chorvedybos praktikai prielaidos. Labano savoky



taikymas chorvedybos praktikos konceptualizacijai labai praturtina analitine
tradicijg (Zr. 1.2.). Tolesniame poskyryje (1.3.) analizuojama chorinio dirigavi-
mo pedagoginés mokyklos specifika ir pateikiami jos struktariniai parametrai.
Pirmojo skyriaus tyrimai skiriami svarbiausiam $io darbo objektui - chorinio
dirigavimo pedagoginés mokyklos konceptui — apibrézti ir suformuoti buisimus
tyrimo metodus.

Antrasis skyrius ,,Lietuviy chorinés kultaros priesistoré ir pedagoginiy chor-
vedybos mokykly pagrindéjai“ apima Lietuvos chorinio dirigavimo mokykly
radimosi ir raidos, arba chorinio dirigavimo meno kultarinio ,,podirvio®, tyri-
mus (2.1.). Tolesni poskyriai (2.2.1.,2.2.2., 2.2.3.) yra skirti lietuviy pedagoginiy
chorinio dirigavimo mokykly pagrindéjy, ,kamieny“ lygmens, individualybiy
(Julius Starka, Nikodemas Martinonis ir Nadezda Kazakauskiené) igskyrimo
argumentacijai. Pateikiamos trumpos jy gyvenimo ir studijy charakteristikos,
analizuojami chorvedybos bei pedagogikos principai. Tre¢iajame darbo skyriuje

»Lietuviy chorinio dirigavimo mokykly raida, sgveikos ir modernéjimas* toliau
tiriamos trys i$skirtos pedagoginés choro dirigavimo mokyklos, pereinama
prie mokyklos pagrindéjo pedagogikos tradicijos tasos tyrimuy. AtskleidZiama,
kaip mokyklos priesakai atsispindéjo mokytojo ir mokinio bei vélesniy karty
mokiniy meno praktikoje bei pedagogikoje. Analizuojama, kaip mokyklos
pagrindéjy dirigento ir pedagogo ypatybés atsispindi mokiniuose. Skiriamas
démesys lietuviy chorinio dirigavimo mokykly modernéjanéiai evoliucijai.

Treciaji skyriy ir visg tyrimg apibendrina 3.4. poskyris ,,Lietuvos chorinio
dirigavimo pedagoginiy mokykly mokykla ir jos modernéjimo trajektorijos®
Jame pateikiama visy trijy mokykly komparatyvistiné analizé, pirmg karta
Lietuvoje tyrimy pagrindu nubraizomi grafiniai pedagoginiy mokykly ,,ge-
nealogijos medziai“. Pedagoginiy choro dirigavimo mokykly ir nacionalinés
choro kultaros sasajas, jy daugialypes saveikas apibendrina lietuviy choro di-
rigavimo kulttiros ,,genealogijos medis® Jo ,,kamiene“ir ,$akose” sintezuojami
trijy svarbiausiy pedagoginiy chorvedybos mokykly steigéjai — mokytojai ir
mokiniai. Tyrimo rezultatai apibendrinami i$vadose.

Literataros ir $altiniy sarasa sudaro 132 pozicijos, apimancios $altinius,
istorinius traktatus, enciklopedinius zinynus, monografijas, straipsnius perio-
dikoje, internetinéje erdvéje. Tiriamasis darbas papildytas vienuolika priedy.
Prieduose Nr. 1, 5, 7 pateikiamos N. Martinonio, J. Starkos ir N. Kazakauskienés
fotografijos; Nr. 2, 3, 6, 8, 9 - N. Martinonio, J. Starkos ir N. Kazakauskienés
igyta i$silavinima patvirtinantys dokumentai; priede Nr. 4 - choro dirigavimo
menui reik$éminga, bene pirmoji sistemingg dirigavimo mokyma deklaruo-
janti Nikodemo Martinonio ,,Chorvedziy klasés“ programa, naudojama nuo
1927 mokslo mety Kauno muzikos mokykloje. Prieduose Nr. 10 ir 11 skelbiami
nepublikuoti, ta¢iau moksliniu ir istoriniu poZitriu vertingi Vytauto Miskinio
asmeniniame archyve saugomi Hermano Perel$teino uzrasai bei mintys.



1. CHORINIO DIRIGAVIMO MOKYKLA:
SAMPRATOS IR TYRINEJIMO GAIRES

1.1. Chorinio dirigavimo pedagoginés mokyklos apibréztis

Poskyryje analizuojama viena i§ pagrindiniy darbo sagvoky - mokykla. Etimo-
loginé ir leksiné sgvokos reik§émé tiek lotyny, tiek graiky kalbose pirmiausia
buvo tapatinama su laisvalaikiu. Antriné sgvokos reikémé buvo siejama su vieta
(kur mokomasi) ir mokymosi trukme (kiek mokomasi). Pastaroji pagrindé
$iuolaiking savokos sampratg ir tapo aktuali $iam tyrimui.

Pirmosios muzikinés mokyklos sietinos su Bazny¢ia ir vienuolynais - ¢ia
buvo formuojami profesionaliosios muzikos pagrindai. Ta¢iau muzikinis $vie-
timas pagreitj jgavo tik valstybei perémus iniciatyva, kada buvo jsteigtos vals-
tybés iSlaikomos muzikos mokyklos ir konservatorijos. Europoje 1795-1846 m.
buvo jsteigtos konservatorijos Paryziuje (Conservatoire de Paris, 1795), Milane
(Conservatorio di musica ,Giuseppe Verdi“di Milano, 1807), Neapolyje (Naples
Conservatory of Music, 1807), Prahoje (Prazskd konzervatot, 1808), Briuselyje
(Conservatoire royal de Bruxelles, 1813), Vienoje (Universitit fiir Musik und
darstellende Kunst Wien, 1817), Londone (Royal Academy of Music, 1822),
Leipcige (Hochschule fiir Musik und Theater ,,Felix Mendelssohn Bartholdy*,
1843). Pazymésime, kad né vienoje to meto konservatorijoje nebuvo dirigavimo
kurso, todél ,,dirigavimas ilgai i$liko entuziazmu ir muzikalumu grindziama
savamokslé sfera i§ praktikos (on-the-job learning)“ (Bowen 2003: 251).

Remiantis Algirdo Ambrazo darbais ir juose suformuota keliy lygmeny

»mokykly“ samprata, $iame meno tyrime formuluojamas chorinio dirigavimo
pedagoginés mokyklos apibrézimas. Pedagoginé chorinio dirigavimo mokyk-
la - tai bendrais ar giminingais techniniais ir meniniais (manualiné dirigento
technika, interpretacija, darbo su choru metodika, repertuaro formavimo
strategija, pedagogika) principais grindziama originaliai mastancio pedagogo
(atlikéjo) jsteigta ir keliy dirigenty karty propaguojama dirigavimo tradicija,
kuri perduodama tiek edukaciniy procesy, tiek meninés veiklos metu.

1.2. Rudolfo J. Labano ,,Judesio analizés“ savoky sistema ir jos taikymo
chorvedybos analizei prielaidos

Tiriant Lietuvos choro dirigavimo pedagogines mokyklas, nei$vengiamai
susiduriama su analizuojamam reiskiniui taikomos terminologijos problema.
Izvelgdamas konceptualias paraleles tarp dirigavimo meno ir choreografijos
judesiy sistemy, tyrimo autorius choro dirigavimo technikos elementams
apibudinti pritaiké vengry choreografo Rudolfo J. Labano ,,Judesio analizés'
(Movement analysis) savoky sistema, paskelbtg veikale Kinetographie (1928).
Labano teorijos savoky sistemos adaptacija chorinio dirigavimo menui
XX a. II puséje yra pasitle Nealas Bartee'as (1977), Jamesas Jordanas (1996),
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Donaldas Jay Runningas (2008) ir Lisa A. Billingham (2009). Labano savoky
sistema pirma kartg Lietuvoje implikuojama butent $iame tyrime. Siekiant pri-
artinti Labano teorijg prie choro dirigento veiklos, daugiausia démesio skiriama
jo taikomai erdvés sgvokai, judesiy kryptingumo ir kino daliy Zenklinimui.

Labanas erdvés kategorija i$skyré i§ visos ap¢iuopiamos, kiing supancios
aplinkos ir pavadino ja kinesfera (kinesphere) (Maletic 1987: 74). Siekdamas
reljefisko, erdvinio $okéjo (misy atveju — dirigento) kinesferos jsivaizdavimo,
Labanas ,,suerdvino“ jo judesius ir juos interpretavo geometrinio kiino - kubo -
ribose. Erdvinio kubo ir jo koordinatése fiksuojamy $okéjo judesiy analogijos
pagrindu darbe interpretuojami dirigento judesiai. Poskyryje 1.2. pateikiama
(Zr. 3 pav., p. 27) sistemiskai sudéliota Labano kryp¢iy ikony lentelé ir sistemos
sgvoky reik§miy paaiskinimas.

Siekiant praplésti ir patobulinti dirigento meng bei technikg interpretuojantj
zodyng Labano teorijos sagvoky sistemos pagrindu, 1.2. poskyryje pasinaudota
choriniam menui adaptuotomis sgvokomis: dirigento judesiy sukuriama erdvé
pavadinta dirigento kinesfera, ranky pozicija tarp peciy ir dubens - torso
kinesfera. Dirigavimo metu naudojamos skirtingos ranky pozicijos ir jas ati-
tinkancios grafinés i$raiskos vadinamos: centruota (angl. centrally), centruota
periferiné (angl. centrally-peripherally), auksta periferiné (angl. high periphe-
rally), zema periferiné (angl. low peripherally), kairés rankos zema periferiné
(angl. left hand low peripherally), de$inés rankos auksta periferiné (angl. right
hand high peripherally) ir t. t. Be to, siekdamas grafinio akivaizdumo ir ko-
rektiskos Labano ,,Judesio analizés“ idéjy bei sgvoky adaptacijos dirigavimo
meno teorinei interpretacijai, darbo autorius Labano kubuose nupiesé dirigenty
figaras, budingiausius jy ranky judesius, pozicijas ir paai$kino svarbiausias
dirigento kinesferos charakteristikas (Zr. 4 pav., p. 30-35).

1.3. Chorinio dirigavimo mokyklos specifika bei svarbiausieji struktiros
parametrai
Poskyryje priartéjama prie pamatinés tiriamojo darbo savokos - dirigavimo,
kurig ai$kinant naudotasi mokslininky Elliotto W. Galkino (1988), Hermanno
Wolfgango von Waltershauseno (1954), Karlo Wilsono Gehrkenso (1935), Jacko
Westrupo (1980) izvalgomis. Darbo autorius apibendrina, kad dirigavimas -
tai vadovavimas karinio atlikimui (interpretavimui) dirigento zenklais.
I$gryninus $ios sgvokos reik§me, ieSkota atsakymuy j kylancius klausimus:
kuo skiriasi dirigavimas chorui ir orkestrui; kokie jgudziai reikalingi sék-
mingam dirigentui profesionalui; kas sudaro chorinio dirigavimo mokyklos
struktiirinius parametrus? Melo Ungerio (1994) suformuota dirigentui reika-
lingy jgudziy piramidé (Zr. 6 pav., p. 44) tapo modeliu, kurio pagrindu buvo
isskirti pedagoginés chorinio dirigavimo mokyklos struktariniai parametrai
(zr. 7 pav., p. 54).
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2. LIETUVIY CHORINES KULTUROS PRIESISTORE
IR PEDAGOGINIY CHORVEDYBOS MOKYKLUY
JKUREJAI

2.1. Lietuvos chorinés kultiros raida ir chorvedybos pedagogikos pradzia
Tyrinédami Lietuvos chorinio dirigavimo mokykly radimosi istorijas ir faktus
pastebéjome, kad terpé profesionaliam muzikavimui egzistavo jvairiais laikais,
deja, palyginti vélai susirtipinta savy dirigenty, dainininky sistemingu mokymu.
Sioji priezastis suponavo ilga profesinj Lietuvos chorinio meno ir chorvedziy
atsilikima.

Lietuvos muzikinei (ir chorinei) kultirai nemazai jtakos turéjo XVIa. vid.-
XVIII a. pab. Lietuvoje veikes jézuity ordinas. XIX a. i$ryskéjo didiky dvary
kultariniai poreikiai bei iniciatyvos: $iuo pozitriu pasizyméjo dvarininkai
Mykolas ir Bogdanas Oginskiai, Rokiskio grafai Tyzenhauzai ir PSezdzeckiai.
Nepaisant reikémingy dvary muzikavimo tradicijy, zingsnius link dirigavimo
profesionalumo ir technologinio virtuoziskumo imta Zengti tik XX a. pradzioje,
o iki tol, Juozo Zilevi¢iaus Zodziais tariant, dirigavimas buvo tolygus ,,malky
kapojimui® Vis délto tokiame kontekste suorganizuota pirmoji Dainy diena
(1924) davé didele naudg tuometiniams chorams ir jy vadovams, o didziulio
masto renginys paskatino rimtesnj poziarj j Lietuvos chorinio meno raidg ir
chorvedziy rengima.

Po minéto renginio netrukus (1926) Kauno muzikos mokykloje pradé-
tas profesionaliy chorvedziy ugdymo procesas. Jo pradininku J. Naujalis
parinko bene profesionaliausiag XX a. pradzios lietuviy chorvedj Juliy Starkg
(1884-1960). Deja, kilus vietiniams nesutarimams tarp Starkos ir nuo 1926 m.
mokykloje dirbusio Nikodemo Martinonio (1887-1957), pasizyméjusio entu-
ziazmu ir tvirtu charakteriu, pastarasis perémé chorvedybos kursg i$ Starkos.
1945 m., remiantis Kauno konservatorijos pavyzdziu, chorvedybos moky-
mas pradétas Vilniaus konservatorijoje. 1949 m. sujungus Kauno ir Vilniaus
konservatorijas, chorvedziy rengima perémé Lietuvos SSR (LTSR) valstybiné
konservatorija. Nuo konservatorijos Choro dirigavimo katedros jkarimo
pradzios dirigavimo pedagogais dirbo chorvedziai, dirigavimo amato mokesi
nesistemingai arba beveik visai jo nesimoke. Tad 1964 m. Lietuvos valstybinés
konservatorijos Chorinio dirigavimo katedros vedéju tapus Anicetui Armi-
nui (1931-1998), imta stiprinti katedra naujais pedagogais. Tarp juy atsidaré
dvi iskilios asmenybés — Nadezda Kazakauskiené (1926-2009) ir Hermanas
Perel$teinas (1923-1998). Kalbant apie Nadezdos Kazakauskienés indélj j
Lietuvos choro dirigavimo mokykly raidg, batina pabrézti jos jtaka Lietuvoje
formuojant nauja samprata — kas yra choro dirigavimo technika ir koks turi
bati metodiskai pagristas dirigavimo mokymo procesas.
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2.2. Lietuviy chorvedybos mokykly steigéjy pedagoginé ir kiarybiné
veikla

Visas poskyris dalijamas j smulkesnius skirsnius (2.2.1., 2.2.2., 2.2.3.), kuriuo-
se pristatoma ir i$samiai analizuojama lietuviy pedagoginiy choro dirigavimo
mokykly jkaréjy veikla. Gilinamasi j jgyto i$silavinimo turinj bei kokybe,
pateikiamos visy trijy (N. Martinonio, J. Starkos ir N. Kazakauskienés) pro-
fesinj i$silavinima liudijancios ,,genealoginés schemos® Jos atspindi Europos
dirigavimo mokykly tradicijas, kurias sugéré Lietuvos chorinio dirigavimo
mokyklos ,,$aknys® Remiantis 1.3. poskyryje suformuota pedagoginés chorve-
dybos mokyklos samprata bei struktaros modeliu, nuodugniai analizuojamos
mokyklos steigéjy (mokytojy) dirigavimo ir pedagogikos ypatybés. Apibend-
rinamos ir pateikiamos i$skirty lietuviy pedagoginiy chorvedybos mokykly
charakteristikos.

2.2.1. Nikodemas Martinonis - lietuviy chorvedybos pedagogikos pradininkas
XX a. Lietuvos choro dirigavimo meno kontekste Nikodemas Martinonis
pasizyméjo kaip viena ryskiausiy meniniy individualybiy. Muzikinius prad-
menis jgijes pas vargonininkus Matg Milaknj, o 1906-1908 m. pas Juoza
Naujalj, profesionalaus atlikéjo (vargonininko) i$silavinimo 1915-1925 m.
sieké Maskvos valstybinéje Piotro Caikovskio konservatorijoje. Ilgai gyvenes
aktyviame kult@iriniame centre, sugéré Rusijos muzikinés kultiiros interpretavi-
mo meno tradicijas. Kadangi turéjo organizaciniy gebéjimy suburti kolektyva
ir jam vadovauti, tad $alia vargonininko studijy visg laika dirbo chorvedzio
darba. Baiges konservatorijos vargonininko kursg ir 1925 m. grjzes j Lietuvs,
i§ karto jsitraukeé j aktyvig menine veikla, émési organizuoti chorus ir jiems
vadovauti. Vadovaudamas Sauliy sajungos chorui 1926-1940 m., parengé
stambius oratorijy, kantaty pobiidzio W. A. Mozarto, G. E Héndelio, L. van
Beethoveno ir kity kompozitoriy kiirinius, taip pelnydamas ,,oratorinio meno
pionieriaus“ (V. Jakubénas) varda Lietuvoje. Salia aktyvios koncertinés veiklos
dirbo pedagoginj darba. 1926 m. J. Naujalio buvo pakviestas dirbti j Kauno
muzikos mokyklg vargonininky mokytoju, 0 1927 m. i§ Juliaus Starkos perémé
chorvedziy kursa, taip pat désté solfedzio dalyka. N. Martinonis nuo 1937 m.
perémé ir Kauno konservatorijos choro vadovo pareigas. Be to, 1936-1940 m.
buvo Lietuvos muziky draugijos pirmininkas, dainy $venciy organizatorius ir
vyr. dirigentas. Martinonio bita didelio entuziasto, tad nors ir neturéjo akade-
minio profesionalaus chorvedzio issilavinimo, buvo sektinas pavyzdys daugeliui
tuometiniy choro dirigenty. Kauno muzikos mokykloje (nuo 1933 m. — Kauno
konservatorija) dirbes daugiau negu dvi desimtis mety (1926-1948), jis iSugdé
birj chorvedziy ir taip suformavo nacionalinés dirigavimo mokyklos ,,genea-
loginio medzio“ svariausias Sakas.
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2.2.2. Julius Starka - profesionalios lietuviy chorvedybos pradininkas
Aktyvios veiklos Lietuvoje metais (1919-1944) Julius Starka (1884-1960)
pagarséjo kaip vienas pirmujy profesionaliy chorvedziy, dirigento issilavini-
ma3 igijes Var$uvos muzikos institute 1907-1913 metais. Po studijy Var$uvos
muzikos institute ir Tbilisyje praleisto laiko (1913-1918), 1918 m. su $eima
grizo | Kaunag. I§ karto subaré chorg, kurio atlikimo kokybé sulauké daug dé-
mesio ir teigiamy jvertinimy. Lietuvoje muziky buvo pastebétas ir jvertintas
dél gebéjimo pasiekti europinius chorinio atlikimo standartus, tad Starka
ir jo choras i$ karto buvo pakviesti dirbti j 1920 m. besikuriancig Valstybés
opera, tuo metu reik§mingiausia Lietuvos meninj centra. Starka nebuvo toks
entuziastas kaip Martinonis, tac¢iau tuo laikotarpiu, pasizymédamas aukstu
meniniu profesionalumu, jis diktavo chorinio skambesio standartus, dél to net
ir ar$iausiy kritiky buvo palankiai vertinamas, o jo choro atlieckami kariniai
kartais prilyginami ,tobulybei“ (V. Jakubénas). Nors chorvedybos pedagogu
Kauno muzikos mokykloje dirbo tik vienerius metus (1926-1927), o dél konf-
likto su N. Martinoniu turéjo uZleisti savo vietg pastarajam, taciau pasiekdamas
jspudingus profesionaliausius rezultatus neabejotinai daré jtaka visos Lietuvos
choro dirigentams.

2.2.3. Nadezda Kazakauskiené - lietuviy chorvedybos metodinés pedagogikos
skiepytoja
Nadezda Kazakauskiené Lietuvos valstybinéje konservatorijoje (dabartiné
LMTA, nuo 2004 m.) buvo viena i§ nedaugelio motery, dés¢iusiy choro diri-
gavimo specialybe'. ] Lietuva Kazakauskiené atvezé rusy, tiksliau — Leningrado
N. Rimskio-Korsakovo konservatorijos, dirigavimo mokykla, kurig tiesiogiai
perdavé bemaz astuoniasdesimciai studenty. Kazakauskienés demonstruojami
pedagoginiai gabumai ir Zinios ne tik verté pasitempti déstytojus ir studentus,
ji isteigé ir suformavo Lietuvoje savita pedagoging chorvedybos mokykla.

Nadezda Kazakauskiené yra vienintelé i$ trijy ,kamieninio“ lygmens mo-
kytojuy, turéjusi tvirta pedagoginj issilavinima: 1947-1949 m. choro dirigavimo
mokesi Leningrado N. Rimskio-Korsakovo muzikos technikume, Jelizavetos
Kudriavcevos klaséje. 1949 m. baigusi §ig mokykla su pagyrimu, 1949-1954 m.
mobkslus tesé Leningrado N. Rimskio-Korsakovo konservatorijoje, Aleksandro
Jegorovo chorinio dirigavimo klaséje. Konservatorija taip pat baigé su pagyrimu,
tad 1954-1957 m. dirigento jgidzius ir Zinias dar gilino asistenttiroje — stazavosi
pas ta patj pedagoga A. Jegorova.

Tuometinis Lietuvos valstybinés konservatorijos Choro dirigavimo kated-
ros vedéjas vyr. dést. Anicetas Arminas pakvieté N. Kazakauskiene dirbti

1

Sig specialybe taip pat désté Biruté Razauskiené-Daukintaité (1929-2009), dirbusi Lietuvos
valstybinés konservatorijos Choro dirigavimo katedroje 1962-1964 ir 1974-1996 m.
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déstytoja nuo 1964 m. rugséjo 1 d. Kadangi Lietuvoje vis dar triko pedagogu,
kurie visaverciy visy pakopy akademiniy studijy pagrindu iSmanyty savo
specialybe ir sugebéty profesionaliai perteikti turimas Zinias, tad Leningrado
konservatorijoje i$silavinima jgijusi Kazakauskiené buvo i$kart pakviesta
dirbti ir i Vilniaus Ciurlionio meny mokykla. Kaip choro dirigenté Nadezda
Kazakauskiené Lietuvoje nebuvo aktyvi, taciau didziausias jos nuopelnas Lie-
tuvos choro dirigavimo mokyklai — pedagogika. Ji parengé didelj burj choro
dirigenty, dirbdama su mokiniais tiek parengiamuoju etapu (Ciurlionio meny
mobkykloje), tiek universitetiniu lygmeniu (tuometinéje Lietuvos SSR (LTSR)
valstybinéje konservatorijoje). Jos igytas i$silavinimas daré zenkly poveikj ne tik
konservatorijos studentams, ta¢iau nemenkai veiké ir tuometinius pedagogus,
kuriy daugumai trako profesiniy dirigavimo technikos jgiidziy ir nuoseklaus
visa apimancio issilavinimo.

3. LIETUVIY CHORINIO DIRIGAVIMO MOKYKLU RAIDA,
SAVEIKOS IR MODERNEJIMAS

3.1. Nikodemo Martinonio chorvedybos pedagoginés mokyklos modelis
Treciajame skyriuje detalizuojamas jau i§skirty pedagoginiy Lietuvos chorinio
dirigavimo mokykly tradicijy testinumas, jy jsitvirtinimas ir modernéjimas
iSugdyty mokiniy veikloje.

3.1. poskyryje analizuojama Nikodemo Martinonio pedagoginé chorinio
dirigavimo mokykla. Taikant chorinio dirigavimo mokykla identifikuojancius
struktarinius parametrus bei R. J. Labano teorijos savoky sistema, ieSkoma
mokyklos testinumo bei modernéjimo vélesnése mokiniy kartose (K. Griauz-
dé, A. Jozénas, H. Perelsteinas, V. Miskinis, P. Gylys, V. Augustinas ir kiti).
Komparatyvistinis tyrimas i§ryskino mokyklos tradicijos perimamumg arti-
miausioje N. Martinonio (mokytojo) ir K. Griauzdés bei A. Jozéno (mokiniy)
grandyje. Pastebéta, kad juos visus sieja panasi dirigavimo technika - platus,
ai$kus ir energingas mostas (daznai periferinés dirigento kinesferos) ir reper-
tuariné politika - lietuvis$kos muzikos puoseléjimas ir polinkis j stambios formos
karinius. Suartina ir pedagoginé praktika, kuriai budingi griezti reikalavimai,
taciau né vienas jy sistemingai nedirbo dirigavimo technikos lavinimo srityje.
Siuo pozitiriu pirmosios mokiniy kartos paveldéjo aiskiai jau¢iamg Martinonio
dirigento mégé¢jiskuma arba diletantiskuma: pats negaves tvirtos akademinés
chorvedybos mokyklos pagrindy, jy negaléjo jskiepyti ir mokiniams. Profesio-
nalumo stoka persidavé ir Martinonio mokiniy kartoms, ta¢iau $is trakumas
mokykloje buvo kompensuojamas kitais dirigento veiklos pozymiais.

Tesiant dar vienos kartos Martinonio mokyklos tyrimus, pasirinkus
K. Griauzdés iSugdyto mokinio H. Perel$teino menine individualybe ir pasta-
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rojo mokiniy chorvedybines bei pedagogines ypatybes, iSry$kéja jau kito
meninio lygmens bei inovatyvios pedagogikos pakopa. H. Perelsteinas tapo
tiltu, arba profesionalumo generatoriumi, Martinonio pedagoginés mokyklos
transformacijos procese. Su $ia mokyklos ,,$aka“ sietinas ir ryskus mokyklos
modernéjimo aspektas (Mokyklos esminius bruozus zr. p. 120-121).

3.2. Juliaus Starkos chorvedybos pedagoginés mokyklos modelis
Poskyryje tyrinéjama pirmoji mokytojo ir mokiniy grandis, susiejusi Juliy
Starka (mokytoja) ir jo mokinius - Antang Budriting ir Konradga Kavecka, jy
dirigavimo ypatybes. Konceptualus mokyklos tradicijos pagrindimas tesiamas
pasirenkant Starkos meninei individualybei artimesnio ir mokykla atspindin¢io
mokinio Antano Budriano iSugdyty mokiniy meninés bei pedagoginés veiklos
tyrimus. Siuo atveju tyrimy akiratyje atsiduria Liongino Abariaus, Jono Aleksos,
Povilo Gylio, Petro Bingelio ir kity Lietuvos dirigenty manualinés technikos,
interpretacijos, repertuarinés strategijos bei darbo su choru ypatybés.

Apibendrinus atliktus tyrimus, daroma i$vada, kad Juliaus Starkos peda-
goginé chorinio dirigavimo mokykla ir tvirtas jos profesionalumo uztaisas
suteiké stipry impulsg chorvedybos meno raidai Lietuvoje. Mokiniy veikloje
atsispindinti Starkos mokyklos tradicija suteikia galimybe isskirti $ias jo
mokyklos ypatybes: a) Juliaus Starkos dirigavimo technikos budingiausias
bruozas - ,,grieztumas®, tikslumas, minimalizmas, judesiy ekonomija - i§liko
stabilus visose jo mokyklos grandyse; jo puoselétos dirigavimo technikos ypa-
tybés nulémé lietuviy chorvedybos meno bei pedagogikos modernéjimo kryptj;
b) Juliaus Starkos ir visos jo mokyklos darbo su choru metodikai budingas
preciziskas kompozitoriaus partitaros nuorody atlikimas; $varios intonacijos
i$gavimas, subalansuotas choro ansamblio skambesys bei aukstos vokalinés
kultiiros siekis; c) Starkos ir Budritino pasirenkamas repertuaras rémési chorine
miniatitira (ne kiekybés, o kokybés principas) bei vyravusiais lietuviy chorinés
muzikos kariniais; jaunesniajai mokiniy kartai (Aleksa, Bingelis, Gylys ir kt.)
badinga plati repertuaro apréptis, atliekamos jvairiy epochy miniatiaros ir
stambis veikalai; d) Starkos interpretacijai charakteringas atlikimo i$baig-
tumas: niuansy iSgryninimas, lyrinis atlikimo pradas; prasmingos garso ir
7odzio koegzistencijos siekis. Sie interpretaciniai standartai buvo puoseléjami
vélesniyjy mokiniy karty.

3.3. Nadezdos Kazakauskienés chorvedybos pedagoginés mokyklos modelis

Nuodugnesniam mokyklos tyrimui atrinkti keli ryskiausi tiek pedagogine,
tiek chorvedybos praktika pasizyméje Kazakauskienés mokiniai — Re-
migijus Songaila, Gediminas Purlys ir Rasa Gelgotiené. Poskyryje atlikti
tyrimai, mokiniy dirigavimo technikos bei kity veiklos parametry paly-
ginimas leido daryti mokyklos tradicijg jprasminancius apibendrinimus.
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N. Kazakauskienés chorvedybos mokyklai budinga: a) dirigavimo technikos
preciziskumas, smulkmeni$kumas, ranky i$raiskingumas ir plastisSkumas;
daugiau démesio skiriama dirigavimo ,tinklelio® tvarkingumui, schemy
paprastumui ir aiSkumui; dirigento rankose atsispindi fakttra, intensyviai
valdomas choro garsas; b) interpretacijai budingas emocionalumas, ekspresy-
vumas, taciau kartu ir saikingumas, siekiama vaizdingo kariniy charakteriy
perteikimo; ¢) darbo su choru (su studentais dirigavimo klaséje) strategija
pasizymi efektyviu laiko i$naudojimu ir intensyviu darbo tempu; d) repertuare
apsiribojama klasiky ir romantiky karyba, daug démesio skiriama rusy muzikai.
Nevengiama nei stambios formos kiriniy, nei miniatiaros.

3.4. Lietuvos chorinio dirigavimo pedagoginés mokyklos kaip viena mo-
kykla ir jos modernéjimo trajektorijos
Poskyryje pagrindziamas pedagoginiy dirigavimo mokykly ir nacionalinés
kultaros, kaip ,mokyklos®, salygotumo bei sasajos liudijimas. Kitaip tariant,
lietuviy chorvedybos pedagoginiy mokykly funkcionavimo tyrimai apibend-
rinami aukstesniu sgvokos ,mokykla“ lygmeniu. Autorius siekia parodyti,
kaip profesionalios chorvedybos mokslo bei pedagogikos sinergijos veikiama
ilgainiui i$auga Lietuvos choriné kultara. Tiek paskiry pedagoginiy mokykly,
tiek lietuviy nacionalinés chorinés kultaros plétoté Siame tyrime grafiskai
vizualizuojama ,,genealogijos medziy“ forma. Lietuviy nacionalinés chorinés
kultaros ,medis” $iame tyrime nubraizomas remiantis autoriaus i$skirty trijy
pedagoginiy chorvedybos mokykly pagrindu (jo grafine iSraiska zr. 15 pav.).

Lietuviskos chorvedybos daigai, kaip matéme, buvo skirtingi. Nikodemas
Martinonis aktyviai inspiravo dirigavimo mokyklos pradzig remdamasis savo
menine individualybe bei organizaciniais gabumais, ta¢iau, neturédamas
profesinio i$silavinimo $ioje srityje, negaléjo sukurti stipriy profesionaliy
edukacinés sistemos pagrindy. Lygiagre¢iai Kauno muzikos mokykloje (véliau
Kauno konservatorijoje) dirbes Julius Starka, nors Var§uvos muzikos institute
(Instytut Muzyczny w Warszawie) 1907-1913 m. Mieczystawo Surzynskio
klaséje igijo dirigento isilavinimg bei suformuotg vakarietiska profesionalaus
chorvedzio tapatybe ir j lietuviy chorinio dirigavimo mokyklos dirva paséjo
stipraus profesionalizmo ,,grada®, dél santaraus budo ir vélesnés emigracijos i
JAV (1944 m. emigravo j Vokietija, 0 1949 m. - JAV), taip pat veiklos priorite-
ty i$skirstymo tolesniam jo puoseléjimui neturéjo didesnés jtakos. Siy dviejy
pedagogy (Martinonio ir Starkos) veikla, koreliuojanti ne tik vietos, bet ir
laiko kinesferomis, buvo tarsi vienis, bendras Lietuviy profesionalios chorinio
dirigavimo mokyklos pradZios impulsas.

Starkos ir Martinonio (1926 m. Kauno muzikos mokykloje) jsteigta
lietuviska chorinio dirigavimo mokyklos institucija sustipréjo Leningrado
N. Rimskio-Korsakovo konservatorijos absolventés Nadezdos Kazakauskienés
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déka jsiskverbus rusiskos chorvedybos pedagogikos Zinioms, stipriam profe-
sionalizmui, mokymo metodams ir praktikoms. Kaip Zinome, tieck Maskvos,
tiek Leningrado konservatorijose retkarciais sovietmeciu stazavosi arba mokeési
aspirantiroje kai kurie Lietuvos dirigentai. Leningrado N. Rimskio-Korsakovo
konservatorijoje, E. Kudriavcevos klaséje, studijavo A. Arminas (1955-1958),
P. Mataitis (1966-1968); A. Michailovo klaséje — P. Gylys (1971-1973; 1977-
1978 m. jis stazavosi Vienos aukstojoje muzikos ir scenos meno mokykloje),
R. Misiukevi¢ius (1980-1983) ir kt. Taciau $ie atvejai buvo pavieniai. Kaza-
kauskienei pradéjus dirbti Valstybinéje konservatorijoje (1964), chorvedybos
mokymas Lietuvoje tapo vientisas, nenutrikstamas, profesionaliai metodiskai
organizuojamas procesas. Tais paciais 1964 m. Lietuvos valstybinéje konserva-
torijoje pradéjusio dirbti H. Perel$teino novatoriskas pozitris ir Kazakauskienés
profesionalumas buvo du stiprais impulsai, suteike lietuviy chorinei kultarai
modernéjimo pagreitj.

ISVADOS

Meno tyrime ,,Lietuvos chorinio dirigavimo mokyklos: identifikacijos, savei-
kos ir modernéjimas® darbo autorius daug démesio skyré XX a. pirmosios
pusés—XXI a. Lietuvos chorinés kultaros ir chorvedybos mokykly analizei.
I$keltiems (as$tuoniems) darbo uzdaviniams atsakymy buvo ieskoma LLMA
dokumentuose, tg laikotarpj atspindin¢ioje spaudoje, monografijose, moks-
lo darbuose, straipsniuose, renkant atsiminimus ir darant interviu. Batina
pazymeéti, kad Lietuvos chorinio dirigavimo meno ir pedagogikos aktualijos
jvairiuose darbuose tyrinéjamos nepakankamai aktyviai, traksta specifiniy
rakursy analizés, sukaupta nedaug istoriografiniy Saltiniy. Kita vertus, tyri-
mo metu pavyko aptikti Lietuvoje dar menkai Zinomy vertingy rankras¢iy.
Tai - Vytauto Miskinio perraytos H. Perel$teino mintys ,,Chorinés proble-
mos ir naujoviy ieskojimas® (masinrastis, 1978-1979) bei H. Perel$teino ,,Kai
kurios mintys apie chorinj dirigent: muzika ir asmenybe“ (rankrastis, 1978),
saugomi asmeniniame Vytauto Miskinio archyve. Tyrimas buvo praturtintas
choro dirigavimo meng ir technika interpretuojanciu, Lietuvoje dar netaikytu
savoky Zodynu (jis suformuotas remiantis Rudolfo Labano ,Judesio analizés®
teorija, 1928) ir Nealo Barteeo (1977), Jameso Jordano (1996), Lisaos A. Bil-
lingham (2009) bei kity tyréjy adaptuotomis sgvoky sistemomis. Sukaupes
naujos informacijos, taikydamas skirtingas tyrimo prieigas ir fokusuodamas
meno projekto tematikoje pasirinktus aspektus, darbo autorius isvadose teikia
$iuos savo jzvalgy apibendrinimus.
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1.

Patyrinéjus Lietuvos chorinio dainavimo bei chorinio dirigavimo meno

priesistore, galima teigti, kad terpé profesionaliam muzikavimui egzistavo

jvairiais laikais, ta¢iau palyginti vélai susirapinta savy dirigenty, daininin-
ky sistemingu mokymu, dél to ilga laikg buvo jau¢iamas nepakankamas

Lietuvos chorinio meno ir chorvedziy profesinis pasirengimas. Dél $ios

priezasties XIX a. pabaigoje-XX a. pirmaisiais desimtmeciais didzioji
Lietuvos chorvedziy ir kompozitoriy dalis muzikinio issilavinimo sieké
uzsienio pedagoginése mokyklose: Var§uvos muzikos institute (Warszawski

Instytut Muzyczny), Katalikiskoje aukstojoje baznytinés muzikos mokykloje

(Die Kirchenmusik Schule) Régensburge, Sankt Peterburgo konservatorijoje,
Rygos konservatorijoje, Leipcigo konservatorijoje (Konigliches Konserva-
torium der Musik zu Leipzig) ir kitur. Tik 1926 m. prasidéjus sistemingam

choro dirigenty rengimui Kauno muzikos mokykloje, galime kalbéti apie

lietuviskos chorvedybos pedagogikos uzuomazgas.

Lietuvos chorinio dirigavimo mokyklos (kultiiros ir ugdymo) branduoliu

jvardijamos dvi muzikos mokyklos: Kaune 1919 m. Juozo Naujalio jsteigta

muzikos mokykla (1920 m. suvalstybinta, o 1933 m. tapo konservatorija)

ir 1923 m. Stasio Simkaus jkurta Klaipédos muzikos mokykla (Memeler
Konservatorium fiir Musik). Nors Mazojoje Lietuvoje ir bata mokymo

uzuomazgy, jy fragmentiska plétoté neleido suformuoti visavertés cho-
rinio dirigavimo mokyklos. Kitokia situacija susiklosté Kauno muzikos

mokykloje. 1924 m. j laikinosios sostinés mokykla buvo pakviestas dirbti

tuo metu Lietuvoje neabejotinai profesionaliausias chorvedys Julius Starka

(1884-1960). Salia Starkos Kaune pradéjo dirbti kitas chorvedys ir pedago-
gas — Nikodemas Martinonis (1887-1957). 1927 m. dél vidiniy intrigy ir
nesutapusiy pozitiriy, mokyklos vadovybei palaikant, jis perémé i§ Starkos

chorvedybos kursg ir dirbo Kauno muzikos mokykloje (véliau konserva-
torijoje) daugiau negu dvi desimtis mety (1927-1948). 1945 m. Kauno

konservatorijos pavyzdziu chorvedybos pradedama mokyti ir Vilniaus

konservatorijoje, o 1949 m., susijungus Kauno ir Vilniaus konservatori-
joms, — LSSR (Lietuvos TSR) valstybinéje konservatorijoje.

1964 m., Lietuvos valstybinés konservatorijos Chorinio dirigavimo
katedros vedéju tapus Anicetui Arminui, katedra sustiprinta naujais pe-
dagogais, tarp jy buvo Hermanas Perel$teinas (1923-1998) ir Nadezda
Kazakauskiené (1926-2009). Nadezdos Kazakauskienés indélis j Lietuvos
choro dirigavimo mokykly raida pasireiské formuojant Lietuvoje naujg su-
pratima — kas yra dirigavimo technika ir kokios jos funkcijos dirigavimo
procese. Ji buvo viena i§ nedaugelio Lietuvos valstybinés konservatorijos
pedagogu ir choro meno specialisty Lietuvoje, kuri tiksliai Zinojo, kaip
metodiskai dirbti ir pasiekti dirigento rai$kos bei technologinio judesiy
tikslumo.
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3. Pedagoginés choro dirigavimo mokyklos (ne ,,dirigavimo klasés“) modelis
apima tokius batinus struktiaros komponentus: pedagoga, kuris, atsizvelg-
damas i studento sugebéjimus ir laikydamasis institucijos mokymo plany,
strategiskai parenka mokomajj repertuara; formuoja ir tobulina dirigento
profesinj instrumentg — manualine technika; ugdo jo gebéjimg analizuoti,
skatina mastyti, ,,perskaityti“ partittrg ir interpretuoti; padeda susiformuoti
savity, individualig darbo su choru patirtj ir metodika.

4. Siekdami praturtinti ir modernizuoti chorvedybos technologinius as-
pektus interpretuojantj Zodyng, Siame darbe taikéme R. Labano teorijos
sampratg bei sgvokas. Repetuodamas su choru, orkestru ar diriguodamas
karinj, dirigentas savo judesiais sukuria, formuoja specifine erdve, kuria,
remiantis Rudolfo ]. Labano ,Judesio analizés® teorija, jvardijome diri-
gento kinesfera. Dirigento kinesfera esti jvairiy kryp¢iy ir gali realizuotis
skirtingose erdvinése koordinatése (erdviniuose lygmenyse), pvz., auksta
dirigento ranky pozicija, Zema pozicija arba misris jy variantai. Siame
tyrime naudojamos Labano pasitilytos ir choro dirigavimo menui Nealo
Barteeo, Jameso Jordano, Lisaos A. Billingham ir kity tyréjy taikytos trys
(centruota, periferiné, prie$priesiné) kinesferos erdvinés koordinatés. Tai:
a) iScentrinis (centrifuginis, angl. centrifugal) dirigavimas — diriguojama
diafragmos lygmenyje, torso kinesferoje; judesiai pradedami centriniame
taske ir kreipiami j i$ore (akivaizdZiausiai tai atsispindi diriguojant trijy ket-
virtiniy schema); b) jcentrinis (angl. centripetal) dirigavimas — diriguojama
diafragmos lygmenyje, torso kinesferoje; judesiai pradedami periferiniame
ar iSoriniame taske ir kreipiami j centra (tai i§ dalies atsispindéty diriguojant
keturiy ketvirtiniy schema); c) periferinis (angl. peripherial) dirigavimas —
diriguojama tolimiausiuose dirigento kinesferos taskuose; toks dirigavimas,
remiantis Labano teorijos interpretacijomis, yra maziausiai intensyvus,
prarandama judesiy energetika ir kontrolé. Siekdamas didesnés dinaminés
amplitudés ir komunikacijos su periferiniuose krastuose atsidarusiais cho-
ristais, dirigentas nei$vengia tokiy judesiy, taciau jie neturéty dominuoti.

5. Vertinant tyrime i$skirty lietuviy chorinio dirigavimo mokykly pagrindéjy,
arba pedagoginiy mokykly ,,genealogijos medziy“ ,,kamieny“ (J. Starka,
N. Martinonis, N. Kazakauskiené), veikla ir jy nuopelnus Lietuvos chorinei
kultarai, galime daryti i$vada, kad jie tarsi savaime pasiskirsté veiklos sferas
ir vykdé lietuviy chorvedybos pedagoginés mokyklos karimo funkcijas.
Julius Starka tapo profesionalaus chormeisterio pavyzdziu, Nikodemas
Martinonis buvo iniciatyvus chorvedziy ugdymo proceso organizatorius,
o0 Nadezda Kazakauskiené pasizyméjo kaip chorvedzio metodisko ugdymo
sistemos pagrindéja Lietuvoje. Bendru indéliu, savo pasi$ventimu ir ta-
lentu visi jie sukaré vieng dabar vadinting profesionalig Lietuvos chorinio
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dirigavimo mokykla, arba lietuviy chorinio dirigavimo kultarg. Trumpai
pateiksime jvardyty pedagoginiy mokykly ryskiausias ypatybes.

Juliaus Starkos dirigavimo technikai biidingas ,,grieztumas® - judesiy
tikslumas, minimalizmas ir ekonomija. Starkos dirigavimg galétume pa-
vadinti iScentriniu ir jcentriniu, kaip torso kinesferos. Kaip interpretatoriui,
Starkai bidingas lyrinis atlikimo pradas, kariniuose jis sieké subtiliy niuansy
ir verbalinio teksto jprasminimo. DaZniausia rinkosi nedidelés apimties,
daugiausia lietuviy kompozitoriy, o kartais ir savo sukomponuotus kari-
nius. Dirbdamas su chorais, Starka kélé aukstus, profesionalig vakarietiska
atlikimo kokybe atitinkancius reikalavimus, todél, pasak Stasio Simkaus,
jo choras skambédavo ,lygiai, kaip fisharmonija“ (S. Simkus). Kauno
muzikos mokykloje Starka désté neilgai, ta¢iau jo meniné individualybé ir
choro dirigento jvaizdis tuometinéje Lietuvoje tapo pavyzdziu tolesniam
chorvedziy ugdymui.

Nikodemo Martinonio dirigavimo technika buvo primityvoka, valdinga,
tvirta, energinga ir jtaigi, taciau platts, gana vienodi (iScentriniai, jcentriniai
ir daznai - periferiniai) mostai zenklina savamokslj pobudj. Kalbédami apie
interpretacine manierg ir individualy atlikimo stiliy, matome ryskia lietuviy
chorvedybos pedagogikos steigéjy poros (Starka ir Martinonis) takoskyra:
J. Starkai budingas ,mazai, bet kokybiskai“ buvo atvirki¢iai proporcingas
Martinonio nuostatai ,,galingai ir efektingai“ Si Martinonio, menininko
ir zmogaus, budo ypatybé lémé ir repertuaro pasirinkimg. Skatindamas
lietuviy kompozitoriy chorine kiryba, kaip pavyzdzius jis entuziastingai
émesi atlikti stambios apimties Vakary klasiky oratorijas, kantatas, misias,
requiem ir kity zanry karinius. V. Jakubéno vadinamas ,,oratorinio meno
pionierius“ (Martinonis) laikési nuostatos: ,,Buk visada labai gerai pasiruo-
$es pries eidamas diriguoti® Tai padéjo jam net su saviveikliniais chorais
pasiekti neblogy rezultaty. Vis délto kita Martinonio nuostata (,,nepreten-
duok mokyti kity to, ko pats gerai nemoki®) jo veikloje nebuvo nuosekliai
realizuojama. Mokydamas diriguoti Martinonis akcentavo manualinés
technikos jvaldyma (nors $iuo pozitriu pats nebuvo pasiekes didesniy auks-
tumy, buvo savamokslis), ragino vengti ranky paralelizmo, skatino tiksliai
atspindéti partitiirg diriguojant, pabrézé kano laisvuma ir t. t. Nepaisant
deklaruojamy principy (pats neturéjo sistemingo dirigento i$silavinimo),
Martinonio pedagogikoje atsispindéjo profesinio i$silavinimo, ziniy stoka.
Sis jo dirigavimo mokyklos trakumas buvo ,genetiskai“ perduodamas
keliy karty mokiniams.

Remiantis Konrado Kavecko pokalbiais su Stasiu Simkumi ir prisiminimais, kuriuos K. Ka-
veckas uzfiksavo darbe: ,,Choro koncerty programy sudarymas®, 1964 m. Saugoma: LLMA,
f 410, ap. 3, b. 275, p. 8.
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Nadezdai Kazakauskienei, atvirks¢iai, buvo badingas dirigavimo tech-
nikos tikslumas, preciziskumas, judesiy minimalizmas. Jos dirigento ranky
iSraiskingumas koreliuoja su iScentrine ir jcentrine dirigento kinesferomis.
Kazakauskiené Lietuvoje kaip choro dirigenté beveik nepasireiskeé, taciau
jos interpretacinés nuostatos rémési ,,nuslifavimo iki smulkmeny® ir
muzikos emocionalumg i$keliandiais principais. Formuodama studenty
repertuarus, N. Kazakauskiené daugiausia démesio skyré Vakary klasiky
ir ypa¢ rusy chorinei karybai. Jos darbas su studentais pasizyméjo efekty-
vumu (uzsiémimai buvo labai intensyvis, o darbo tempas labai spartus) ir
tikslingai, metodiskai taikomomis darbo formomis. Tai suponuoja prielaida,
kad ir jos darbui su choru buvo badingos panasios ypatybés. Leningrado
konservatorijoje igijusi visapusiska (visy lygmenu) choro dirigentés aka-
deminj issilavinimg, atvykusi j Lietuva (1964) N. Kazakauskiené i§ karto
visu pajégumu kibo i dar nepakankamai i$vagota lietuviy chorvedybos
pedagogikos dirva. Mokydama diriguoti Kazakauskiené ypatinga démesj
skyré butent dirigento manualinei technikai lavinti, tuo i$siskirdama i§
kity lietuviy chorvedybos pedagoginiy mokykly jkaréjy ir apskritai XX a.
antrosios pusés Lietuvos choro dirigenty.

6. Lietuviska chorinio dirigavimo pedagogikos tradicija ir pats chorinio di-
rigavimo menas, XX a. pradzioje buve savamoksliai, mégéjiski, §iuo metu
yra tvirtai suformuoti ir jgije nemenkg autoriteta Europos chorvedybos
mokykly terpéje. Lietuvoje jaunieji dirigentai yra stipriai parengiami
technologiniu, arba dirigavimo manualinés technikos, poZitriu. Si lietuviy
chorvedybos mokyklos, pla¢iau — Lietuvos chorinio meno, ypatybé atspin-
di nenuginc¢ijama profesionalios dirigavimo mokyklos susiformavimo ir
jos nuolatinio modernéjimo fakta. Tai liudija ir labai pasikeite Lietuvos
chory repertuarai. Anks¢iau kai kurie J. Gruodzio kiriniai ar F. J. Haydno,
G. F Hindelio, L. van Beethoveno, W. A. Mozarto oratorijos, misios ir
kantatos Lietuvos chorams buvo sunkiai jveikiami, o $iandien lietuviy
chorai atlieka sudétingus G. Ligeti, S. Reicho, A. Coplando, O. Messiaeno,
K. Pendereckio, lietuviy ir kity Siuolaikiniy kompozitoriy karinius. I$augo
ne tik Lietuvos choristy muzikinis rastingumas, taciau ir choro dirigenty
gebéjimas perskaityti, analizuoti ir interpretuoti gerokai sudétingesnius
jvairiy kompozitoriy veikalus. Kol kas lietuviy chorvedziams sunkiau sekasi
jveikti epochy ir atskiry kompozitoriy individualaus stilistinio identiteto
interpretacijos rebusus.

Atliktas meninis tyrimas suformavo gerokai ry$kesnj chorinio dirigavimo
meno istorinio konteksto ir modernéjimo proceso vaizdinj. Pasaulio mokslinin-
ky, dirigenty ir tyréjy literatairos studijos atkreipé $io darbo autoriaus démesj
i Rudolfo Labano teorija bei galimybe dirigavimo tikslams taikyti inovatyvia

21



sgvoky sistema, ja jdiegti ir tuo praturtinti dirigavimo meno ir jo pedagogikos
tyrinéjimus. Meno doktorantaros projekto tiriamojo darbo problematika pa-
déjo sukonkretinti ir i$gryninti chorvedybos pedagoginés mokyklos koncepta
bei suformuoti jo struktiros modelj. Tyrimu pavyko grazinti bemaz uzmarstin
nugrimzdusius Lietuvos chorinei kultarai ir pedagogikai daug nusipelniusius
dirigentus Juliy Starkg ir Nikodema Martinonj bei suteikti atitinkamg peda-
goginés mokyklos ,kamieno“ svorj Nadezdos Kazakauskienés meninei indi-
vidualybei, iskelti jos pedagogikos reik§me. Darbo autorius viliasi, kad pirma
kartg Lietuvoje nubraizyti lietuviy chorinio dirigavimo mokykly ,,genealogijy
medziai“ ar suprojektuotas chorinio dirigavimo pedagoginés mokyklos struk-
tariniy parametry kompleksas atvers naujy tyrimy perspektyvas.
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INTRODUCTION

Conductor’s professionalism, characteristics of the manual technique, style
of performed works and the interpretative approach are often determined by
the traditions of the school where he/she was raised. In this case the concept
of “School” encompasses multi-layered phenomena. On the one hand, refer-
ence is made to the national culture of conducting art (and particularly choral
conducting, which is the focus of the present thesis). On the other hand, such
artistic culture is coherently related with yet another concept level. It is the
pedagogical school of conducting, serving as a foundation for the emergence
and development of a national school. The above concepts have been thoroughly
examined in the works of the musicologist Algirdas Jonas Ambrazas.

Lithuanian choral culture (school) is inseparably related to the institution
of choral conducting school, where the knowledge is passed on from teacher to
student, also referred to as the pedagogical school. Both schools consolidate the
model and aspect of creative orientations, technological approaches, skills of the
craft and not infrequently - the origins of creative stance. In the present thesis
the definition of pedagogical school of composers as construed in the works by
A.J. Ambrazas (1991, 2007) is applied towards the pedagogical school of choir
conductors; it relies on the general components of a pedagogical school, which
include programme, teacher, students, specific place, time and tradition.

Identification of Lithuanian schools of choral conducting, analysis of
technical aspects of conducting and trends of interpretation, history of their
development and future prospects present an attractive topic, disguising a
number of questions previously unexplored and unanswered in Lithuania. For
example — how was the Lithuanian national choral culture of art formed, what
has determined the establishment of choral conducting schools or pedagogical
schools of individual choir conductors? What is the difference between the
class and the school of choral conducting? What lies behind the concept of
pedagogical school of choral conducting and what components determine its
structure? What are the principles of operation and development of pedagogi-
cal schools? What happens during choral conducting classes (a subject rarely
addressed by music scholars)? How is the school tradition transferred through
students in the extent of national and pedagogical school? Another important
unanswered question concerns the modernisation of the Lithuanian school of
choral conducting. Analysis of said aspects will help answering the key question
investigated by the present thesis, i.e. how did the Lithuanian school of choral
conducting emerge and what are the paths of its development.

In the doctoral thesis of the artistic research project Lithuanian Schools of
Choral Conducting: Identifications, Interactions and Modernisation, the author
conceptualises the characteristics of pedagogical school of choral conducting.
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He construes a model of structural components representing the pedagogical
school of choral conducting. Such model suggests the use of specific research
tools and analytic strategies, which in this research help to elucidate the frame-
work of Lithuanian pedagogical schools of choral conducting. The concept of a
pedagogical school and its actual content implant and substantiate the image of
higher level school, perceived as culture (school) of Lithuanian choral conduct-
ing. This interaction substantiates the significance of researching Lithuanian
pedagogical schools of choral conducting and the modernisation thereof.

It should be noted that little research in Lithuania has been devoted to inves-
tigation of matters and issues associated with conducting. There are almost no
works by Lithuanian authors addressing the peculiarities of choral conducting
from a theoretical standpoint. The school of choral conducting, as a problem
field and object, has not been researched in Lithuania altogether. Seeking to
contribute to the research of choral conducting art technique, the author of
the thesis follows the footsteps of foreign authors investigating the art of choral
conducting and brings into the academic vocabulary of Lithuanian research-
ers the insights and applied notation system found in the works of Hungarian
choreographer Rudolf J. Laban (1928, 1947, 1956, 1966). Meanwhile, works
dedicated to topics of Lithuanian choral culture by Juozas Karosas (1890-1981),
Jonas Narvidas (1910-1982), Algimantas Kalinauskas (1923-2010), Boleslovas
Zubrickas (1930-2011), Robertas Varnas (1930-2015), Anicetas Arminas
(1931-1998), Edmundas Sapranavicius (b. 1936), Regimantas Gudelis (b. 1944)
and others are mainly focussed on the historical and theoretical aspects of
choral art, rather than the idea of a school. The present work intends to open
new pages of Lithuanian choral culture research. Based on studies of archival
sources, the research reveals unknown facts about the development of our
choral culture. The author seeks to provide a more conceptual view towards
the conducting traditions prevalent in Lithuania, as well as to address the
peculiarities of pedagogical schools of choral conducting. Of special impor-
tance is the fact that the phenomenon of pedagogical schools and its educating
significance provide a higher level of substantiation to the concept of school as
a national culture, manifesting its structure and the underlying creating and
formative mechanism.

Aim of the research - through application of parameters defining peda-
gogical school of choral conducting (manual conducting technique, inter-
pretation, methodology of work with a choir, repertoire formation strategy,
teaching) highlighted by the author, to identify in a well-argued manner the
Lithuanian choirmasters, whose professional qualification, choral conducting
and pedagogical activities have initiated the evolvement of choral culture and
professional development of choirmasters. Focussing upon the issues of peda-
gogical schools of choral conducting, the present research seeks to identify the
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founders of Lithuanian choral conducting schools and to present models of
their pedagogical schools. It is sought to reveal the influence of pedagogical
school (choral conducting) upon the modernisation of the school as national
culture (choral culture).

Objectives of the research:

1. To discuss the origins and development of Lithuanian choral conducting
pedagogy.

2. Toidentify the beginnings - nuclei of major Lithuanian schools of choral
conducting.

3. To form the concept of a pedagogical school of choral conducting and
to define its key structural parameters, which would become landmarks
and criteria for the identification of pedagogical schools of choral
conducting.

4. To contribute to the tradition and system of concepts applied in Lithua-
nian studies of choral conducting technique. To employ and adapt the
theory of Rudolf J. Laban by following the footsteps of scholars like
Neal Bartee, James Jordan, Lisa A. Billingham and others.

5. To present research — supported arguments and identify major Lithua-
nian pedagogical schools of choral conducting, to define the peculiarities
thereof.

6. To present the Lithuanian pedagogical schools of choral conducting via
graphical form of “genealogical trees” (system of roots - trunk -
branches).

7. Based on synergy of identified pedagogical schools of choral conducting,
to form a comprehensive “genealogical tree” of the Lithuanian school of
choral conducting.

8. Based on research to model the image of modernisation of the Lithuanian
school (culture) of choral conducting.

Subject of the research is comprised of several parts. The first block features

a theoretical conceptualisation of “school” and “school of choral conducting”
ideas. The idea of pedagogical school of choral conducting is investigated
and the concept of its structural layers is modelled. The second block covers
Lithuanian art of choral culture, development and interaction of Lithuanian
pedagogical choral conducting classes and schools in the 20th-21st centuries.
Specificity of the research is determined by an analysis of modernisation
processes.

While researching the selected subjects and resolving the set objectives, the
following sources analysing the art of conducting were used: Hector Berlioz,
Grande traite d’instrumentation et dorchestration modernes [Treatise on Instru-
mentation and Modern Orchestration] (1855), Richard Wagner, Uber das Diri-
gieren [On Conducting] (1869) and Felix Weingartner, On Conducting (1906).
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The art of conducting encompasses several vertically and horizontally inter-
secting components. Vertical dimension relies on the model of conducting
technique (manual technique, baton technique) and interpretative approaches
of the conductor. Horizontal dimension includes the phase of score study and
analysis, the stage of work with a choir, the period of performance/interpreta-
tion and the provisions of repertoire policy. Research of said elements relied
on the following works: Nikolai Malko, The Conductor and His Baton (1950),
Curt Sachs, Rhythm and Tempo: A Study in Music History (1953), Benjamin
Grosbayne, Techniques of Modern Orchestral Conducting (1956), Royal Stanton,
The Dynamic Choral Conductor (1971), Eric Ericson, Gosta Ohlin, Lennart
Spéangberg, Choral Conducting (1976), Elliot W. Galkin, A History of Orchestral
Conducting (1988), Max Rudolf, The Grammar of Conducting: A Comprehensive
Guide to Baton Technique and Interpretation (1994), José Antonio Bowen, The
Cambridge Companion to Conducting (2003), Donald Jay Running, Conductor
as Actor: A Collaborative Method for Training Conductors Through Dynamic
Muscularity (2008) and Liz Garnett, Choral Conducting and Construction of
Meaning (2009).

Pursuing the thesis’ innovation and methodological consistency required
by the research, along with implementation of enriched and specified system
of concepts, it is attempted to synthesise the arts of conducting and choreo-
graphy. For this reason, the author employs and adapts the Movement Analysis
(1928) by the Hungarian choreographer Rudolf J. Laban for the purposes of
the research of choral conducting, as well the works further expanding this
theory: Vera Maletic, Body - Space — Expression. The Development of Rudolf
Laban’s Movement and Dance Concepts (1987), Eden Davies, Laban’s Legacy of
Movement Analysis (2001), Lisa A. Billingham, The Complete Conductor’s Guide
to Laban Movement Theory (2009) and James Jordan, The Conductor’s Gesture:
A Practical Application of Rudolf Von Laban’s Movement Language (2011).

While researching the cultural contexts of Lithuanian choral conducting, the
following autobiographical books and editions investigating the cultural context
in Lithuania were used: A. Arminas, J. Naujalis - choro dirigentas []. Naujalis —
Choir Conductor] (1968), S. Yla, Antanas Budritunas (1974), S. Yla, Konradas
Kaveckas (1981), E. Martinoniené; J. Burokaité, Nikodemas Martinonis (1987),
V. Jakelaitis, Hermanas PerelSteinas: trys istrémimai ir gyvenimo prasmé [Her-
manas Perel$teinas: Three Exiles and the Meaning of Life] (1994), A. Arminas,
Lietuviy chorai: Tautinés savimonés ir muzikineés kultiiros Zadintojai [Lithuanian
Choirs: Heralds of National Self-Identity and Music Culture] (1998), R. Songaila,
Klemensas Griauzdé (2003), J. Vyliaté, Lietuviy muzikai Vokietijoje 1944-1949
[Lithuanian Musicians in Germany 1944-1949] (2005), V. Markelitniené, Jonas
NabaZas. Dienoras¢iai 1922-1945 [Jonas Nabazas. Diaries 1922-1945] (2007),
E. Seduikyté-Koriené, Lietuvos vargony menas: XIX a. pabaiga-XX a. pirmoji
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pusé [Lithuanian Organ Art: end of the 19th-first half of the 20th century]

(2012); music magazines and newspapers Muzika, Muzikos menas, Muzikos

barai, Muzika ir teatras, Vairas and others. Large amount of information was

acquired at the Lithuanian Literature and Art Archive (LLAA) while working
with a variety of collections: Antanas Budriiinas (f. 233), Julius Starka (f. 101),
Klemensas Griauzdé (f. 465), Nikodemas Martinonis (f. 89), Kaunas Conserva-
tory (f. 84), Klaipéda Stasys Simkus Conservatory (f. 161), Conservatory of
Lithuanian Soviet Socialist Republic (f. 410) and others.

Research of Lithuanian choral culture was based on available works by
Lithuanian authors summarising and recording most of historical facts about
choirs and choir conductors active in Lithuania. Of utmost significance are the
following works: Boleslovas Zubrickas, Taryby Lietuvos chorai [Choirs of Soviet
Lithuania] (1979), Taryby Lietuvos chorvedziai [Choirmasters of Soviet Lithua-
nia] (1984), Moksleiviy chorai [Schoolchildren’s Choirs] (1988), Specialiyjy
viduriniy ir profesiniy technikos mokykly moksleiviy chorai [Choirs of Special-
ised Secondary and Professional Technical Schools] (1991), Lietuvos chory
istorija [History of Lithuanian Choirs] (1994), Pasaulio lietuviy chorvedZiai:
enciklopedinis Zinynas [Lithuanian Choirmasters in the World: Encyclopaedic
Guide] (1999). Significant to the research are the works by Anicetas Arminas,
namely, Lietuviskos choro literatiiros uzuomazgos ir raidos bruozai [Features
of Beginnings and Development of Lithuanian Choral Literature] (1984),
Lietuvisky chory istakos [Origins of Lithuanian Choirs] (1988), Kai kurios
Taryby Lietuvos chory problemos [Some Issues of Choirs of Soviet Lithuania]
(1989), Is chorvedybos ir dirigavimo praktikos [From Choirmaster’s and Con-
ductor’s Practice] (1991), Lietuviy chorai - tautinés savimonés ir muzikinés
kultiiros Zadintojai [Lithuanian Choirs: Heralds of National Self-Identity and
Music Culture] (1998). Choral culture and, especially, the choral feasts were
researched by Regimantas Gudelis, see: Lietuviy choriné literatira [Lithuanian
Choral Literature] (1998), Nuo dainy dienos iki Tautos sventés [From the Songs’
Day to the National Feast] (2016).

Of significance to the content and conceptual insights of this work is one
unpublished source shared from the personal archive of Professor Vytautas
Migkinis, the supervisor of the creative part of the present artistic research.
It is a copy of Hermanas Perel$teinas’ manuscript Choral Problems and the
Quest for Innovation (1978) provided by V. Miskinis in 1979 (see copy of the
manuscript in the appendix No. 10). Also noteworthy were the thoughts of
H. Perelsteinas laid out in the manuscript Some Thoughts on Choral Conduc-
tor — Music and Personality (1978, see appendix No. 11). The author of this
research also makes use of the materials from master classes (led by Frieder
Bernius in 1995, Werner Pfaff in 1996, Hermann Max in 1998, Anders Eby
in 1997, Johannes Prinz in 2002 and others) made by V. Miskinis. In order to
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achieve the most accurate and truthful image of Lithuanian schools of choral
conducting, during 2013-2016 the author of the research has conducted
numerous interviews with diverse participants of Lithuanian choral culture,
including Povilas Gylys, Petras Vailionis, Albinas Petrauskas, Robertas Varnas,
Regimantas Gudelis, Rasa Gelgotiené, Vytautas Miskinis, Ceslovas Radziiinas,
Laurynas Vakaris Lopas, Dainius Puisys, Audroné Purliené, Vaiva Purlyté,
Tomas Ambrozaitis, Remigijus Songaila, Gintautas Venislovas and others.
The interview materials have been used as a basis for diverse statements and
facts of the research.

Topicality. As mentioned before, the research of Lithuanian choral con-
ducting is fairly scarce and lacks identification of specific problematic aspects.
At present, most attention is paid to collections of facts and historical events
related to Lithuanian choral culture. No exhaustive research has been car-
ried out concerning Lithuanian schools of choral conducting, pedagogical
traditions and interaction thereof. The present thesis is not limited to a mere
summary of function of Lithuanian pedagogical schools of choral conduct-
ing. The author defines the structural parameters of a pedagogical school of
choral conducting, which are suggested as the basis for the research model of
this phenomenon. In order to contribute to and enrich the poorly developed
terminology of choral conducting studies, an adapted Rudolf J. Laban’s nota-
tion system is used. The research provides basis for the first ever drawing of
“genealogical trees” of Lithuanian schools of choral conducting. Synergy of
researched major pedagogical schools models the development timeline of
Lithuanian choral conducting culture and a genealogical image of its promi-
nent figures, which is used to reveal the modernisation of choral conducting
culture.

Research methods. The thesis makes use of several associated methods of
research: descriptive-historiographic, source research, comparative analysis
and systematic methods.

Thesis structure. The thesis consists of an introduction, three chapters and
conclusions, a list of literature and resources and eleven appendices.

The first chapter is titled School of Choral Conducting: Concepts and
Research Guidelines and in its sub-chapter 1.1 the author investigates the
phenomenon of a pedagogical school, its concept and definition. Significant
focus in this chapter is placed on the peculiarities of notation system contained
in Rudolf]. Laban’s work Movement Analysis (1928) and the discussion regard-
ing possible application thereof to the analysis of Lithuanian choral conduct-
ing. Cubes visualising the conductor’s kinespheres are presented, along with
arguments suggesting an adaption thereof to the choral conducting practice.
Application of Laban’s notions for conceptualisation of choral conducting
practices represents a significant contribution to the analytical tradition (see
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sub-chapter 1.2). The subsequent sub-chapter (1.3) investigates the peculiarities

of pedagogical school of choral conducting and presents its structural param-
eters. Research in the first chapter is concerned with defining the principal

subject of this work (the concept of pedagogical school of choral conducting)

and formation of future research methods.

The second chapter Pre-history of Lithuanian Choral Culture and Found-
ers of Pedagogical Schools of Choral Conducting focuses on research of the
establishment and development of Lithuanian choral conducting schools, or
the underlying cultural layer of the art of choral conducting (2.1). Further
sections (2.2.1, 2.2.2, 2.2.3) are devoted to arguments concerning identifica-
tion of founders of Lithuanian pedagogical schools of choral conducting, the
so-called genealogical “trunk” level and its individual figures (Julius Starka,
Nikodemas Martinonis and Nadezda Kazakauskiené). Brief characteristics of
their biographies and education are presented, along with analysis of choral
conducting and pedagogical principles.

The third chapter of the work Development, Interactions and Moderni-
sation of Lithuanian Schools of Choral Conducting continues the research
of three distinguished pedagogical schools of choral conducting. Here the
author proceeds to examine the continuation of pedagogical tradition of the
school’s founder, observing how the school’s precepts were reflected in the
artistic practices and pedagogy of teacher-student and subsequent generation
students. The work investigates the ways in which conducting and pedagogical
characteristics of the school’s founders’ are reflected in their students. Attention
is paid to the evolution of Lithuanian schools of choral conducting and their
path towards modernisation.

The third chapter and the entire research is summarized by the sub-chapter
3.4 Lithuanian Pedagogical School of Choral Conducting and its Modernisation
Trajectories. It features a comparative analysis of all three schools and for the
first time in the context of Lithuanian research it presents graphic “genealogical
trees” of pedagogical schools drawn in accordance with research data. Cor-
relations and multilayered interactions between pedagogical schools of choral
conducting and national choral culture are summarised by the “genealogical
tree” of the Lithuanian choral conducting culture. Its “trunk” and “branches”
represent a synthesis of the founders of three major pedagogical schools of
choral conducting and include both teachers and students. Results of the
research are summarised in the conclusions.

List of literature and resources consists of 132 entries, encompassing the
sources, historical treatises, encyclopaedic references and studies, articles pub-
lished in periodicals and on the Internet. The research has been supplemented
with eleven appendices. Appendices No. 1, 5 and 7 present photographs of
N. Martinonis, J. Starka and N. Kazakauskiené. Appendices 2, 3, 6, 8 and 9
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feature documents demonstrating the education backgrounds of N. Marti-
nonis, J. Starka and N. Kazakauskiené. Appendix No. 4 includes a document
of significance to the art of choral conducting - the Choral Conductors’ Class
Programme by Nikodemas Martinonis, which is perhaps the first document
to declare systematic teaching of conducting. It has been in use in Kaunas
Music School since 1927 academic year. Appendices No. 10 and 11 include
unpublished notes and thoughts of Hermanas Perelsteinas from the private
archive of Vytautas Miskinis, representing historically and academically valu-
able material.

1. SCHOOL OF CHORAL CONDUCTING:
CONCEPTS AND RESEARCH GUIDELINES

1.1. Definition of a Pedagogical School of Choral Conducting

The sub-chapter analyses one of the core concepts of the work — the school.
Etymological and lexical meanings of the concept both in Latin and Greek were
primarily associated with leisure time. Secondary meaning of the concept was
related to the place (where does it take place?) and learning duration (how long
does it last?). The latter served as basis for the modern concept of the school
that is of significance to the present research.

First music schools might be associated with the Church and monaster-
ies. Here the foundations of professional music were formed, however, music
education gained pace only after the initiative was assumed by the state, when
state-funded music schools and conservatories were established. During the
period from 1795 to 1846 the following conservatories have been established in
Europe: Conservatoire de Paris (Paris, 1795), Conservatorio di musica “Giuseppe
Verdi” di Milano (Milan, 1807), Naples Conservatory of Music (Naples, 1807),
Prazskd konzervatot (Prague, 1808), Conservatoire royal de Bruxelles (Brussels,
1813), Universitit fiir Musik und darstellende Kunst Wien (Vienna, 1817), Royal
Academy of Music (London, 1822), Hochschule fiir Musik und Theater “Felix
Mendelssohn Bartholdy” (Leipzig, 1843). It shall be noted that neither conserva-
tory of the time had conducting classes and for quite some time “conducting
remained a self-taught sphere, an on-the-job learning relying on enthusiasm
and musicality (Bowen 2003: 251).

Based on the works by Algirdas Ambrazas and the concept of multiple lay-
ers of “schools” formed therein, the present research formulates a definition
of a pedagogical school of choral conducting. Pedagogical school of choral
conducting is a conducting tradition based on unified or related technical and
artistic principles (manual conducting technique, interpretation, methodology
of work with a choir, repertoire formation strategy and pedagogy) established
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by an originally thinking pedagogue (performer) and promoted by several
generations of conductors, which is transferred both during the education
processes and the artistic activities.

1.2. The Notation System in Rudolf J. Laban’s Movement Analysis and

the Premises for Application Thereof Towards Investigation of Choral

Conducting

While analysing Lithuanian pedagogical schools of choral conducting, there

is an inevitable issue associated with the terminology applied towards the

phenomenon in question. Seeing conceptual parallels between the systems

of conducting art and choreographic movements, the author of the thesis has

applied the notation system from the Movement Analysis (1928) by Hungar-
ian choreographer Rudolf J. Laban, adapted to describe elements of choral

conducting technique. In the late 20th century, adaptations of the notation

system of Laban’s theory towards choral conducting art have been proposed by
Neal Bartee (1977), James Jordan (1996), Donald Jay Running (2008) and Lisa

A. Billingham (2009). In Lithuania, this research is the first to imply the use of
Laban’s notation system. In order to bring Laban’s movement theory closer to

the operation of choral conductor, most attention is paid to Laban’s concept of
space and signification of movement directionality and body parts.

Laban distinguished the category of space from all tangible environments
surrounding the body, calling it the kinesphere (Maletic 1987: 74). In order to
achieve relief and spatial imagination of the dancer’s (in our case - conductor’s)
kinesphere, Laban has spatialised the dancer’s movements and interpreted them
within the limits of geometric body - cube. The movements of a conductor in
this research are interpreted based on the analogy of Laban’s spatial cube and
dancer’s movements recorded within its coordinates. Sub-chapter 1.2 contains
systematically arranged table of Laban’s directional symbols and clarification
of meanings of the notation system (see Fig. 3, p. 27).

In order to achieve the expansion and improvement of vocabulary used to
interpret the art and technique of conducting based on Laban’s notation system,
concepts adapted to suit the choral art have been used in sub-chapter 1.2: the
space created by the conductor’s movements was referred to as conductor’s
kinesphere. Position of hands between shoulders and pelvis is referred to as
torso kinesphere. Meanwhile, different hand positions while conducting and
corresponding graphical expressions thereof are referred to as being positioned:
centrally, centrally-peripherally, high peripherally, low peripherally, left hand
low peripherally, right hand high peripherally, etc. Also, in order to achieve
graphical palpability and correct adaptation of Laban’s ideas and notions from
the Movement Analysis towards the theoretical interpretation of the conducting
art, the author of the research has drawn conductors’ figures in Laban’s cubes,
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along with their most characteristic hand movements and positions and has
explained the key characteristics pertaining to the conductor’s kinesphere
(see Fig. 4, pp. 30-35).

1.3. Characteristic Aspects of Key Structural Parameters of Choral Con-
ducting School

The sub-chapter approaches the fundamental underlying concept of the entire
research project — the conducting. To explain it, insights of such scholars as
Elliott W. Galkin (1988), Hermann Wolfgang von Waltershausen (1954), Karl
Wilson Gehrkens (1935) and Jack Westrup (1980) have been employed. The
author of the work summarises that conducting represents the command of
the performance (interpretation) of a musical piece through the signs of the
conductor.

Following the clarification of the concept, the author sought answers to a
number of questions: how does choral conducting differ from orchestra con-
ducting? What skills are required for a successful professional conductor? What
are the structural parameters of the school of choral conducting? Mel Unger’s
(1994) pyramid of skills required by the conductor (see Fig. 6, p. 44) has served
as a model, based on which the structural parameters of a pedagogical school
of choral conducting have been distinguished (see Fig. 7, p. 54).

2. PRE-HISTORY OF LITHUANIAN CHORAL CULTURE
AND FOUNDERS OF PEDAGOGICAL SCHOOLS
OF CHORAL CONDUCTING

2.1. Development of Lithuanian Choral Culture and Beginnings of Pedagogy
of Choral Conducting

While investigating the history and facts of emergence of Lithuanian schools
of choral conducting it was noted that an environment for professional music
performance had existed at all times, yet concern about systematic training of
own conductors or singers came into being fairly late. This reason suggested
an explanation for a continued professional lagging of Lithuanian choral art
and choir conductors.

Lithuanian music (and choral) culture has been significantly influenced by
the Jesuit Order active in Lithuania in the mid-16th-late 18th centuries. In the
19th century, cultural needs and initiatives of noblemen courts have become
more pronounced: in this respect one should distinguish Michat and Bogdan
Oginskis, as well as the Rokiskis counts Tyzenhauz and PSezdzieckis. Despite
significant court music performance traditions, the move towards professional
conducting and technical virtuosity occurred only at the beginning of the 20th
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century; before that, according to Juozas Zilevi¢ius, conducting was regarded as
akin to “wood chopping” However, in such context the first Song Day was held
in 1924, which was of great benefit to the choirs and choirmasters of the time;
the large-scale event had also encouraged a more serious approach towards
the Lithuanian choral art and education of choir conductors.

Soon after the said event, in 1926 the process of training of professional
choir conductors commenced at Kaunas Music School. For this purpose,
Juozas Naujalis invited Julius Starka (1884-1960), who was perhaps the most
professional Lithuanian choirmaster of the early 20th century. However, due to
local disagreements between Starka and Nikodemas Martinonis (who started
working at the school in 1926), the latter, renown for his enthusiasm and firm
character, took over the choral conducting classes from Starka (1887-1957).
In 1945, following the example of the Kaunas Conservatory, choral conduct-
ing classes were established at the Vilnius Conservatory as well. After the
merger of Kaunas and Vilnius conservatories in 1949, preparation of choral
conductors was taken over by the State Conservatory of the Soviet Lithuanian
Republic. From the moment of establishment of choral conducting department,
the conducting pedagogic staff consisted of choir conductors possessing little
to none systematic training in the craft of conducting. Hence, after Anicetas
Arminas (1931-1998) became the new head of choral conducting department
in 1964, he invited new pedagogues, including, among others, two prominent
personalities: Nadezda Kazakauskiené (1926-2009) and Hermanas Perelsteinas
(1923-1998). Speaking of Nadezda Kazakauskiené’s contribution to the devel-
opment of Lithuanian schools of choral conducting, one shall emphasise her
influence in forming new understanding of the choral conducting technique
and the methodically grounded teaching process of choral conducting.

2.2. Pedagogical and Creative Activities of the Founders of Lithuanian

Schools of Choral Conducting

This sub-chapter is divided into smaller sections 2.2.1,2.2.2 and 2.2.3 containing

detailed analysis and presentation of activities of founders of Lithuanian peda-
gogical schools of choral conducting. They provide in-depth examination of the

content and quality of acquired training and present the “genealogical schemes”
of all three pedagogues (N. Martinonis, J. Starka and N. Kazakauskiené), which

certify their professional background. The said schemes reflect traditions of
European schools of choral conducting that were absorbed at the “roots” level of
the Lithuanian school of choral conducting. Based on the concept and structural

model of pedagogical school of choral conducting formed in sub-chapter 1.3,
the characteristic features of conducting and pedagogy of the school founders

(teachers) are analysed. The sub-chapter also summarises and presents charac-
teristics of selected Lithuanian pedagogical schools of choral conducting.
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2.2.1. Nikodemas Martinonis - Founder of Lithuanian Choral Conducting
Pedagogy

Nikodemas Martinonis has left a trace in the history of Lithuanian choral
conducting of the 20th century as one of the most distinguished artistic per-
sonalities. His musical studies began with the organist Matas Milaknis and in
1906-1908 he studied with Juozas Naujalis; later he pursued professional musi-
cians’ (organist) education at the Moscow State Piotr Tchaikovsky Conservatory.
Having spent a prolonged period of time in an active cultural centre, he has
absorbed the interpretational traditions of the Russian music culture. Since
he possessed organisational skills to organise and lead a collective, along the
organ studies he was continually engaged as a choirmaster. After graduation
(organ class) he returned to Lithuania in 1925 and immediately plunged into
artistic life, organising and leading choir collectives. While heading the Choir
of Lithuanian Riflemen’s Union during 1926-1940 he has prepared large-scale
works (oratorios, cantatas) by Wolfgang Amadeus Mozart, George Friedrich
Héndel, Ludwig van Beethoven and other composers, thus earning the name of
the Lithuanian “pioneer of oratorio art” (Vladas Jakubénas). Along busy concert
activities he was also involved in pedagogical work. In 1926 he received an invi-
tation from Juozas Naujalis to take up the position of an organ teacher at Kaunas
Music School; in 1927 he took over the class of choral conducting from Julius
Starka, while also teaching solfeggio classes. In 1937 N. Martinonis became
the choirmaster at the Kaunas Conservatory. Moreover — during 1936-1940
he was the chairman of the Lithuanian Musicians’ Society, an organiser and
principal conductor of the song feasts. Martinonis was distinguished for his
avid enthusiasm and despite the fact that he had no academic background as
professional choirmaster, he was a role model for many choir conductors of
the time. Having worked at Kaunas Music School (reorganised into Kaunas
Conservatory in 1933) for over two decades, he has brought up a number of
choirmasters, thus forming the major branches of the “genealogical tree” of
the national conducting school.

2.2.2. Julius Starka - Founder of Professional Choir Conducting in Lithuania

During his active years in Lithuania (1919-1944) Julius Starka (1884-1960)
became known as one of the first professional choirmasters, who acquired
conducting education at the Warsaw Institute of Music (1907-1913). After
completing studies in Warsaw and spending some time in Tbilisi (1913-1918),
in 1918 he returned to Kaunas with his family. Immediately upon return he
established a choir, which attracted significant attention and received positive
critical acclaim. Lithuanian musicians noted and appreciated his ability to
achieve European standards of choral performance, thus Starka and his choir
were soon invited to work at the newly established State Opera (1920), which at
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the time was the major artistic centre of Lithuania. Starka was not as enthusiastic
as Martinonis, however, at that time he demonstrated high artistic proficiency
and dictated the standards of choral performance, which was admired even
by the fiercest critics, while the pieces performed by his choir were at times
regarded as “true perfection” (V. Jakubénas). Even though he spent only one
year (1926-1927) working as choral conducting teacher at the Kaunas Music
School and after a conflict had to transfer the position to N. Martinonis, the
impressive professional results he managed to achieve exerted undisputable
influence upon all Lithuanian choir conductors.

2.2.3. Nadezda Kazakauskiené — Promoter of Methodical Pedagogy of Choral
Conducting in Lithuania

Nadezda Kazakauskiené was one of the few women who taught choral con-
ducting classes at the Lithuanian State Conservatory (from 2004 - Lithuanian
Academy of Music and Theatre)'. She has brought the Russian conducting tradi-
tion, or, more specifically - the conducting school of Leningrad’s N. Rimsky-
Korsakov Conservatory, which she directly transmitted to nearly eighty students.
Pedagogical skills and knowledge demonstrated by Kazakauskiené not only
made all teachers and students catch up, but have also established and formed
an original pedagogical school of choral conducting in Lithuania.

Nadezda Kazakauskiené is the only one from three teachers at the “trunk”
level to possess a solid pedagogical background: in 1947-1949 she studied
choral conducting at Leningrad N. Rimsky-Korsakov Musical College in the
class led by Elizaveta Kudryavtseva. She graduated the school with honours in
1949 and in 1949-1954 pursued further studies at the Leningrad N. Rimsky-
Korsakov Conservatory, at the choral conducting class led by Alexander
Yegorov. She completed studies at the Conservatory with honours and during
1954-1957 perfected her skills at assistantship training with the same peda-
gogue Yegorov.

On October 1st 1964, Anicetas Arminas, the then chief lecturer and head
of the choral conducting department at the Lithuanian State Conservatory in-
vited N. Kazakauskiené to work as a lecturer. At that time there was a shortage
of pedagogues who possessed solid background of the subject at all academic
levels and were capable to professionally transfer their knowledge, hence a
graduate of the Leningrad Conservatory Kazakauskiené was immediately in-
vited to teach at the Vilnius Mikalojus Konstantinas Ciurlionis School of the
Arts as well. While she has never been an active choral conductor in Lithuania,
Nadezda Kazakauskiené’s greatest contribution to the Lithuanian school of

! Choral conducting was also taught by Biruté Razauskiené-Daukintaité (1929-2009), who
worked at the choral conducting department of Lithuanian State Conservatory in 1962-1964
and 1974-1996.
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choral conducting lies in her pedagogy. She has raised a large number of choir
conductors, working with pupils both at preparatory stage (M. K. Ciurlionis
School of the Arts) and at university level education (former State Conservatory
of the Lithuanian Soviet Socialist Republic). The background she possessed
exerted significant influence on the students of the Conservatory, as well as
the pedagogues of the time, since many of the latter lacked professional skills
of conducting technique and comprehensive overall education.

3. DEVELOPMENT, INTERACTIONS AND
MODERNISATION OF LITHUANIAN SCHOOLS
OF CHORAL CONDUCTING

3.1. The Model of Pedagogical School of Choral Conducting of Nikodemas
Martinonis

The third chapter elaborates on the continuity of traditions of distinguished
Lithuanian pedagogical schools of choral conducting, as well as the establish-
ment and modernisation thereof in the activities of former students.

The sub-chapter 3.1 investigates the pedagogical school of choral conduct-
ing of Nikodemas Martinonis. Through application of structural parameters
identifying the school of choral conducting and R. J. Laban’s notation system,
the research investigates the continuity and modernisation of the school among
students of later generations (Klemensas Griauzdé, Antanas Jozénas, Hermanas
Perelsteinas, Vytautas Miskinis, Povilas Gylys, Vaclovas Augustinas and others).
Comparative research identified the transference of the school tradition in the
nearest linkage between N. Martinonis (teacher), K. Griauzdé and A. Jozénas
(students). It was noted that all of them were related through similar conducting
technique - wide, clear and energetic gestures (often in conductor’s peripheral
kinesphere); all three conductors were specifically related though repertoire
policy, as they all promoted Lithuanian music and were inclined towards
large-scale works. Pedagogical practice with characteristic strict requirements
is another aspect bringing them together; however, neither of them has been
systematically engaged in exercising their conducting technique. In this respect
the first generations of students have inherited a clearly felt amateurism or
dilettantism of conductor Martinonis: having received no solid academic back-
ground of choral conducting school he was unable to transfer it to his students.
Lack of professionalism has formed a dotted trajectory through generations
of Martinonis’ students, but this drawback of the school was compensated by
other features of conductor’s activity.

The research of Martinonis’ school is continued in yet another generation
and investigation looks into the artistic individuality of H. Perel$teinas (taught
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by K. Griauzdé), as well as the choir conducting and pedagogical traits of the
students of the latter, identifying a separate stage of different artistic level and
innovative pedagogy. H. Perel$teinas became a bridge or a generator of profes-
sionalism in the process of transformation of Martinonis’ pedagogical school.
Pronounced aspect of the school’s modernisation should also be associated
with this “branch” of the school (see pp. 120-121 for key characteristics of
the school).

3.2. The Model of Pedagogical School of Choral Conducting of Julius Starka
This sub-chapter examines the first strand between teacher and students that
associated Julius Starka (teacher) and his students Antanas Budriiinas and
Konradas Kaveckas, as well as their conducting characteristics. The conceptual
substantiation of the school’s tradition is continued through the research of
artistic and pedagogical activities of students raised by Antanas Budritnas,
as this pedagogue was closer to the artistic personality of Starka and better
reflected the school of the latter. In this case, research addresses the manual
techniques, interpretations, repertoire strategies and peculiarities of working
with the choir characteristic to Lionginas Abarius, Jonas Aleksa, Povilas Gylys,
Petras Bingelis and other Lithuanian conductors.

Summary of the conducted research allows concluding that the pedagogical
school of choral conducting of Julius Starka and its solid professional charge
have provided strong impulse to the development of choral conducting art
in Lithuania. Activities of his students reflect the tradition of Starka’s school
and the following characteristics can be distinguished: a) most characteristic
traits of Starka’s conducting technique - “strictness”, precision, minimalism
and economy of gestures — has remained stable throughout all chains of his
school, while the properties of conducting technique cherished by Starka have
determined the direction of modernisation of Lithuanian choral conducting
art and pedagogy; b) Julius Starka and his entire school had a peculiar meth-
odology of working with a choir distinguished for the precise implementation
of composer’s notes in the score, achievement of cleanliness of tone, balanced
sound of the choral ensemble and pursuit for high vocal culture; c) repertoire
choices of Starka and Budriiinas relied on choral miniatures (principle of qual-
ity instead of quality) and prevailing Lithuanian choral music works. Younger
generation students (Aleksa, Bingelis, Gylys and others) demonstrate wide
scope of repertoire, performing miniatures and large-scale works of diverse
epochs; d) characteristic to Starka’s interpretation is the completeness of per-
formance: purification of nuances, lyrical nature of performance, pursuit of
meaningful coexistence of sound and word. These interpretative standards
have been cherished by later generations of students.
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3.3. The Model of Pedagogical School of Choral Conducting of Nadezda
Kazakauskiené

Several former students of Kazakauskiené, most distinguished for their peda-
gogical and choral conducting practice were selected for a more detailed re-
search of the school: Remigijus Songaila, Gediminas Purlys and Rasa Gelgotiené.
The research presented in the sub-chapter along with comparisons of students’
conducting techniques and other activity parameters provided for generalisa-
tions regarding the school’s tradition. Hence, N. Kazakauskienés school of
choral conducting is distinguished for a) precision of conducting technique,
particularity, expressiveness and plasticity of hand gestures. Great deal of atten-
tion is paid to the orderliness of conducting “grid”, the simplicity and clarity of
the schemes. Conductor’s hands reflect the texture and sounding of a choir is
intensely controlled; b) interpretations are distinguished for their emotionality
and expressiveness, but at the same time they also exhibit moderation. Pictur-
esque conveyance of the piece’s characters is sought; c) characteristic to strategy
of working with a choir (with students at conducting class) is an efficient use
of time and intense work pace; d) repertoire is restricted to works of classical
and romantic composers with a focus on Russian music. Repertoire features
both large-scale and miniature works.

3.4. Lithuanian Pedagogical School of Choral Conducting and its Mod-
ernisation Trajectories
The sub-chapter justifies the evidence of conditionality and correlation between
pedagogical schools of conducting and the national culture (as the “school”).
In other words, investigations of functioning of Lithuanian choral conducting
pedagogical schools are summarised at the higher level of the “school” concept.
The author seeks to demonstrate that the synergy of professional choral con-
ducting studies and pedagogy results in eventual emergence of the Lithuanian
choral culture. The research graphically depicts the development of individual
pedagogical schools and the Lithuanian national choral culture in a form of
“genealogical trees” The “tree” of the Lithuanian national choral culture is drawn
on the basis of three pedagogical schools of choral conducting distinguished
by the author (see graphic expression in Fig. 15).

We have seen the quite different origins of Lithuanian choral conducting.
Nikodemas Martinonis greatly inspired the beginnings of conducting school
relying on his artistic individuality and organisational skills; however, due to
the lack of professional education in this sphere he was unable to produce an
education system with strong professional fundament. In parallel, Julius Starka,
who also worked at Kaunas Music School (and later at Kaunas Conservatory),
had studied (1907-1913) at the Warsaw Institute of Music (with Mieczystaw
Surzynski) and has acquired the conductor’s diploma along with a formed
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western identity of professional choir conductor. Even though he managed to
plant a strong seed of professionalism into the soil of Lithuanian choral con-
ducting, due to his restrained character, subsequent emigration to the USA (in
1944 he moved to Germany and in 1949 - to the USA) and an order of activity
priorities, he did not have sufficient influence upon its further maintenance and
promotion. Activities of these two pedagogues (Martinonis and Starka) have
correlated via the kinespheres of place and time and served as a single impulse
for the emergence of Lithuanian professional school of choral conducting.

The institution of Lithuanian choral conducting established by Starka and
Martinonis (in 1926 at Kaunas Music School) was reinforced with knowledge
of the Russian choral conducting pedagogy, strong professionalism, teaching
methods and practices brought by Nadezda Kazakauskiené, a graduate of
the Leningrad N. Rimsky-Korsakov Conservatory. During the Soviet period,
some other Lithuanian conductors occasionally went to train or study at
Moscow or Leningrad conservatories. A. Arminas and P. Mataitis studied
with E. Kudryavtseva at the Leningrad N. Rimsky-Korsakov Conservatory (in
1955-1958 and 1966-1968 respectively), P. Gylys studied at the same Conserva-
tory with A. Michailov during 1971-1973, while in 1977-1978 he studied at
the Vienna University of Music and Performing Arts, R. Misiukevic¢ius also
studied with A. Michailov at the Leningrad N. Rimsky-Korsakov Conservatory
(in 1980-1983). However, these were only occasional, discontinuous refrain-
like studies. With the arrival of Kazakauskiené and beginning of her work at
the State Conservatory (1964), choral conducting teaching finally turned into
a solid, continuous and professionally organised methodical process. In 1964
H. Perel$teinas came to work at the Conservatory and his innovative approach,
combined with professionalism of Kazakauskiené, were the two significant
impulses that have provided Lithuanian choral culture with solid acceleration
towards modernisation.

CONCLUSIONS

The author of the doctoral thesis of the artistic research project Lithuanian
Schools of Choral Conducting: Identifications, Interactions and Moderni-
sation has focused on the analysis of Lithuanian choral culture and choral
conducting schools in the 20th-21st centuries. Eight objectives have been
raised and their implementation was carried out through research of LLAA
documents, press of the period, monographs, academic papers, articles, col-
lecting of memoirs and conducting interviews. It shall be noted that the key
topics of Lithuanian art and pedagogy of choral conducting have not been
actively researched in any studies, there is a lack of analysis of specific aspects
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and collections of historiographic sources are comparatively limited. On
the other hand, the research discovered a number of valuable resources less
known in Lithuania, including H. Perelsteinas’ Choral Problems and the Quest
for Innovation (manuscript, 1978/1979, reworded by Vytautas Miskinis) and
H. Perel$teinas’ Some Thoughts on Choral Conductor - Music and Personality
(typescript, 1978), which are kept in the private archive of Vytautas Miskinis.
The research has been enriched with vocabulary of concepts interpreting the
art and technique of choral conducting that have not been used in Lithuania
before. It emerged from the adapted notation system used in Movement Analysis
(1928) by Rudolf Laban, as well as the works by Neal Bartee (1977), James Jordan
(1996), Lisa A. Billingham (2009) and other researchers. Having accumulated
new information, through the application of diverse research approaches and
focus on the aspects relative to the research thesis of artistic project, the author
presents the following summaries of his insights in the work’s conclusions.

1. Following an investigation of pre-history of Lithuanian art of choral singing
and conducting it can be stated that an environment for professional music
performance had existed at all times. However, due to significant delay in
systematic training of own conductors and singers, certain drawbacks in
the professional readiness of Lithuanian choral art and choirmasters have
been evident for a long time. This reason determined why at the end of
the 19th century-early 20th century most Lithuanian choirmasters and
composers pursued musical education at foreign pedagogical schools, in-
cluding Warszawski Instytut Muzyczny [Warsaw Institute of Music], Die
Kirchenmusik Schule Regensburg [College of Catholic Church Music &
Musical Education in Regensburg], the St. Petersburg Conservatory, Riga
Conservatory, Konigliches Konservatorium der Musik zu Leipzig [Royal
Conservatory of Music of Leipzig] and elsewhere. It was not until 1926,
when systematic preparation of choral conductors commenced at the
Kaunas Music School, that the first signs of Lithuanian pedagogy of choral
conducting started to emerge.

2. Two music schools have formed the core of Lithuanian choral conducting
school (in terms of culture and education): the music school established in
Kaunas in 1919 by Juozas Naujalis (in 1920 its status changed to state school
and in 1933 it became a conservatory) and the Memeler Konservatorium
fiir Musik [Klaipéda music school] established by Stasys Simkus in 1923.
However, even though there have been emerging signs of choral education
in Lithuania Minor region, the fragmentation of its development did not
provide for formation of full-fledged choral conducting school. Entirely dif-
ferent situation developed at the Kaunas Music School. In 1924, Julius Starka
(1884-1960), the decidedly most professional choirmaster in Lithuania at
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the time, was invited to teach at the Kaunas Music School. He was soon
joined by Nikodemas Martinonis (1887-1957), another choirmaster and
pedagogue. In 1927, due to internal intrigues and disagreements and sup-
ported by the administration of the school, Martinonis took over the choir
conducting classes form Starka and continued working at the Kaunas Music
School for over two decades (1927-1948). In 1945, following the model
of the Kaunas Conservatory, choral conducting teaching was introduced
at the Vilnius Conservatory as well. Following the merger of the two con-
servatories in 1949 choral conducting classes were further taught at the
State Conservatory of the Lithuanian Soviet Socialist Republic.

In 1964 Anicetas Arminas became the head of choral conducting depart-
ment at the Lithuanian State Conservatory and he began recruiting new
pedagogic staff. Among the new pedagogues were Hermanas Perelsteinas
(1923-1998) and Nadezda Kazakauskiené (1926-2009). The contribution
of Nadezda Kazakauskiené to the development of Lithuanian schools of
choral conducting manifested through formation of new approach towards
and understanding of conducting technique and its functions in the con-
ducting process. She was one of the few pedagogues at the Lithuanian State
Conservatory and among Lithuanian choral conducting specialists who
had a clear understanding of methodical work to achieve the conductor’s
expression and technological precision of movements.

The model of pedagogical school (not “conducting class”) of choral
conducting integrates the following necessary structural components:
a pedagogue, who strategically chooses the teaching repertoire based on
a student’s capabilities and in accordance with teaching plans of an institu-
tion; he/she forms and perfects the conductor’s professional instrument —
the manual technique; he/she trains a conductor’s ability to analyse, en-
courages reflection, “reading” of the score in certain stylistic context and
interpretation thereof; he/she assists in forming a unique, individual
experience and methodology of work with a choir.

In order to enrich and modernise the vocabulary interpreting technical
aspects of choral conducting, the notion and concepts of Rudolf J. Laban’s
movement theory were applied in the research. When rehearsing with a
choir or orchestra or while conducting a piece, a conductor creates and
shapes a space that is referred to as conductor’s kinesphere, based on
R. Laban’s theory from his Movement Analysis. Conductor’s kinesphere is
multi-directional and might occur at diverse spatial coordinates (spatial
layers), e. g. high hand position, low position or synthetic, mixed variants
thereof. The present research uses three spatial coordinates of the kinesphere
(central, peripheral and transversal) proposed by Laban and applied
towards the art of choral conducting by Neal Bartee, James Jordan, Lisa
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A. Billingham and other researchers. That includes a) centrifugal conduct-
ing — when conducting is performed at diaphragm level, in torso kinesphere.
The movements begin at a central point and are directed outwards (most
obvious in % conducting pattern); b) centripetal conducting - conducting
at diaphragm level, in torso kinesphere. The movements begin in peripheral
or external point and are directed towards the centre (partially reflected in
% conducting pattern), and c) peripheral conducting - when conducting
takes place at the outermost points of conductor’s kinesphere. According to
interpretations of Laban’s theories, this last type of conducting is the least
intense, causing loss of energy and movement control. Pursuing higher
dynamic amplitude and communication with choir artists at peripheral
sides the conductor cannot escape such movements, yet they should not
be dominant.

Assessment of activities carried out by distinguished founders of Lithuanian
schools of choral conducting or the so-called “trunks” of “genealogical trees”
of pedagogical schools (. Starka, N. Martinonis, N. Kazakauskien¢) and
their contribution to Lithuanian choral culture brings us to the conclusion
that they have distributed the spheres of activities among themselves and
carried out the functions related to creation of Lithuanian pedagogical
school of choral conducting. Julius Starka was an exemplary professional
choirmaster, Nikodemas Martinonis was an enterprising organiser of
choirmasters’ education process, while Nadezda Kazakauskiené was the
founder of methodical choirmasters’ education system in Lithuania. Their
joint contribution, dedication and talent have resulted in what is now called
the Lithuanian professional school of choral conducting, or the culture of
Lithuanian choral conducting. The most characteristic features of each
pedagogical school are set out below.

Conducting technique of Julius Starka is distinguished for its “strict-
ness” - gesture precision, minimalism and economy. Starka’s conducting
might be called centrifugal and centripetal, probably of the torso kinesphere.
As an interpreter, Starka possessed lyric nature of character, striving for
subtle nuances and provision of substance to verbal text. Starka often
chose small-scale works, mostly written by Lithuanian composers and
occasionally would select to perform works composed by himself. While
working with choirs, Starka set high requirements marking professional
western quality of performance, therefore, to quote Stasys Simkus, his choir
sounded “even, as a harmonium” (S. Simkus)?. Although Starka only briefly
taught at the Kaunas Music School, his artistic personality and image of

Based on conversations of Konradas Kaveckas and Stasys Simkus, as well as recollections
featured by K.Kaveckas in the publication Choro koncerty programy sudarymas [Programming
of Choral Concerts], 1964. Kept at: LLAA, f. 410, ap. 3, b. 275, p. 8.
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choir conductor in Lithuania of the time have become a model for further
education of choirmasters.

The conducting technique of Nikodemas Martinonis was quite primitive,
authoritative, energetic and persuasive; wide and fairly uniform gestures
(centrifugal and centripetal, often - peripheral) indicate that he was self-
taught. Speaking of manner of interpretation and individual performing
style, there is a clear division between the two founders (Starka and Marti-
nonis) of Lithuanian choral conducting pedagogy: Starka’s approach “less,
but of higher quality” was inversely proportional to Martinonis” “powerfully
and spectacularly”. This character trait of Martinonis, both as artist and man,
has also determined the shifts in repertoire choices. Encouraging Lithuanian
composers to write choral works, for the sake of example he enthusiastically
plunged into performing large-scale oratorios, cantatas, masses, requiem
and works of other genres by classical Western composers. Referred to asa

“pioneer of oratorio art” by V. Jakubénas, Martinonis advocated the approach
that “one must always be very well prepared before going out to conduct”
Such an attitude helped him achieve fairly good results even with amateur
choirs. Still, another claim attributed to Martinonis (“do not try to teach
others something that you yourself are not very good at”) has not been con-
sequently realised in his activities. While teaching conducting Martinonis
stressed the importance of mastering the manual technique (although he
himself was self-taught and never achieved greater results in this respect),
advising to avoid hand parallelism and encouraging precise reflection of
the score while conducting, freeness of the body, etc. Despite the declared
principles (he did not have a systematic conducting background), the lack of
professional education and knowledge was likely reflected in his pedagogy.
This was the shortcoming of his conducting school, “genetically” passed
over to several generations of students.

To the contrary, Nadezda Kazakauskiené was renowned for conducting
technique accuracy, precision and gesture minimalism. Expressiveness of
her conductor’s hands correlates with the centrifugal and centripetal kine-
spheres. Although Kazakauskiené has only occasionally appeared as choir
conductor in Lithuania, her interpretation approach relied on the principles
of “polishing to the finest detail” and promotion of musical emotionality.
When forming the repertoires for her students, N. Kazakauskiené mostly
focussed on the works by Western classical composers and choral works
by Russian composers. Her working with students was distinguished for
its efficiency (highly intense classes with rapid pace of work), purposeful
and methodical application of diverse work forms. This suggests that her
work with choirs should have exhibited similar characteristics. Having
received full (all study levels) academic education as choir conductor
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at the Leningrad Conservatory, upon her arrival to Lithuania in 1964
N. Kazakauskiené immediately entered the then fairly underdeveloped field
of Lithuanian choral pedagogy. When teaching, she paid particular attention
to the training of the conductor’s manual technique, which distinguished
her among other founders of the Lithuanian pedagogical schools of choral
conducting, as well as from other Lithuanian choir conductors of the second
half of the 20th century.

6. Having emerged on a self-taught and amateur basis in early 20th century,
the present-day Lithuanian tradition of choral conducting pedagogy and the
choral conducting art itself are solidly formed and are held in high esteem
among other European schools of choral conducting. The young conduc-
tors taught in Lithuania are very well prepared technologically, from the
standpoint of the conducting manual technique. This feature of the Lithua-
nian school of choral conducting or, the Lithuanian choral art in general,
reflects an undisputable fact of formation and continuous modernisation of
professional conducting school. It is further evidenced by the tremendous
change of repertoires performed by Lithuanian choirs. In times of Marti-
nonis, Lithuanian choirs would have difficulties mastering some pieces by
Juozas Gruodis or oratorios, masses or cantatas by Franz Joseph Haydn,
George Friedrich Hindel, Ludwig van Beethoven or Wolfgang Amadeus
Mozart, whereas the Lithuanian choirs of today perform elaborate opuses
by Gyorgy Ligeti, Steve Reich, Aaron Copland, Olivier Messiaen, Krzysz-
tof Penderecki and other pieces by contemporary Lithuanian and foreign
composers. Musical literacy of Lithuanian choristers has risen, along with
choir conductors’ ability to read, analyse and interpret significantly more
complex works by diverse composers. At this stage, the major challenges
encountered by Lithuanian choirmasters are associated with solving the
puzzles related to interpretations of unique stylistic identities pertaining
to individual composers and musical epochs.

The conducted artistic research has presented a significantly clearer image
of historical context and modernisation process of the art of choral conducting.
Studies of works by international scholars, conductors and researchers have
attracted the author’ attention to Rudolf Laban’s theory and the possibility to
apply an innovative notation system for research. Once implemented, such
system would enrich the research of conducting art and its pedagogy. Topical
issues of the research part of the present artistic doctorate project have helped
to substantiate and clarify the concept of pedagogical school of choral conduct-
ing and to construe its structural model. The research also brought back the
nearly forgotten conductors who have made significant contribution to the
Lithuanian choral culture and pedagogy, namely Julius Starka and Nikodemas
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Martinonis, and to acknowledge the due significance (“trunk” of a pedagogical
school) of the artistic personality of Nadezda Kazakauskiené, disclosing the
importance of her pedagogical methods. The author of the present research
hopes that the “genealogical trees” of Lithuanian choral conducting schools,
drawn for the first time in Lithuanian research, or the construed complex of
structural parameters of pedagogical school of choral conducting will open
the horizons for new studies.
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