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OVERALL CHARACTERISATION OF THE DOCTORAL WORK  
 
 
The  g o a l  of the Doctoral work is to provide a detailed characterisation of               

N e o r o m a n t i c i s m  as one of the most vivid tendencies in the development of 
the stylistics of Latvian symphonic music in the last third of the 20th century. 

 
The corresponding  t a s k s  to achieve this goal are the following: 
 
- to study which overall cultural-historical factors in the symphonic music of 

Latvia and other countries in the last third of the 20th century have facilitated the 
realization of the romantic artistic world view into a new stylistic model, and how, 
from this view, the stylistic evolution of Latvian symphonic music from the last third 
of the 19th century until the conclusion of the 20th century can be evaluated; 

 
- to determine which stylistic characteristics of symphonic works created by 

Latvian composers in the last third of the 20th century confirm the transformation of 
the picturesque expression rooted in the romantic world perception into a new stylistic 
model, and what is related, though not identical, to the romantic music style of the 
19th century; 

 
- to characterise what was the genesis of the neoromantic tendency and the 

development dynamics in the overall context of stylistic development in the 
symphonic works of Latvian composers in the above period. 

 
The  o b j e c t  of the research is the neoromantic trends in the symphonies, 

instrumental recitals and poem genre works of Latvian composers of varied 
generations who actively create symphonic music - Rihards Dubra (1964), Romualds 
Kalsons (1936), Juris Karlsons (1948), Arturs Maskats (1957), Selga Mence (1953), 
Pēteris Plakidis (1947), Pēteris Vasks (1946), Andris Vecumnieks (1964) – which 
have been evaluated on the overall stylistic background of Latvian symphonic music 
composed in the previously mentioned period. In the selection of works to be 
analysed, the author has endeavoured to be objective: among the compositions that 
were investigated in detail were both works which have gained broad recognition in 
performances, as well as opuses which are less known to musicians and listeners for 
varied reasons, but, considering their artistic significance, belong to the list of the best 
in this specific genre.∗ 

The  t o p i c a l i t y  of this research has required an objective necessity to 
perform a deep investigation in the varied stylistic development processes of 20th 
century music, which undoubtedly is one of the most important assignments of 
modern musicology. Various style manifestations are revealed most directly in this 
period by the musically diverse and artistically unique content. Musicologists in 
Latvia and other countries (for example, A. Klotiņš, I. Lūsiņa, J. Torgāns, I. Zemzare 
and J. Denisova, G. Grigorieva, M. R. Campbell, T. Levaya, J. Pasler, E. Shevlakov, 
M. Wehnert and others, see the bibliography), investigating and evaluating from many 
different views, have focused on Neoromanticism or the realization of the principal 
approach of the 19th century romanticism aesthetics and its expression in a new 

                                                 

   
∗ For a broader view of the trends of the creative work of all the Latvian composers analysed in the second, third, 
and fourth section, visit the home page of the Latvian Music Information Centre – H www.lmic.lvH.
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stylistic model and cultural-historical context. Their observations and conclusions 
have notably inspired the desire of the author of this research to investigate in further 
detail the stylistically multi-angular representation of the romantic artistic world 
perception in the symphonic music work created by modern Latvian composers. 

It also must be pointed out that, the choice to focus on the characterisation of 
neoromantic tendencies in the  f i e l d  o f  s y m p h o n i c  m u s i c  was made due 
to a few particular reasons. Symphonic music has always strived to be conceptual, 
highly generalized, and to speak of the relevant problems of the era. In the sphere of 
this genre, many Latvian composers have created a series of artistically vivid and 
noteworthy works, which, over time, have become classical treasures. That is why 
focusing directly on the neoromantic tendency in the stylistic development of 
symphonic music allows one to better understand its vitality and unique expression in 
the creative work of many composers in the last third of the 20th century. 

 
At the foundation of the development of the research was a  s t y l i s t i c             

a n a l y s i s  m e t h o d  of the selected symphonic compositions that was used to 
clarify the manifestation of the neoromantic tendency in Latvian symphonic music. 
Corresponding with the initial objectively available Latvian symphonic music as a 
whole, based upon the relation of the manners of expression used, many groups of 
compositions were identified and then, a hypothesis was established about the 
tendency of the romantically artistic world perception in one of the groups. Then, the 
stylistics of this group of compositions was compared with artistic and stylistic 
expressions of aesthetic ideas of romanticism from various periods of history that 
have already been confirmed in music research. That, in turn, gave a vital motive to 
the realization that the acquisition, stylistic adaptation and interpretation of this idea 
into a separate model of vivid symphonic works has progressively developed in the 
creative work of many composers in the last third of the 20th century. At the same 
time it clarifies and analytically generalizes what important overall cultural-historical 
factors have influenced the genesis and development of the considered tendency in the 
stylistic evolution of Latvian symphonic music in the last third of the 20th century. ∗ 

In that way, over the course of selecting symphonic works for analysis, the 
process has allowed the ascertainment of such typical formation and dramaturgical 
solutions, music language concepts and their uniqueness of intonation, characterising 
Neoromanticism as a vivid and artistically very varied represented  s t y l e                        
t e n d e n c y  in Latvian symphonic music in the last third of the 20th century. The 
tendency, whose analytical characterisation allows one to better understand the 
specific period of history, the context of the cultural-historical situation in the above 
period, and, at the same time, many significant and stylistic development features in 
the history of Latvian symphonic music. The modelling of the romantically artistic 
world perception stylistics that it contains has always been current and immersion in a 
broader examination of this question involving, also, the theme of the research, allows 
for a precise revelation of the specifics of the traditions of the classical genre creative 
works in Latvian music from the beginnings of the expression of these traditions even 
until today. 

 

                                                 
∗ Analysed over the course of the development of this research, developed familiarization with the whole of the 
symphonic compositions of Latvian composers in the last third of the 20th century, over a lengthy period of time 
collecting and summarizing information, as well as analysing many specific scores. An overview of the 
information collected or a catalogue of Latvian symphonic music compositions based on genre is presented in the 
1st appendix of the research paper. 
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In the  i n t e r p r e t a t i o n  o f  t h e  c a t e g o r i e s  o f  t h e  s t y l e, 
from which emerges the proposed stylistic analysis method of the music, the author of 
the research has critically evaluated those conclusions which have been, until now, 
reflected in two methods of research in musicology. 

In the first case there are approaches that are reflected in theoretical works, 
developed in the second half of the 20th century, by such Russian musicologists as 
Sergei Skrebkov The Artistic Principles of Musical Style (Художественные 
принципы музыкальных стилей; 54), Mikhail Mikhailov Style in Music (Стиль в 
музыке; 51), and in the book by Eugeny Nazaikinsky Style and Genre in Music 
(Стиль и жанр в музыке; 52). The books and writings of musicologists such as 
Ludvigs Kārkliņš (38), Marina Lobanova (44), Tamara Levaya (41), Vyacheslav 
Medushevsky (49; 50), Valery Sirov (55), and others, were taken into consideration, 
which, directly or indirectly, are dedicated to the varied problems of style and its 
specific manifestations in music. 

In the second case there are musicological research papers of varied nations, 
some more familiar, some less familiar, dedicated to various European New Era 
periods of history, including also specific expressions of style. Among them are, for 
example, The Historical Fate and Music of Romanticism (Исторические судьбы 
романтизма и музыка) by Russian musicologist Igor Belsa (35), Music in the 
Baroque era. From Monteverdi to Bach by the American musicologist of German 
descent Manfred Bukofzer (4), The Style Problems of Soviet Russian Music in the 
Second Half of the 20th Century (Стилевые проблемы русской советской музыки 
второй половины 20 века) by Russian musicologist Galina Grigorieva (36), The 
Classical Style in the Music of the Eighteenth – Early Nineteenth Centuries. Self-
consciousness of the Epoch and the Musical Practice  (Классический стиль в 
музыке XVIII – начала XIX веков. Cамосознание эпохи и музыкальная практика) 
by Russian musicologist Larisa Kirillina (39), Theatre and Symphony. The 
Significance of Opera in the Genesis of Classical Symphony (Театр и симфония. 
Роль оперы в формировании классической симфонии) by Russian musicologist 
Valentina Konen (40), Nineteenth-Century Romanticism in Music by American 
musicologist Ray Longyear (19), Eastern European Music in the 17th – 18th 
Centuries in the Context of other Forms of Art (Западноевропейская музыка 17-18 
веков в  ряду искусств) by Russian musicologist Tamara Livanova (42), The Musical 
Baroque of Western Europe: Problems of the Aesthetic and Poetics 
(Западноевропейское музыкальное барокко: проблемы эстетики и поэтики) by 
Russian musicologist Marina Lobanova (45), Classic Music: Expression, Form and 
Style by American musicologist Leonard Ratner (24).  

In the listed theoretical literature, the concept of style as a defined, historically 
objective and, at the same time, as an individually subjective established characteristic 
method of artistic expression on the analytical basis, is usually evaluated from two 
points of view. First, as a purely musical phenomenon, which manifests itself in some 
collection of compositions and is concretized based on definite specific methods of 
music expression – harmony, manners of execution, creation, dramaturgical 
principles, genre intonation structures – definitions and for characteristic methods of 
expression. Second, as a phenomenon, which, with varied changing relationships with 
other processes, allow one to make judgements about the basic leading aesthetic 
points of view of a particular period in a cultural-historical space in varied spheres of 
a person’s life, not just in their artistic work. Altogether, the author of this research 
paper has attempted to create such points of exit for the analysis of the selected music, 
which includes in it a more or less balanced use of both listed methods, paying 
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particular attention to the previously listed overall cultural-historical context of the 
first and second half of the 20th century for the analysis. Also relating to that 
research, the concepts of  m o d e r n i s m  and  p o s t m o d e r n i s m  are broadly 
used and interpreted as important key words in the revelation and analysis of the most 
important processes of 20th century artistic creative work. 

Corresponding with the opinion reflected in this research work (which is 
argued further in the first section of this work), the postmodernist period of art as a 
whole is characterised by many critical evaluations of the idea of modernism in the 
first half of the 20th century in a very wide stylistic and cultural context. This kind of                              
P o s t m o d e r n i s m  in the last third of the 20th century can also be considered as 
a concept, which indicates the unique situation in which the artistic creative process 
arrived in almost all of the nations of Europe and the United States after intensive 
experimentation and attempts to create a new language in the first half of the 20th 
century, the time of the flourishing of the idea of modernism. After the intensive 
cultivation of the aesthetics of modernism, the reflection of doubt of varied previously 
presented novelties in the creative work of artists, can be evaluated mainly as a 
powerful  f a c t o r, whose influence gradually began many new style tendencies in 
parallel, including also  N e o r o m a n t i c i s m  i n  m u s i c. Along with that, in the 
history of the creative work in the genre of Latvian classical concert music, the 
tendency of Neoromanticism in the last third of the 20th century can be considered a 
clear continuation of the influence of 19th century romanticism, which dominated 
until the 1950s and was only briefly interrupted by the adoption of the experience of 
fragmentary modernism in the 1960s and the following decades. ∗ 

                                                 
∗  Regarding the previously stated, it must be noted that the use of the  s t y l i s t i c  a n a l y s i s  of music label 
(in Russian - с т и л е в о й  а н а л и з) in this Doctoral work is adopted and originally adapted from the points of 
view expressed in Mikhail Mikhailov’s  significant paper Style in Music (51; 119–183), as well as the points of 
view expressed in Galina Grigorieva’s work The Style Problems of Soviet Russian Music in the Second Half of the 
20th Century. Along with that, in G. Grigorieva’s writing, the approach of music stylistic analysis presented and 
described by M. Mikhailov is already clarified and defined as a  m e t h o d  o f  m u s i c a l  a n a l y s i s  or an 
actively proposed and open to critical evaluation analytic work as a whole, with the goal of proving the basis of the 
completed observation and the correctness of the offered concept in the framework of the declared themes – the 
concept of style and the individuality of the practical expression in the genre of classical music in the  second half 
of the 20th century (36;  6–26). At the same time, it must be pointed out that the author has determined the use of 
the stylistic analysis method in this doctoral work by acknowledging the fact that in many ways, this method 
contrasts with the expressed points of view regarding the concept of style presented, for example, in the writings of 
M. Mikhailov and G. Grigorieva, as well as other musicologists. Since the point of view of this research – the 
tendency of one style in Latvian symphonic music in the last third of the 20th century in the context of specific 
history and other tendencies – required the development of a different approach and criteria in the selection of 
musical materials and stylistic analysis. 
               The selected method of music material analysis in this research paper is mainly identified as stylistics, 
noting some nuances of terminology when translating the word стилевой from Russian to Latvian. In the most 
recently published Latvian Svešvārdu vārdnīcā (Dictionary of Foreign Words), it states that the term stilistisks 
(stylistic), based upon its meaning, relates to 1) to style, 2) to stylistic (see Svešvārdu vārdnīca. Riga: Jumava, 
2005. page 568).  In that way, its use in Latvian can have at least two terminological and linguistic meanings, and 
the author of this research paper (corresponding to the objective goal and assignments of the analysis) has selected 
the first. For the most part, the designation stylistics is distinguished from the concept of style in the sources in the 
text. In accordance with the expressed approach, stylistics is a union of separate vivid methods of expression of the 
representations of styles, which reveal some individual style or significant tendencies in an artistically defined and 
specific collection of music compositions, which directly or indirectly correspond to related processes in the 
formative work of other artistic and cultural spaces.                             

It must also be pointed out that, in the development of the methodological point of view of the research, 
the orientation was mainly towards representations of Russian musicological theories of the category of style, 
involving objective, historically defined close links that exist between Latvian and Russian music science in many 
different fields. Along with the familiar theoretical concepts of Russian musicologists regarding questions of style, 
there have had a notable influence on the presented theoretical base point of view by, for example, these American 
musicological research papers – the collection of scientific works The Concept of Style by Berel Lang (Lang, B. 
[ed.] The Concept of Style. Pennsylvania: University of Pennsylvania Press, 1979. 224 p.) and the paper by 
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Altogether, in the four sections of this research paper, the following  t h e s e s  
are discussed: 

 
1) Romanticism, established in the 19th century, is a dominating culturally-

historically significant paradigm of artistic expression. In its specific musical 
language, with specific methods of expression, a characteristic of the works of many 
different genres has been the manifestation of a socially and culturally-historically 
objective realization and, in the artist’s creative work, a precisely perceived 
contradiction between many different, often radically contrasting spheres of images, 
as well as postulating some ideal, often impossible in reality, categories of the 
existence of eternal beauty in the life of a person. Both in the development process of 
the artistic creation dialectic, as well as in the influences of many different important 
external factors, this paradigm of artistic expression has regularly been realized in 
compositions of varied genres of many of the best known 19th and 20th century 
composers in Europe. 

 
2) From the aspect of the artistic methods of expression, examining the works 

of music in the classical genre in the 19th century, the dominating style tendency can 
be understood and evaluated sufficiently objectively and analytically as being how to 
represent Romanticism in its many internal development phases. The new cultural 
traditions of many European nations, including the specific cultural-historical factor 
in Latvia, are influenced even still in the first third of the 20th century, when, in the 
creative work of many composers, a unique national-romantic aesthetic and style 
model continued to exist. Even later, in the mid and last third of the 20th century, 
many Latvian composers, mainly of the older generation, consequently continued to 
develop characteristic features of the 19th century romantic style in their creative 
work. In that way, they confirmed their affiliation with a particular school, with its 
associated creative traditions and aesthetic concepts and fulfilled the post-modern 
period music culture with unique, and, at times, artistically vivid relict layers in 
stylistics. 

 
3) After some loss of the 19th century romanticism aesthetic and the urgency 

of style in the first third and middle of the 20th century, mainly in European countries 
with more ancient cultural traditions, in the last third of the 20th century, many, both 
purely musical (conditional to the specific regularity of the evolution of the musical 
language) as well as varied non-musical (social, cultural) factors influence composers 
of many nations, including many Latvian composers, in whose creative work can be 
observed the principles of the romantic world view realization in a new stylistic 
model in the context of a post-modern cultural situation. 

 
4) The realization and manifestation of the cultivated universal artistic 

expression paradigm of Romanticism of many European countries, including also the 
corresponding style tendency in the creative work of Latvian composers in the last 
third of the 20th century, leads one to analytically perceive the musical language of      
N e o – r o m a n t i c i s m  in the sense of its unique semantics. Many different style 
elements synthesizing the neoromantic trends of the language of music reveal a 
characteristically specific intramusical stylistic context in the whole post-modern 
period of art. Both as an inwardly closed, as well as an artistic expression in the sense 
                                                                                                                                            
Leonard Meyer (Meyer, L. B. Style and Music: Theory, History and Ideology. Chicago: The University of Chicago 
Press, 1989. 385 p.). 
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of perception maximally open to the union of analytical operations, it contains within 
itself clearly perceptible signs or references to the external cultural-historical factors 
that were influential in the creation of a specific work of art, to the intertextual link to 
elements characteristic of the musical styles of varied eras and composers, and, with 
whose help, the romantically artistic world view realization in a new vividly 
characteristically stylistic version of the sound art of its era has been confirmed. 

 
In that way, corresponding to what is expressed in the proposed theses, the 

neoromantic tendency in instrumental music, in the sphere of the symphonic music 
genre, clearly, and at the same time, very discretely reflects the characteristic                   
s t y l i s t i c  r e t r o s p e c t i v i s m  and  i n t e r t e x t u a l i t y  (a broader 
explanation of this term is given in the fourth sub-section of the first section of this 
research paper) of the postmodern period of art. It is the creation of compositions with 
such an expression, which evokes defined  a s s o c i a t i o n s  and  s t y l i s t i c                   
a l l u s i o n s  with its historical prototype, the music of romanticism created by 
varied composers in the 19th century, at the same time reflecting in an, on principle, 
contrasting stylistic model the acknowledgement of the romantic artistic paradigm. 

The previous statement means that, for example, the methods of expression 
characteristic of the style of romanticism, fully developed in 19th century symphonic 
music, with such typical creation and dramaturgical principals in the genre of 
symphonies, instrumental solo concerts, and poems, and how it will be proven in the 
analysis of diverse facts and musical materials over the course of the four sections of 
the research paper, have been proven current and significant in the creative work of 
many of the composers of the last third of the 20th century. Still, under the influence 
of the aesthetic ideas of, mainly, the first half of the 20th century, diverse                              
n o v e l t i e s  i n  t h e  l a n g u a g e  o f  m u s i c  (for example the principle of 
dodecaphony and its varied modifications, deeper searches in in the artistic modelling 
of the sound timbral acoustic phenomenon, free notation techniques of musical 
materials in the layout of space and time, the use of diverse scales in the creation of 
new modal systems) have been created in the framework of the post modern situation 
in the creative work of every composer, originally and diversely synthesized with 
separate elements of classical romantic music language that have been developed 
fully in previous centuries both purely structural (tonal harmony, textural, 
compositional, genre) and substantially intonational. 

 With the implementation of this kind of musical language, the contradiction 
characteristic to the romantic artistic world view of diverse, often radically contrasting 
spheres of images, a desire to postulate some ideal existence of categories of eternal 
beauty in the consciousness of people, many of the composers of the last third of the 
20th century have assigned a different expression of the themes of romanticism, a 
meaning contrasting with the music of the 19th century. Not just only directly 
expressing the experiences of one’s soul in romantic expression, but, in the trends 
characteristic of Romanticism, to update the interest of the values and the beauty of 
music of bygone eras, in the resolution of these themes and to not refrain from 
subjective artistic interpretations and the reflection of feelings rooted in personal 
experiences, at the same time actively synthesizing varied methods and approaches of 
expression – that is the hidden motto of the reflected neoromantic tendency of works 
of music, which is presumed and analytically presented in this research paper. The 
main goal is to attempt to explain what have been the most important artistic results of 
this stylistic interpretation of the themes of romanticism and what conclusions do 
these results lead one to express. 
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Of course, the definition in this research paper of Neoromanticism as an 

artistic and stylistic phenomenon can be considered only one of the possible 
definitions given in the resolution of the theme. In general, the author’s belief that the 
major  n o v e l t y  of this work is that the question contained about the expression of 
the romantic artistic world view in a specific model of a tendency of style in Latvian 
symphonic music in the last third of the 20th century is, for the first time, 
comprehensively discussed in the genre of scientific research by fully analysing the 
broad range of symphonic works by Latvian composers. In the first section of the 
research paper, the significance of the 19th century factor of romanticism on the 
history of the stylistic development of Latvian symphonic music is characterised in 
detail, from the beginnings until modern times. The second, third, and fourth sections 
are created as analytical studies, where the genesis of the tendency of 
Neoromanticism and the diverse stylistic expressions in the creative work of Latvian 
composers and in the stylistic development backdrop as a whole in the examined 
period of history – in the last third of the 20th century – is thoroughly examined. 

 
The  p r a c t i c a l  u s e  possibilities of this research are varied. The 

performed characterisation of the expressions of Neoromanticism could be useful to 
the further expansion of the concept of diverse style tendencies in 20th century music 
and the whole of the creative work history of the of the European classical genre’s 
concert music. The analysis of the symphonic works of Latvian composers can serve 
as useful material to augment a Latvian music history course in educational 
institutions of many levels.  
 
 

DOCTORAL WORK CONTENTS 
 
 
This Doctoral work is made up of an introduction, four sections, a conclusion, 

and a list of literature – a total of 158 pages and the following attachments – 1) a list 
of the works of Latvian composers composed in the last third of the 20th century, 
noting the works that display neoromantic trends 2) eleven symphonic compositions 
form schemes analysed in depth in the research paper, 3) music (sheet) examples – 
altogether – 258 pages∗ 

In the  I n t r o d u c t i o n  of the doctoral work, one will read of the goals 
and assignments of the work, characterized research methods, the author’s clear 
position on the interpretations of style categories involving the analysed neoromantic 
tendency in Latvian symphonic music, as well as formulated theses to be defended.  
 
1. The romantic factor in the genesis of Latvian symphonic music in the context 
of the experience of other European nations 
   
 In the first section of the research paper, there is a diverse analysis of the 
developed    r o m a n t i c  s t y l e  in the creative work of composers of the nations 
of the oldest cultural traditions of 19th century Europe as a significant factor in the 

                                                 
∗ In addition to the listed attachments, a list of all the audio recordings of symphonic works of Latvian composers 
analysed in the second, third, and fourth section has been prepared and all the recordings are publically available in 
the recording library of the Jāzeps Vītols Latvian Academy of Music. 
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genesis of Latvian symphonic music and further development in the 20th century. 
Why was the blooming 19th century national-romantic aesthetics and stylistics so 
significant in the first period of development of Latvian symphonic music, as well as 
in the spheres of other genres, and how, in this context, did the other artistic creation 
processes in Latvia appear – answers are searched for these questions, in a          
concentrated way, characterizing, in the context of the experiences of other European 
nations, the most important stylistic regularities in  t w o  p e r i o d s  of the history of 
Latvian symphonic music: 1) from the beginnings until 1940, and, approximately, a 
decade and a half after World War II, 2) The second half of the 20th century (mainly 
the last third). Particular attention is paid to examination of the most vivid 
characteristics of the  M o d e r n i s m  and the  P o s t m o d e r n i s m  period art 
stylistics in the corresponding periods of the 20th century, both in Latvia, as well as 
European countries with a more ancient cultural tradition, as well as in the United 
States. In accordance with the selected approach of the author of this research paper, 
the usage of the concept of Modernism and Postmodernism, involving the 
development process of stylistics in art, the perception of an expression of many 
different, though closely related, processes of a broad cultural space is accented. This 
kind of approach has allowed the avoidance of an excessive immersion into a rare 
enough hermetic frame of a concrete work of art and viewing the collection of works 
of varied genres of art both as the creators of an overall cultural space context, as well 
as an aesthetic fundamental viewpoint of this context vividly reflecting in diverse 
tendencies and in the most minute trends. 
 
1.1. The handover of the aspects of the 19th century style of Romanticism and its 
expression in the first period of development of Latvian symphonic music  
   
 In this sub-section, particular attention is paid to the fact that, in the first 
historical period of Latvian symphonic music until 1940, and the first two decades 
after World War II, the dominating style tendency in Latvian symphonic music was  
N a t i o n a l  R o m a n t i c i s m, which was one of the characteristic edges of the 
expression of the aesthetic and style standard of 19th century Romanticism. While 
collecting the information gathered over the course of developing this research work, 
the realization was expressed that an absolute majority of the composers of this 
period, for example - Jurjānu Andrejs (1856–1922), Jāzeps Vītols (1863–1948), Emīls 
Dārziņš (1874–1910), Emilis Melngailis (1874–1954), Alfrēds Kalniņš (1879–1951), 
Jāzeps Mediņš (1877–1947), Jēkabs Mediņš (1885–1971), Ādolfs Ābele (1889–
1967), Jānis Mediņš (1890–1966), Pēteris Barisons (1904–1947), Jānis Kalniņš 
(1904–2000), Volfgangs Dārziņš (1906–1962), Jānis Ivanovs (1906–1983),  Bruno 
Skulte (1905–1976), Ādolfs Skulte (1909–2000) – in the period from 1880 (the year 
that the first Latvian symphonic score was finished – Jurjānu Andrejs’ Simfoniskā 
allegro [Symphonic Allegro]) even until 1940, mainly have cultivated in their creative 
work one of the style facets of 19th century Romanticism – a symphonic poem, 
created in a  l y r i c o- e p i c  trend, in its many modified variations (programmatic 
portrayal, ballad, vista, and others), as well as paying comparatively more attention to 
the refining of the lyrically psychological or dramatic miniature landscape genre. 

In that way, with separate rare exceptions, it is deduced that the interest of the 
most composers of varied generations over a long period of time – approximately 
sixty years – was earned by genres which offered the composer an opportunity to 
speak, in the language of music, of the cultural-historical experience of their people 
and about the unique splendour of the land of their birth. Along with that, in the sense 
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of musical language, Latvian composers, with a greater or lesser claim to artistic 
originality, had adapted in their compositions the tonal harmonies, homophony and 
homophony-polyphony texture principles and formulation and dramaturgical concepts 
of well known or lesser known composers of other nations in the second half of the 
19th century – particularly French, Russian and German composers – who had 
developed these in their creative work and, at that time, had refined them to a 
particular aesthetic entirety. The unique intonation codes, also characteristic of this 
musical language, allow one to recognize either an only formal, or, at the same time, 
deeply substantial, belonging to one of the edges of the style of Romanticism – the 
confirmation of the principal attitude of the national aesthetics of Romanticism. 

Only at the end of the first period did the symphonic works of Latvian 
composers such as Pēteris Barisons (the Second, Romantiskā (Romantic) symphony) 
and Jānis Ivanovs (the first four symphonies) display a delayed second, and, in the 
opinion of the author of this research paper, most important, representative facet of 
the 19th century style of Romanticism – an expanded musical proclamation, created 
in a dramatically conflicting expression, which, in various ways, relates to 
characteristic methods of expression in the music of the later romantic style of well 
known composers of other European nations (for example, J. Brahms, A. Bruckner, P. 
Tchaikovsky, G. Mahler, A. Scriabin, R. Strauss). Regarding the question as to why 
the creative work in the Latvian symphonic, as well as other classical genres, was, 
even until 1940, dominated by a national and idiosyncratic academic Romanticism 
style, it is explained in this research paper with the following, based on the 
consequential circumstances of the unique Latvian cultural-historical situation, which 
existed in Latvia in the last third of the 19th century and first third of the 20th century.  

 
1) In the genesis of the creative works of the classical concert music genre in 

the last third of the 19th century, similar to literature and visual art, the first attempts 
by professional Latvian composers were clearly rooted in the overall characteristic 
stylistic resolution of Romanticism, which, along with the most aesthetically refined, 
and, in the sense of perception, the most complex, forms of expression, offered also 
the opportunity for democratic artistic communication. Still, as a whole, in the last 
third of the 19th century and the beginning of the 20th century in Latvia, not 
considering the dominating national-romantic aesthetically based, altogether intensive 
symphonic creative works, this method of communication was, objectively, most 
successfully reflected in choir music. That very sphere of musical works was the most 
significant promulgator of the spirit of the national cultural awakening, manifesting 
the birth of the unique song festival tradition and its long term development onto the 
background of the nations of Europe and the world. Additionally, there is a basis to 
consider that this situation was facilitated by certain particular socio-political 
circumstances that existed in Latvia during the initial period of the formation of a 
national culture and an independent nation. 

In contrast to other ethnic groups who, in the 19th century, were renewing 
their national uniqueness and statehood (such as the Czechs, Slovaks, Hungarians, as 
well as the Lithuanians and Estonians), Latvians, even until the proclamation of an 
independent state in 1918, were a people that were principally divided up into many 
administrative territories in Czarist Russia, and the major portion of the Eastern    
Latvia territory (Latgale) was, for a long time, under the influence of a Slavic cultural 
space. This reason facilitated further the centripetal process in Latvian society, and, in 
professional music compositions, choir music, which was somewhat democratic and 
easily understandable to all, was one of the most direct reflectors of this process. The 
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first classical Latvian composers of varied generations became organically involved in 
this process, and their contribution, with a mainly national Romantic and lyric 
psychological expression channelled in choir music, is truly    broad in its scope and 
of a very high artistic quality. Still, at the same time, it must be noted that 
involvement in the choir and overall vocal music genre objectively stole their 
opportunity to express themselves more often and in stylistically more diverse ways in 
the field of instrumental music. Along with that, for a long time, the growth of this 
field lacked an elementary, stable professional base, which could have been validated 
by a symphonic orchestra with a long history, having earned the attention of varied 
levels of Latvian society, as well as other cultures.  

 
2) An important, and, in certain aspects, conclusive role in the national 

Romantic aesthetics and the beginning development in the stylistics in the field of 
symphonic music creation was also the close involvement of the Latvian classical 
concert music genre composers Jurjānu Andrejs and Jāzeps Vītols with the definite, 
and, considering the background of their era, the overall conservative academic and 
national Romantic traditions of the second half of the 19th century, which were 
broadly spread throughout many nations in Europe. It was, for a long time, dominated 
also by, for example, the St. Petersburg Conservatory, founded and, for many years, 
directed by Russian composer and music theoretician Nikolai Rimsky-Korsakov 
(1844–1908), in whose atmosphere J. Vītols gradually became a noteworthy 
composer and music teacher. Upon J. Vītols’ return to the land of his birth, founding 
and, for many years, directing the Latvian Conservatory, as well as its composition 
class, it was only natural to realise those concepts, which, until that point, had been 
assuredly tested in theory as well as in practice. 

Of course, separate echoes of the aesthetics of modernism and its varied 
stylistic characteristics fragmentarily expressed themselves in separate works of  
diverse genres of composers of this period – for example the choir music of               
J. Zālītis, the piano music of L. Garūta and V. Dārziņš, and the symphonic music of J. 
Ivanovs. Still, these echoes contain only separate methods of musical expression (for 
example, harmonies, textures, form creation), as opposed to the confirmation of a 
conceptual turn towards those tendencies of Modernism, which, in the period up until 
even World War II, quickly developed in the nations of Europe with an ancient 
cultural tradition, such as France, Italy, Russia and Germany. 
 

3) It must be pointed out that, in literature and visual art, as has been       
confirmed by many contemporary research projects, the situation was principally 
different, since in these forms of art, in the first third of the 20th century, along with 
the development of Romanticism and Realism, one could also see beginnings of the 
domination of the aesthetics of Modernism in the European nations of the most    
ancient cultural traditions, as well as the echoes of characteristically diverse stylistic 
concepts. It has been thoroughly investigated, for example, in Trends of Modernism in 
Latvian Literature (Modernisma virzieni latviešu literatūrā; 27), the expansive 
research by literature specialist Broņislavs Tabūns, in the first and second volume of 
the most recent research of Latvian literary history (14; 15),  as well as the research 
and expressed views in the scientific publications to date of the visual art specialists 
Ruta Čaupova, Tatjana Kačalova, Eduards Kļaviņš and Stella Pelše (6; 9; 13; 23). 

 
4) Taking into consideration the previous statements, there is a basis to   

conclude, that a more frequent turn to radical, aesthetic and stylistic concepts 
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fundamentally contrasting to 19th century Romanticism in the classical genre    
creative work of Latvian composers, in truth, could only gradually and fragmentarily 
happen only in the second half of the 20th century, mainly since the 1960s. Firstly, it 
is due to both in the first period of Latvian independent democracy (1920-1934) and 
the authoritarian regime of K. Ulmanis (1934-1940), as well as in the period of    
Soviet occupation (1940-1991), not even considering the latest realized ideological 
terror events in the field of art, that, for a long period of time, in regular work in   
music education and in the upkeep over time of professional creative organizations 
(orchestras, choirs, opera, ballet theatre) there was a quite natural stimulation of the 
awareness of greater stylistic variety possibilities in the perception of composers, 
performing artists and listeners. Secondly, a few overall cultural-historical and    
socio-politcal external factors in this period of time particularly facilitated an          
accelerating development of these activities. As a whole, the most significant factors 
are: a) the Soviet occupation of Latvia as the gradual builder of the third national 
awakening of the Latvian people at the end of the 1980s, which also periodically 
influenced an increase in interest in a the possibilities of adoption of varied 
experiences in artistic creative work; b) the increasing threat of a local and global 
ecological catastrophe as the price of realized technological progress at the expense of 
nature, which clearly left an impression on the selection of a particular theme and its 
realization in varied works of art; c) globalization not just in economics, but also in 
culture, with even more active interaction processes of varied regions and         
traditions, which today has affected almost all the nations in the world. 
 
1.2 The tendencies of the Modernism aesthetics in the symphonic music of other 
nations in the first third of the 20th century      

 
This subsection accents that Modernism, as a branch of an artistic and stylistic 

pattern in the classical genre of music, at its foundation can be considered as pathos 
and, at the same time, principally a time of a search, full of deep                     
contradictions, for novelties, which correspond with related tendencies in philosophy 
(for example, existentialism, phenomenology, intuitivism, pragmatism, linguistic 
philosophy, etc.), a quickly growing belief in the opportunities offered by             
technological progress, changes in the socio-political system in many nations in the 
first half of the 20th century, particularly in the first third. It is stressed, that                    
M o d e r n i s m, in the first third of the 20th century, in the art of nations of Europe 
with the most ancient cultural traditions, postulated doubts of diverse stylistic 
expressions of an earlier era – cultural-philosophical points of view of not just     
Romanticism, but also Classicism and the Renaissance era, in its place inviting the 
belief in the possibility of an individual artistic progress in the most varied              
environments of socio-political regimes. Altogether, Modernism developed 
principally as a new, in contrast with methods and tools of expressions of previous 
centuries, postulating fundamental tendency in the whole of the creative work of 
artists of many European nations of the most ancient cultural traditions, noting both 
the unique development dialectics of every form of art up until this time, as well as 
the most significant overall cultural-historical development processes. 

Corresponding to the points of view expressed in this research paper, in the 
first third of the 20th century, in many symphonic works by composers of European 
nations, the most important style tendencies reflecting Modernism are considered           
N e o c l a s s i c i s m  (an expression characterization of the symphonic music of 
composers such as B. Bartok, F. Busoni, P. Hindemith, A. Casella, G. Malipiero,        
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S. Prokofiev, O. Respighi, I. Stravinsky, can be found on pages 40-43 of this research 
paper),  A v a n t - g a r d e  (an expression characterization of the symphonic music 
of composers such as A. Berg, J. Hauer, A. Schönberg, N. Roslavetz, A. Webern, can 
be found on pages 43-45 of this research paper), and the synthesis of classical 
traditions with new methods of expression, which mainly resulted in the musical 
expression of  E x p r e s s i o n i s m  –  in the broader meaning of this concept - (a 
characterization of the varied expressions in the symphonic music of composers such 
as A. Berg, P. Hindemith, S. Prokofiev, D. Shostakovich, can be found on pages 45-
48 of this research paper). It is in the expression of these very tendencies in the sphere 
of symphonic music that the fundamental points of view of Modernism have met most 
vividly, at the same time confirming also, that, at the time of the domination of these 
points of view, they were virtually unreflected in the creative work of Latvian 
composers in the first third of the 20th century. 
 
1.3 The evaluation of the 19th century stylistics and style of Romanticism from 
the point of view of the composers of the first third of the 20th century  
  
 This subsection focuses on an interesting historical fact – there was a survey 
of composers from many nations published in 1928 in the Polish magazine Muzyka, 
asking them to comment on the significance of 19th Romanticism in music history. 
Opinions were presented on this topic by, for example, French composers V. d`Indy, 
P. Dukas, A. Honegger, M. Ravel and A. Roussel, Italian composers A. Casella and 
G. Malipiero, Russian composers A. Glazunov, A. Grechaninov and N. Myaskovsky, 
the Czech composer J. Suk, Romanian composer G. Enescu, and Spanish composer 
M. de Falla (53). Varied comparatively conflicting opinions were notably raised in the 
synthesis of the most familiar classical traditions and novelties of Modernism –  in the 
opinion of the distinguished French symphonist A. Honegger: Romanticism is now 
considered a contemptuous phenomenon, from which to escape by any means 
necessary. However, Romanticism to me is what gives true inspiration. … I feel that 
cannot continue for long. A reaction is near. In my opinion, it will again be anti-
classical and anti-objective – it will be romantic! Additionally, Romanticism in this 
future era will contrast significantly to the Romanticism of Berlioz or Wagner… (53, 
267-268). 

As a whole, the opinions expressed in the analsysis lead one to conclude, that 
A. Honegger’s predicted and, in reality what happened, rebirth of the characteristic 
artistic world view of Romanticism into a new stylistic model in the creative process 
of the classical concert music genre in the second half of the 20th century could be 
realized in an already completely different cultural-historical environment, which, 
over time, has gained the designation of  P o s t m o d e r n i s m.  
 
1.4 The realization factors of the Romantic world view in the last third of the 
20th century in the context of the idea of Postmodernism   
       
 This subsection accents the conclusion about how the concept of 
Postmodernism at the start of the 21st century has still not gained a universally 
complete explanation. It is stressed, that, up until now, Postmodernism is most often 
characterized in a philosophical, and in the closely related aesthetic discourse of 
world view certification, in an attempt to connect the artistic creation phenomena with 
defined processes in societal organisation, religion, politics, economics, and other 
spheres of a person’s work. Characteristic examples are philosophical concepts 
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authored by American cultural specialists Fredric Jameson, (1934) and Ihab Hassan, 
(1925), philosopher and sociologist of German descent Jürgen Habermas, (1929), 
philosopher and French linguist of Bulgarian descent Julia Kristeva, (1941), well 
known French post-structuralists Jean Baudrillard, (1929-2007), Jacques Derrida, 
(1930–2004), Gilles Deleuze, (1925–1995), Jacques Lacan, (1901–1981) and Jean-
Francois Lyotard, (1924-1998).∗ 
 However, at the same time, it is concluded that familiarizing oneself with the 
many and diverse aspects, often times contradictory, of the philosophical reflection of 
Postmodernism theories, comparatively little attention until now has been paid to the 
question of what new and significant content concepts have been offered to our 
modern society in the second half of the 20th century (particularly the last third) by 
varied forms of art in all of their diversity of expression, particularly in the classic 
genres. This concept of content and the insufficient exploration of the form of 
materialization and multifaceted analysis is a basis for the situation, which anyone 
will come into contact with, who attempts to create points of account for an 
understanding of the deeper correlations between the individual and the existing 
processes of society life, current philosophical tendencies and current events in artistic 
creative work, and all the interaction between all the stated components and their 
mutual supplementation. It is expressed in the research paper, that, at this time, there 
are only a few sources that offer a specific view of the artistic expressions of 
Postmodernism. Among them, as an example, is the writing by Russian philosophical 
science PhD Nadia Mankovskaya – The Aesthetics of Postmodernism (Эстетика 
постмодернизма; 47), as well as the collection of works by multiple authors 
Postmodern Music /Postmodern Thinking, collected by American musicologists Judy 
Lochhead and Joseph Auner (18), and the paper by Russian composer Vladimir 
Martinov The Zone of Opus Posth or the Birth of a New Reality (Opus posth или 
рождние новой реальности; 48). 
 When comparing the understanding of the concepts of Postmodernism (Post-
modernity) in the cultural research of other types of art, such as literature and other 
broader research, it is concluded that, corresponding to this idea, it is possible to see 
two methods of approach. Postmodernism as an intellectually rational and often ironic 
game with specific signs and their meanings, the contents of one text creating 
associations with intertextual links with other texts – that is the often encountered 
explanation of this concept in the most narrow meaning in the research of literature. 
Postmodernism as the diversely realized intertextuality and stylistic synthesis in many 
realized tendencies in the sense of artistic expression – that is a broadening of the 
meaning of the concept, which, in turn, has been until now encountered comparatively 
                                                 
∗ For more information about the authors of the previously mentioned ideas of Postmodernism, as well as their 
diverse proposed ideas, please consult the following sources: Bodrijārs, Ž. Simulakri un simulācija. Riga: Jāņa 
sēta, 2000. 157 p..; Deleuze, G. Desert islands and other texts. Los Angeles; New York: Semiotext, 2004. 323 p.; 
Derrida, J. Paper machine. Palo Alto: Stanford University Press, 2005. 256 p.; Hassan, I. The Postmodern Turn: 
Essays in Postmodern Theory and Culture. Columbus: Ohio State University Press, 1987. 267 p.;  Habermas, J. 
The philosophical discourse of modernity: twelve lectures. Cambridge: Oxford: Polity Press, 1998. 430 p.; 
Habermas, J. The past as future. Cambridge: Polity Press, 2003. 185 p.; Jameson, F. Postmodernism or The 
cultural logic of late capitalism. Durham: Duke University Press, 1991. 438 p.; Kristeva, J. Postmodernism? 
Bucknell Review. 1980. Vol 25. N2. Pp. 136-141.; Lyotard, J. F. Toward the postmodern (ed. by R. Harvey,                
S. Roberts). New Jersey: Humanities Press, 1995. 256 p.;  Miller, J. A. (ed.)_The ethics of psychoanalysis. 1950-
1960th seminar of Jacques Lacan. London: Tavistock/Routledge, 1992. 342 p. It must be pointed out that, even in 
Latvia, more researchers are seen showing an interest in questions relating to the theory of Postmodernism. One of 
the most well known specialists can be considered the theatre specialist Valda Čakare – many publications have 
been dedicated to her questions relating to Postmodernism – for example Postmodernism and Modernism from the 
book Postmodernisms teātrī un drāmā (Postmodernism in the Theatre and in Drama). Riga: Jumava, 2004. pages 
11–27. 
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more often in the research of characteristic tendencies in the shared space of varied 
cultures (a broader analytical overview of this can be found in the previously 
mentioned writing by N. Mankovskaya – The Aesthetics of Postmodernism (47, 131-
150). In that way, by comparing diverse facts and concepts, it is concluded that it is 
only natural to accept the fact that attempts to arrive at one uniting common 
denominator, even when acknowledging the specifics of every form of art, it is still 
necessary to examine many different processes in a maximally wide angle of viewing. 
Only with such an approach it is possible to, in a more fruitful way, understand the 
functions and postulated value of art as creator of a cultural space in a particular 
period of history – in this case, the last third of the 20th century. 

Looking from the previously explained, more broadly held and valued,     
point of view of the concept of Postmodernism, it is proposed that the processes of   
artistic creation and cultural development in the last third of the 20th century display 
both the continuing expression of cultivated classical traditions of previous eras, as 
well as the provoked desire for rational experimentation in the frame of the              
aesthetics of Modernism, as well as attempts to, in the frames of diverse tendencies, 
or, in maximally individualized solutions, to realize a synthesis of an expressively 
understandable intertextuality and poly-stylistics. All of these varied tendencies and 
solutions in many different ways signal and indicate the existence of a very specific 
Postmodernism situation that had not yet existed in history. ∗ 

Any significant and identifiable tendency in the art of the Postmodern      
period of culture can be investigated both as a creator of a common context, as well as 
an important reflector of the most important aesthetic points of view, which in its 
own, at times in a very specific way, accumulate and modify these points of view. 
Neoromanticism in symphonic music, for a long enough period of time, was also able 
to offer the expression of an artistically very interesting postmodern aesthetic 
paradigm. And in Latvian music history, as was previously mentioned in the text, this 
tendency tramples some very vital characteristics determined by the local cultural-
historical context. 

The main unique characteristic in the development of the tradition of          L a 
t v i a n classical genre musical composition is, having happened under the influence 
of a definite cultural-historical process, the gradual adoption of the ideas of 
Postmodernism without the necessary serious and long term acquisition of the 
experience of the Modernism aesthetics. This peculiarity is vividly highlighted by the 
                                                 
∗ The term intertextuality used in this research paper is principally used with the meaning that was entered into 
circulation since the 1960s, thanks to the regular publications by French   linguish J. Kristeva on postmodern 
culture, art and aesthetic questions (see the previous). Altogether, in the analysis of the intertextual aesthetic and 
artistic processes, it is regularly used as a defined synonym of such designations as context, tradition, and allusion. 
At the same time, intertextuality is considered also as the expansion of an already familiar idea, and, at the 
foundation of intertextuality, is the idea that one text can be explained by another text, expressed with yet another 
text, and endlessly continuing on in that way. In the circulation of codes, any text can potentially be made into 
another texts intertext. Still, while not radicalising the meaning and significance of the concept of intertextuality, it 
can be concluded, that, in the works of art of the postmodernism period of culture, a notable acuteness has 
developed in the expression of the meanings of textual relations, which, additionally, often is directed towards the 
creation of poetic and stylistic allusions with characteristics of the styles of previous eras. In turn, in instrumental 
music, acknowledging its absolute abstract and verbally untranslatable nature, one of the most vivid expressions of 
intertextuality is the activation of the elements of diverse styles. Additionally, if the abstract music text itself is 
directed mainly to the creation of a retrospective stylistic allusion, then the stylistic prototype can be considered as 
the main object, which is indicated, and which is played upon and developed further in the text of a specific work 
of music. This reference also enriches the notions both on one, as well as on many, stylistically substantive 
qualities of compositions, and offers fruitful encouragements in the decoding of a particular text and in the 
evaluation of the aesthetic qualities. Also, as will be proposed further in the text, this trend is also created in the 
Latvian symphonic music tendency which is designated as Neoromanticism in this research paper. 
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almost immediate switch of the norms of the 19th century style of Romanticism with 
stylistic concepts of neoromantic trends in the creative symphonic work of Latvian 
composers of many generations in the last third of the 20th century. Along with that, 
the music language itself and all it creates in the complex of all of the varied methods 
of expression, the representative factors of Neoromanticism in symphonic works for 
the most part can be considered as a powerful echo, in its own way an allusion, to the 
sound art of 19th century Romanticism. It is an attempt to use the expression of 
musical imagery to postulate such similar solutions as the historical style of 
Romanticism, and the ideas of Postmodernism and postmodernistic feelings, 
permeating though an era, can be considered in a metaphorical conditionality. It is an 
invitation to an intellectually maximally mediated, along with that also a musical joint 
experience, requiring a distanced perception. In it, well known motifs and themes are 
played out with the goal to pay particular attention to the classical values and to the 
ideal maintenance of a problem, which has, at the end of the 20th century and the 
beginning of the 21st century, become more acute in all European nations and has 
become very current both in a deeply personal, as well as in an overall societal, 
important to all, point of view. 

The presented interpretation of the tendency of Neoromanticism is based upon 
the scientific writings and research published up until now of Latvian musicologists 
A. Klotiņš (12), I. Lūsiņa (46), J. Torgāns (56) un I. Zemzare (30), American 
musicologist M. R. Campbell (5), Lithuanian musicologist J. Antanavicius (31), 
Russian musicologists J. Denisova (37), G. Grigorieva (36) and T. Levaya (41), and 
Belarussian musicologist J. Lisova (43), as well as the writing on Romanticism in the 
respected encyclopaedia Die Musik in Geschichte und Gegenwart (29), and the 
writing on the summarised conclusions of Neo-Romantic (20) in The New Grove 
Dictionary of Music and Musicians by American musicologist J. Pasler. A closely 
meshed analysis with the overall characterization of the principal point of view of the 
period of Postmodernism, greatly assisting the clarification and developing a better 
understanding, is found in the second, third and fourth sections of this doctoral work, 
where there is an analysis of the realities rooted in the romantic world view and the 
dilemmas of discrepancies of the ideal sphere in the stylistic model in individual 
interpretations in the symphonic works of Latvian composers.∗ 

                                                 
∗ Related points of view to those expressed here can also be found in the texts of the 3rd volume of Latviešu 
literatūras vēsture (History of Latvian Literature), particularly in the sections on the processes of literary creation 
in the genres of prose in the period of the 1970s to the 1990s. The authors of this research particularly stress that 
the tendencies, which powerfully echo the aesthetics of Postmodernism, were developed in the creative work of 
many Latvian writers in the 1990s – a time of great changes, when there was a full change from the period of a 
political regime of totalitarian occupation to the formulation of a new society based upon democracy (16, 296-
321). Still, at the same time, in other sections of this volume, expressing conclusions based upon varied 
observations, there is an indication that the creation of the Postmodernism aesthetics in Latvian literature had 
already begun in the 1970s and 1980s, gradually becoming of the most vivid tendencies, whose essence in that 
way, or differently, has influenced the development of other tendencies (16, 95-113). G. Berelis, in his essay 
research paper on the history of Latvian literature, also directly and argumentatively concludes that the 
postmodernism aesthetics, in a seemingly hidden way, had already been born and began developing in the 1970s in 
Latvian prose. The most vivid representatives of this aesthetic, which interact with many different other tendencies 
and their characteristic methods of artistic expression, being realized in separate base points of view of 
Postmodernism, G. Berelis names Marģeris Zariņš and Regīna Ezera. In turn, commenting on the often 
contradictory explanations of the concept of Postmodernism, G. Berelis has accurately explained: There is no 
formula of Postmodernism, nor a definition, nor indications – we can only speak of processes, directions, 
tendencies, which are characteristic to all culture. Indications can contradict others fully, though, as a whole, it 
testifies to a paradigm shift in culture (2, 228). 
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2. The genesis of the tendency of Neoromanticism and the most vivid stylistic 
expressions in Latvian symphonic music at the end of the 1960s and in the 1970s 
 
 While clarifying the genesis of the tendency of Neoromanticim, the second 
section focuses primarily on the period from the end of the 1960s and the 1970s. 
During this time, many composers of the younger generation had convincing debuts, 
which, along with the waves of Neoclassicism and Neofolklorism (The New Wave of 
Folklore), and the active use of the compositional techniques of dodecaphony, 
sonorics, and aleatorics, were vividly represented by the genesis of the neoromantic 
tendency. Two compositions, taking into consideration their distinguished artistic 
quality, can be considered as very significant in representing the tendency of 
Neoromanticism. There works are the Concerto for violin and orchestra (1977) by 
Romualds Kalsons and Interplay (Sasaukšanās) for soloist group (piccolo, flute, oboe, 
bass clarinet, and French horn) and symphonic orchestra (1977) by Pēteris Plakidis.∗ 
2.1. The Concerto for violin and symphony orchestra by Romualds Kalsons 
 

The Violin Concerto by R. Kalsons is characterized by neoromantic 
expression, establishing the dramaturgic relief of the work, and the formation 
principles and the uniqueness of the musical language. On the level of the Concerto’s 
four movement cycle, a romantic world view manifestation is confirmed by a sharp 
contrast in the harsh, dissonant and grotesque musical image expression of the first 
two movements and and the third movement’s lyrically contemplative music, in 
whose central episode, like a magnificent lyro-epic painting, variations are created on 
the melody of an ancient Latvian wedding song. The quoting of a folk song in the 
central episode of the third movement of the Violin Concerto by R. Kalsons plays a 
vital role in the reminiscing on the beauty of the music of the past. That gives the 
intention of the composition a universal, super-personal aspect to the musical image 
modelling of the romantic world view. In turn, in the fourth and final movement of 
the Concerto, a unique intonation arc is created with the music of the first and second 
movements. That is particularly accented in the expression in the characteristically 
open form of the composition, the nonexclusive aspect of the inner and outer conflict 
(a more detailed characterization of the previous statement can be found in the second 
appendix of the research work in the layout of the form schemes of the movements of 
the Violin Concerto by R. Kalsons). 

In the detailed analysis of the Violin Concerto, other methods of expression 
are also characterized which reveal the neoromantic stylistic of the work – varied 

                                                 
∗ In this, as well as in the third and fourth sections of the research paper, when analysing the uniqueness of the 
stylistics of symphonic works, conclusions and terminology were used such as – conflict, contrast, parallel, 
monodramaturgy – which were expressed as new methods of dramaturgy in the classical genre of concert music 
in the second half of the 20th century by V. Holopova (58). Particular attention is paid to the aspects of dramaturgy 
is based upon the idea that, the characterization of dramaturgical regularity in the analysed works can be 
considered as a significant aspect in the revelation of the cognizable style phenomenon, as well as for the reason 
that, to explain in what way classic and new methods of dramaturgy are expressed and interact directly in 
symphonic music representative of the tendency of Neoromanticism. Altogether, an understanding of dramaturgy 
in instrumental music in this research paper is based upon the conclusions which were formed in their times by the 
Russian musicologists V. Bobrovsky, T. Livanova, V. Medushevsky and T. Chernova. Accenting the meaning of 
the dramaturgical aspect in the revelation of the uniqueness of the style was used also by the conclusion at that 
time of I. Bite (Leite) that dramaturgy as an internal form of a composition, or, as contents against the 
materialistic constructive aspect of a composition and as a form in a relation against the concretisation of a whole 
artistic image (17, 37-38), and the thesis of V. Sirov on style – idea and style – material, two edges, representative 
of the styles, which, in a composition, are mutually united and concretized in the layer of dramaturgy (55, 142), as 
well as the formulated conclusion by L. Kārkliņš on the mutually supplementing relationship between symphonic 
dramaturgy and symphonism (10). 
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vividly intoned marks of the genre in the main themes of in the movements of the 
cycle, an orientation to a form on a tonal mode basis, which includes separate sonoric 
and aleatoric elements. While highlighting the particular meaning of the Violin 
Concerto, other symphonic works of R. Kalsons are examined. They are the 
neoromantic stylistic confirming symphonic episode Before Leaving (Pirms 
aiziešanas) (1966), based upon the poems of Turkish poet Nazim Hikmet (1902 – 
1963) of the same title, Romantic Poem (Romantiskā poēma) for symphony orchestra 
(1968), Concerto for cello and symphony orchestra (1970), Poem Fantasy (Poēma 
fantāzija) for symphony orchestra (1975), Symphonic Variations (Simfoniskās 
variācijas) for piano and orchestra (1978), Retrospection (Retrospekcija, 1980) and 
Concentric Lines (Koncentriskas aprises, 2000).   

In contrast to Neoromanticism, other tendencies in the creative symphonic 
work of R. Kalsons are Neofolklorism and Neoclassicism. The stylistic aspects of 
Neofolklorism in the symphonic music of R. Kalsons are displayed in the music of the 
previously mentioned Symphonic Variations for piano and orchestra, as well as the 
suites for symphony orchestra Wedding Songs (Kāzu dziesmas, 1979), Songs of the 
Annual Traditions (Gadskārtu ieražu dziesmas, 1985) and Wedding Songs (Precību 
dziesmas, 2003). At the foundation of all those works is a stylistic play upon specific 
folklore materials, expressed with diverse methods of expression, and the goal of the 
usage of these is to highlight the uniqueness of intonation contained within them, the 
freshness of the sound in the texture of an orchestra. In turn, the characteristic 
expression of Neoclassicism is contained in the Symphony No. 1 for chamber 
orchestra (1981), Concerto for clarinet and chamber orchestra (1982), Symphony No. 
2 Finnish Symphony for chamber orchestra (Somu simfonija, 1992), Polyphonic Study 
(Polifoniskā studija) for chamber orchestra (1992), Concertino serio e buffo for two 
piccolo trumpets and chamber orchestra or organ (1993) and Concerto grosso 
Hendeliana for violin, viola, cello, and chamber orchestra (2003). The interaction of 
varied stylistic tendencies can also be observed in the four symphonies of R. Kalsons 
(1965; 1968; 1972; 1974), though the overall artistic meaning can be considered more 
the creative approbation of represented stylistic resolutions of diverse works of other 
genres. 
 
2.2. Interplay (Sasaukšanās) by Pēteris Plakidis for soloist group and symphony 
orchestra 
 
 Similar to the creative work of R. Kalsons, the reflections of diverse style 
tendencies can also be observed in the symphonic work of P. Plakidis. The main 
contexts of these tendencies are two characteristic spheres of expression. The first 
sphere is characterized as unrushed, but still full of imagery and a brisk flow of 
musical thoughts (Legend, Interplay). Vivid examples of these were the poem type 
compositions in the 1980s and 1990s, such as Canto (Dziedājums, 1986), Glance 
Back (Atskatīšanās, 1991), and Intrada for clarinet and orchestra (1992). In turn, the 
expanded lyric-epic trends in Variations (1996) were expressed with some 
dramatically harsh features of musical expression. The second sphere of expression is 
characterized by the sound of the orchestra in a very thin texture, magnificently 
transparent polyphonic sound writing games, revealing inexhaustible possibilities of 
the creation of a varied image discourse. These, for example, are created in the 
Concerto for two oboes and strings (1982) and the Concerto Ballade for two violins, 
piano and strings (1984), a compelling and surprisingly vital union of Latvian folklore 
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and Baroque intonations in the model of a classic polyphonic form (canon, fugue, 
fugetta). 

It is observed, that the P. Plakidis’ composition Interplay for soloist group – 
piccolo, flute, oboe, bass clarinet, French horn, and symphony orchestra (1977)    
contains the previously mentioned synthesis of the methods of expression. The result 
of this synthesis is the creation of one of the first and most vivid examples of the 
tendency of Neoromanticism, which, together with Violin Concerto by R. Kalsons, 
confirms the genesis of the tendency of Neoromanticism in Latvian symphonic    
music in the last third of the 20th century. 

The orientation to the characteristic principles of expression of the romantic 
artistic world view in the work Interplay  mainly represents an imaginative hope: with 
specific tools of musical expression, the creation of an association of the visible 
shepherd interplay pastoral, found in the traditions of folklore (where the expression 
can be seen, these are represented by five solo instruments in the three outer parts of 
the composition), contrasting with the grotesque demonstration and intensive 
development of the pastoral, the central culmination zone of the work is created as a 
pathetic exclamation of music, expressed with the solo voice of the trumpet, which, in 
its intonation, is related somewhat to the masters of 19th century romantic symphonic 
music - the dramaturgy of the symphonies of P. Tchaikovsky, G. Mahler, A. Scriabin, 
where, for at least a short period of time, the longed for ideal sphere is reached and 
represented (a more detailed explanation of the previous statements can be found in 
the displayed scheme of the form of Interplay in the second appendix of the research 
paper).  

The relation to the stylistic traditions of symphonic music of 19th century 
Romanticism in the composition Interplay by P. Plakidis can be confirmed also by 
lyro-epic poems (the pastoral music of both shepherds), symphony (the intensive 
development threaded through the central episode and the music material expression 
developed in the dialectic), as well the interaction of the instrumental concerto genre. 
Just as vital is the composer’s individually treated syntheses of varied systems of 
musical language and formation principles – freely living and supplementing one 
another in the composition in the regularity of modal and tonal harmonies, and the 
linear texture is rich with separate vivid melodic drawings, with particular meaning, 
the imagery of the music is filled with fragmentarily used controlled aleatoric and 
sonoric methods in the writing and the sound of the music. All of these aspects will be 
analysed in detail in this doctoral work, and they will allow the convincing revelation 
of a tangible romantic world review insight, which is realised with varied stylistic, 
current to their era, tools of music expression. 
 
3. The expansion of the genre sphere in compositions of neoromantic trends in 
the 1980s 
 
 Continuing the analysis of the expression of the neoromantic tendency in 
Latvian symphonic music, in the third section of the doctoral work it is established, 
that in the representation of style in the 1980s, new, until then less current, artistic 
resolutions were revealed. These was mainly involved with the neoromantic 
symphonic poem genre, which had not yet flourished in the creative work of many 
Latvian composers, as well as the continuing manifestation of a romantic world view 
in the symphonic genre. Selected for a detailed analysis of stylistic quality were Juris 
Karlsons’ Symphony (1980), as well poem type works of four composers – Pēteris 
Vasks’ Lauda per orchestra (1986), Pēteris Plakidis’ Canto (Dziedājums, 1986), 
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Selga Mence’s symphonic depiction For Life (Dzīvībai, 1985) and Arturs Maskats’ 
Diatonic Cantus (Diatoniskais kants, 1982). 
 
3.1.   Juris Karslons’ Symphony 
 

Similar to the Violin Concerto by R. Kalsons, at the foundation of the 
dramaturgical plan of the Symphony by J. Karlsons is the confrontation of varied 
spheres of images, particularly accenting the grotesque, sharply intoned sound of the 
sphere of images. At the same time, at the foundation of the music writing, a basis on 
the regularity of tonal music can be perceived, also using separate ostinato techniques 
of composition, as well as a musical thinking of sonoric and aleatoric elements and 
expressed textures. Still, in contrast to the stylistic concepts of his slightly older 
contemporaries, J. Karlsons, in his Symphony, corresponding to the specifics of the 
genre, realizes the proclamation of a monological expression.   

In the compositional layout of the four movement cycle, and, at the same time, 
in the dramaturgical relief, an important role is played by the principle of 
monothematicism. Although the movements are, among themselves, confined, the 
thematicism offered by the free continuous development in the first movement is 
inlaid also in the sound writing of the second and fourth movements, forming the third 
movement as stinging music of a memory of the past, including characteristic 
methods of the creation of Chaconne variations in its three movement structure. In 
that way, as a whole, in the Symphony, J. Karlsons realizes its own unique concentric 
structure principle in the expression of musical thoughts. This regularity allows the 
discerning of a gradual transformation from an epic dramatic imagery to a 
dramatically conflicting expression in the first two movements of the cycle, and, in 
the third movement, dominated by lyric contemplation, which is, at the same time, 
filled with the dramaturgical function of a nostalgic memory of the past (the 
Chaconne as an expressive echo of treasures of the past), as well as in the finale, 
perceiving a gradual return to the initial moods of the beginning and with concluding 
sounds that can be understood with many meanings and a coda with open form 
characteristics, where the first movement’s stinging lyric-epic theme of the second 
subject can be heard (a more detailed characteristic of this can be found in the second 
appendix of this research work, where there is a further explanation of the schemes of 
the form of the movements of the Symphony by J. Karlsons).  

Reviewing the creative work in the field of symphonic music of J. Karlsons 
since the beginnings even until the end of the 20th century and later, it is proposed in 
this doctoral work that, in the Symphony itself, this is the only time, up until now, that 
the composer has turned to conceptual stylistics of the romantic world view and, at 
the same time, a full-blooded reflection. Interpreting the so-called great symphonies 
genre, which, after its growth in the late Romantic period of the last third of the 19th 
century and the beginning of the 20th century, and later in the creative work of the 
most distinguished composers of late Romanticism, in the period dominated by the 
aesthetics of Modernism, it was transformed to a great degree into the concept of the 
expressionistic music stylistics. In turn, after the composition of the Symphony, only 
at the beginning of the 21st century, did the neoromantic aspect of expression realize 
itself anew in the creative work of J. Karlsons. It is most vividly observed in the 
expansive Symphony Concerto for Two Pianos and Orchestra (2002), where a unique 
romantic artistic world view and a stylistic modelling of meditative music interaction 
can be seen. 
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3.2 The neoromantic symphonic poem type works of Pēteris Vasks, Pēteris    
Plakidis, Selga Mence and Arturs Maskats 
 
 Establishing the unique rebirth of the lyric-epic symphonic poem genre, 
characteristic of the 19th century style of Romanticism, in the symphonic creative 
work of many Latvian composers in the 1980s, this subsection of the research paper 
also clarifies the most important novelties in the treatment of the genre. The main 
conclusions, when becoming familiar with new stylistic resolutions are the following. 
The Romantic symphonic poem genre, in the perception of modern composers, is, 
from the beginning, a magnificently depicted or dramatically conflicting symphony 
counterpart transformed to a notably subjective musical proclamation, which actively 
uses both the related intonations of folklore music, as well as a complex of methods of 
expression of gradually crystallizing individualized genre intonation, appearing in the 
creative work of every composer. This usage of such methods of expression in the 
dramaturgy of all the compositions of the poem type allows the clear revelation of a 
concrete idea. Also, there are the basic traits from the archetype of the genre that have 
preserved their unchanged topicality in the creative work of all composers. 

 
When analysing Lauda per orchestra, the work by Pēteris Vasks, it is 

established, that the opus is created as an unhurried proclamation, which is rich with 
interesting stylistic allusions, as well as intonations characteristic of folklore songs 
and dances. However, these intonations are not quotes of folk songs or dance 
melodies, but fine references to the possibility, that, corresponding to the idea of the 
composition, they appear in the sound of the symphony orchestra and create a notion 
of two, on the one hand complementary, but on the other – a sphere of images, 
expressed and contrasting in the dynamics of the development, among which the main 
word is given to the musical thought of the first theme. Altogether, the contrast of 
these two major spheres of imagery allow Lauda to be understood as an example of a 
lyric-epic, neoromantic symphonic poem, whose basic form is a free, continuous 
development with sonata-like elements, uniquely reflecting the contrast and the 
interaction of the dramaturgical principles of the montage in the structuring of the 
musical time space (more detail on the previously stated is characterized in the second 
appendix of this research work in the displayed form of P. Vasks’ Lauda per 
orchestra) 

 
In Canto (Dziedājums) by Pēteris Plakidis, a similar imaginative idea 

resolution, as in P. Vasks’ Lauda, is perceived. Much like the poem by P. Vasks, in 
the composition by P. Plakidis the dramaturgical and musical intonation concepts 
allow the perception of a search process of an intensive positive sphere of imagery, in 
the unfolding of the musical material, lighting up the very dramatic collisions. Similar 
to Lauda by P. Vasks, also, in Canto by P. Plakidis, in the display of the combined 
artistic image of the work, the dramaturgical principles used allow the discussion of a 
free, continuing expression of development, ruling in the form of the work.  Also, 
there is a hidden integration of a classic sonata-like principle with the characteristic 
contrast of two spheres of images. 

The dramatically sharpening moment between the two main themes of Canto 
is aligned with two other themes. In the first case, this is the kokle singing motif in the 
voice of the harp, which, in the entire context of Canto, is never fully confirmed. The 
true singing – all of the previously resolved dramaturgical contradiction aligning into 
the model of the new theme - is only displayed at the very end of the work, as a 
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masterfully provoked representation of romantic dreams and longings, expressed in 
the previous musical material. Much like the realized dramaturgical unresolved 
principle in the conclusion of Interplay, Canto also finishes in a related way – without 
a clear message, the perspectives of the development of the new themes are only 
introduced and outlined. In the last measures of the score, a very expressive and stiff 
F major chord in the upper melodic line of the fading background and the performed 
triplet motif by the voice of the second violin almost disappears, and insinuates with 
hearing a no longer perceptible world of sound (more detail on the previously stated is 
characterized in the second appendix of this research work in the displayed form of P. 
Plakidis’ Canto). 
 
 In contrast with P. Vasks’ Lauda per orchestra and P. Plakidis’ Canto,       
Selga Mence offers a notably uniform system of tools of musical expression and a 
dramaturgical resolution in her symphonic depiction For Life (Dzīvībai). At the 
foundation of the imagery is a contrast between the characteristic principle of 
dramaturgy, placed next to two contrasting spheres of imagery. The sequential 
exposition creates a concept of a gradual creation of a situation of potential conflict. 
Still, the confrontation does not reach an expressed sharp, external expression of 
dynamic contrast, but more only an outline of the potential for further development of 
a dramatic contrast. Additionally, the composer has wished to accent the power of 
light, a musical expression created in a positive hymnic atmosphere, dominating the 
acutely invasive, sharply dissonant sphere of imagery. Corresponding to this idea, in 
the symphonic imagery, twice exhibited and developed with sufficient intensity, are 
two contrasting expressions of spheres of imagery, though still created without mutual 
casualties, which, as an end result, leads to the creation of a hymnic bright singing, 
with which the work ends (more detail on the previously stated is characterized in the 
second appendix of this research work in the displayed form of S. Mence’s symphonic 
depiction For Life). 

 
Compared to the three previously analysed poem type symphonic works of 

Latvian composers, the primary edges of Diatonic Cantus (Diatoniskais kants) by 
Arturs Maskats are a lyrically expressive melody, with all the melodic elements of 
intonation rooted in a clearly sensed tonal mode system (with particular focus on the 
diverse variants of minor scales), an inclination to use the instruments of the 
symphonic music orchestra in various interesting timbre combinations, though still 
not unnecessarily stepping too far back from classic models, and an orientation to two 
major spheres of imagery – a lyrically introverted, meditative self-immersion and a 
dramatic, grown in an active work process, at times fatal, shade gained by the 
interaction of the expression. The last noted characteristic of Diatonic Cantus, the first 
symphonic work by A. Maskats, is not the most vital, since in it are accented the more 
lyrically dramatic shapes of the canto genre. 

The unique composition plan of Diatonic Cantus is defined by the author’s 
selected dramaturgical principle, which has facilitated the individualization and 
crystallization structure of the creation process, which does not have an analogous 
example of its type. With a free continuous development (with a three movement 
reprise type outline structure), the created composition displays a unique crescendo-
like expression of monodramaturgy. The essence of its realization is very simple: it is 
a desire to express a lyrically dramatic monologue with the sound of its music, 
accenting the imaginatively intoned transformation of the main themes, which 
develops gradually in the transition from the A minor scale to the rich sounds of the 
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bright moods of C major. Analysing the work, the author of the research paper 
concludes, that, at the conclusion of Diatonic Cantus, there is a particularly 
perceptible inclination to, on the one hand, create a convincing resolution of musical 
imagery of the previously reflected search process, but, on the other, a desire to cast 
doubt on the possibility of finding it, creating the idea of the endlessness of the 
unfolding of the musical material, an insinuation in the time outside the real 
boundaries of the composition. That, in turn, provides enough testimony about the 
realization of characteristic dramaturgical principles of a romantic artistic world view 
in this work with methods of expression, which can be evaluated as an individualized 
modification of the classic romantic music language (more detail on the previously 
stated is characterized in the second appendix of this research work in the displayed 
form of A. Maskats’ Diatonic Cantus). 
 
4. The most vivid examples of the tendencies of Neoromanticism in the 
symphonic genre in the 1990s 
 

In the fourth and last section of the research paper, based on the analysis of 
diverse factors, it is concluded that, in contrast to the 1970s and 1980s, in the 1990s, 
the neoromantic tendency in Latvian symphonic music developed in a new situation. 
Composers, who had begun their creative work in the two previous decades and had 
displayed in their work diverse style tendencies, for example Romualds Kalsons, Juris 
Karlsons, Pēteris Plakidis, Pēteris Vasks and Arturs Maskats, had achieved a creative 
maturity, and continued their creative activities, gradually become the most familiar 
figures in this period of Latvian symphonic music. 

The focus of this section of the research paper is on four symphonies, vividly 
representing the style of Neoromanticism: Symphony No. 2 (1998) by Pēteris Vasks, 
the Symphony for mezzo-soprano, choir and symphony orchestra with texts by 
Pier Paolo Pasolini and Michelangelo (2000, second version 2002) by Arturs 
Maskats, Sinfonia A (1991) by Andris Vecumnieks and the Rihards Dubra 
symphony The Glow of Godly Beams (Dievišķo staru blāzmas, the third symphony of 
the Small symphonies, 1992). Their characterization is not made by strictly 
considering the creation chronology, but by taking into consideration the fact, that, in 
the creative work of P. Vasks and A. Maskats, these works, in the 1990s, for the most 
part, continued the previously travelled road. In turn, in the creative work of A. 
Vecumnieks and R. Dubra, their symphonies were the very beginning of the road, 
and, considering that, it is easier to understand the stylistic qualities and the unique 
writing of their later works. Additionally, along with the neoromantic tendency of 
these four, as well as other Latvian composers, the existence of other style tendencies 
in symphonic music at the end of the 20th century is characterized. ∗ 

                                                 
∗ It must be added, that in the very expression of the neoromantic stylistic at the end of the 20th century, there has 
been confirmation by the genre, whose existence in contemporary music is often considered with a notable 
scepticism. At the time that he finished his comprehensive research work dedicated to contemporary symphonism, 
Russian musicologist Mark Aranovsky concluded convincingly – not considering the often contrasting stylistic 
development process visible in the first half and the second half of the 20th century, the symphony is still able to 
confirm its endurance both in the perception of the composer and the listener. From four classic and archetypal 
symphony aspects of the musical image of Man – man at work (Homo agens), man deep in meditation (Homo 
sapiens), man in an active playing situation (Homo ludens), and man in society (Homo communis), consecutively 
reflect the four movements of the cycle – the expression of the genre in the second half of the 20th century, in the 
most diverse stylistic contexts and compositional resolutions, two aspects have been accented most often - Homo 
agens and Homo sapiens (32). These two aspects, in various individual resolutions, are also represented diversely 
in the neoromantic symphonies and instrumental solo concerto works (the notion of the instrumental solo concerto 
as an equivalent historical confrere with its own specific genre characteristics has been convincingly displayed by 
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4.1. Symphony No. 2 by Pēteris Vasks 
 

When looking at Symphony No. 2 by P. Vasks, it is accented that it 
sufficiently reflects two broadly developed and related tendencies in the symphonic 
music work of the composer. The first tendency is characterized by, for example, 
Cantabile per archi (1979) and Musica dolorosa (1983). In turn, the second tendency 
in the symphonic music created by P. Vasks in the 1980s was most clearly postulated 
by Lauda per orchestra (1986), with its characteristic lyric-epic expression of musical 
imagery. In the opinion of the author of this research paper, the fusion of both of the 
noted tendencies can be seen in the Concerto for English Horn and Orchestra (1989), 
composed by P. Vasks at the end of the 1980s, but later, in the 1990s, the meditative 
reflection postulated by Symphony No. 1 for string orchestra Voices (Balsis, 1991) 
and the Concerto for violin and string orchestra Distant Light (Tālā gaisma, 1997). P. 
Vasks began to slowly and very gradually realize a new and dramatic acuteness in the 
expression of musical imagery, displayed already in his work Message (Vēstījums) for 
large string orchestra, percussion, and two pianos (1982), composed in the 1980s, and 
continued in the Concerto for cello and symphony orchestra (1994). In these two 
works, there is a notable activation by the author of the desire to reflect in a 
proclamation form of expressed musical imagery an expression that is not just 
reflexively observing, but also deeply conflicting. 

Altogether, Symphony No. 2 by P. Vasks is an expansive single movement 
composition (with a three part layout of the exposition section, episodic development, 
shortened episode and an expanded coda section), in which realities and the dilemma 
of the incompatibility of an ideal world, characteristic of the Romantic world view, 
the gradual change of two different spheres of images are revealed, lighting up even 
newer and newer nuances in its confrontation. In turn, in the central episode of the 
composition, for a short period of time, a third sphere of imagery is declared, as well 
as the musical material that creates the coda section, with its imagery seeming to 
symbolize the search for some ideal sphere.  

Characterizing the main stylistic qualities of the symphony, it is pointed out, 
that the active resulting contrast thematic of the main and second subject at first leads 
to a convincing hymnical expression of a new theme in the episode of the 
development section of the symphony, after that, following in the reprise of the 
symbolic negation of this theme, where the main theme transforms to the expressive 
sound of a funeral march. In turn, in the coda of the symphony, the diatonically clear 
B minor key and the tonic organ point in the sounds of the string instruments, clarinet, 
flute and bassoon, it could even be said that a theme, deeply related to the melos of a 
Latvian folksong, brightens. It is stressed that is, in its own way, a reminder or a 
promise to never forget to search for alternative resolutions in such a dramatic, in 
essence a very tragic, situation of conflict. The melodic sculpture of the theme of the 
coda and its timbral personification (the clarinet, oboe and flute as the expressers of 
the sound of a reed pipe) create the concept that, in the search for alternatives, an 
immersion in to the collection of a people’s folklore can be vital, searching for 
answers to many previously raised questions in ancient folk songs (more detail on the 
previously stated is characterized in the second appendix of this research work in the 
displayed form of Symphony No. 2 by P. Vasks). 

In addition to the analysis work, it is also expressed that such a method of 
expression of musical imagery, realized in Symphony No. 2, is also encountered in 
                                                                                                                                            
Latvian musicologist Jānis Torgāns in his research work, 28) of Latvian composers in the last third of the 20th 
century. 
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Symphony No. 3 (2005) by P. Vasks, which testifies as to its stability in the 
composer’s individual style, where an important place is also held for the 
confirmation of a Romantic world view. 
 
4.2. The Symphony by Arturs Maskats 
 
 The foundation of the analysis of the Symphony by Arturs Masks stresses the 
fact that, in the formal four movement structure, there are clearly drawn outlines of 
two expressed and sufficiently autonomous phases of development. Those indicate a 
representation of two spheres of imagery. The first is represented by reflections, 
interwoven with active, dramatic experiences, but the second – an enlightened, 
idealistically bright spiritual revelation. The first sphere of imagery covers the first 
three movements of the cycle, closely tied with intonation. At its centre, in the second 
movement of the cycle, for the first time in the symphony a poetic text appears – 
fragments of the Pier Paolo Pasolini poem The Song of the Bells in the voice of the 
mezzo-soprano. In turn, the finale of the symphony offers a somewhat unexpected 
change to the sphere of lyrical mediation. Its musical expression, together with the 
deeply symbolic contents of the poetry of Michelangelo, confirms a unique other 
reality of the imagery, which can be considered an unreal expression, unreachable in 
reality. 

Altogether, the varied parameters that light up the stylistic uniqueness of the 
music (a tonal scale foundation, textures, genre, the reproduction of the intonation 
fable themes) in the analysis, it is concluded, that the finale of the Symphony by      A. 
Maskats, rooted in a Romantic world view, the poetry used is sensed not as the ache 
of a sad memory of the past, but as an imaginary moral obligation of an unreal 
dwindling feeling. Along with that, relating to the finale of the Symphony, the 
expression of the musical imagery is particularly accented by a separate expression of 
the highlighted aspects of the shared stylistics of the work. For example, the unique 
effect of the image in the finale of the Symphony provokes within itself a realized 
plan of a tonal scale development. The movement begins in C sharp minor, and soon, 
in the singing of the choir, there is a change to E minor, after that, for a brief period of 
time, there is a steady A minor. In turn, at the very end of the Symphony, there is a 
sudden return to the C sharp minor key, but after that, another sudden change to the 
key of D minor. This intensive and easily heard tonal development at the closing of 
the Symphony is understandable as an indication of the inconstant and illusory 
internal search process, interwoven in the flow of musical thoughts, of the newly 
found sphere of imagery. Accenting the varied tonalities expressed in the musical 
material, attention is paid to the almost intangible model, which, for a short period of 
time, appears, then quickly disappears. Also, the perception of the dissonating chord 
on the sound of the tonic of D minor at the basis of the final measures of the 
Symphony creates the notion of the reality of an ideal world in an intangible space of 
eternity. In that way, there is a full confirmation of the concept of a plan of imagery, 
based on the Romantic world view, which allows a deeper understanding the main 
points of view of the content of A. Maskats’ Symphony (more detail on the previously 
stated is characterized in the second appendix of this research work in the displayed 
form of the Symphony by A. Maskats). 

When characterizing the common development of the composer’s symphonic 
works, it is noted, that after the completion of the Symphony, he gained great success 
in Latvia and other nations with his creative work in the sphere of symphonic music 
with Tango for symphony orchestra (2002). It is a work in which the sense of 
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dramatic collision between two spheres of imagery is realized by the composer in a 
musical expression, characteristic of the popular Argentinean dance genre. Still, there 
is a basis to conclude that Tango, and the message contained in its musical fabric, is 
not fully understandable without knowing the stylistic qualities of A. Maskats’ 
Symphony, as well as the previous symphonic works. Altogether, the Symphony, for 
now, fills the main function of the characterization of the composer’s individual style 
in the genre of classical concert music, as well as offering a significant investment in 
the representation of the neoromantic tendency in Latvian contemporary symphonic 
music in the period of the change from the 20th century to the 21st century. 
 
4.3.   Sinfonia A by Andris Vecumnieks 

 
Sinfonia A (1991) by A. Vecumnieks unquestionably confirms a significant 

realization of a postulated idea of imagery on a conceptual level, with the help of tools 
of expression of distinctive intonation. At the basis of this idea are two spheres of 
imagery, whose demonstration and development in the many different sections of the 
symphony, tell of the author’s desire to display a continuous search process, the 
awareness of some problematic situation, and the many-sided lighting up of the varied 
aspects. The first sphere of imagery is characterized by a dynamic imagery, rooted in 
weighty ostinato complexes, which emerge from the main theme of the first 
movement of the cycle. The second is an externally calm, emotionally reserved 
chorale singing, which, in the timbral expression of a chamber style, creates a quiet 
invitation, a lyrically bright alternative impression, and is expressed three times in the 
dynamic growth of the work – in the first, third and finale movements.   

Formally, Sinfonia A by A. Vecumnieks was created as a five movement 
cycle. Still, considering the transition from one movement to the next, using the 
attacca principle, the expressed musical message can be considered as an internally 
united, and the demonstration of the musical thoughts created in a ceaseless flow, and 
an intensive process of development and conclusion. Along with that, the mutual 
subordination of the movements of the cycle and the regularity of expression confirm 
a concentric form and sonata-like characteristics, which are expressed in two levels of 
perception. The first, or the main level, is formed by the five movements of the 
symphony with their designations – I. Exposition, II. Toccata 1, III. Intermedio, IV. 
Toccata 2, V. Epilogo (Corale e recitativo). On this level, the order of the names of 
the movements, a concentric principle is seen in the plan of the composition: with a 
gradual movement to the centre, with the intermediate state of the third movement, 
and a return in reverse through the initial mood of imagery of the second toccata. The 
second level of perception in the layout of the five movements of the symphony 
allows one to see the dissipated outline of the sonata form. The exposition section is 
formed by the first movement of the cycle, a grandiose development zone contains the 
toccatas of the second and fourth movements (the demonstration of two fugue-like 
development sections and, in the sense of form, a true monumental expansion in the 
sound of the orchestra in time and space) and the intermediate third movement, and 
the fifth movement symbolizes the reprise section, at whose conclusion the dynamic 
sonorous layer, like being curled into a ball, all the principle intonations of the main 
theme are suddenly heard. Again, as in the beginning of the symphony, the 
characteristic confirmation of the reality and ideal incompatibility of the Romantic 
world view is almost particularly underlined (more detail on the previously stated is 
characterized in the second appendix of this research work in the displayed form of 
the Sinfonia A by A. Vecumnieks). 
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When characterizing the whole development of the composer’s symphonic 
works, it is concluded that Sinfonia A was one of first meaningful works in the 
creative output of A. Vecumnieks. After the symphony, the composer has, until now, 
not attempted to consequentially express the Romantic artistic world view principle in 
works of any other genres. The dramaturgy of the Violin Concerto (1996) by         A. 
Vecumnieks is dominated more by a theatrically direct, at times a very harsh, other 
times a sharp grotesque method of expression of musical imagery. A poetic 
Neoromanticism is more represented in the Concerto for kokle and symphony 
orchestra (1999). In turn, in the Concerto for piano and saxophone and symphony 
orchestra (20002) and the Concerto Altera veritas for two kokles, flute, and accordion 
(2005), the composer has turned to more psychologically dramatic methods of 
expression, particularly stressing the nuances of timbral development in the 
expression of musical thoughts. 

 
4.4. The symphony The Glow of Godly Beams (Dievišķo staru blāzmas) by Rihards 
Dubra 

 
As a unique and very original realization of the stylistic of the Romantic world 

view, in this section of the research paper, the symphony The Glow of Godly Beams 
(Dievišķo staru blāzmas, 1992) by Rihards Dubra is analysed. 

The common plan of the symphony composition allows the undisputable 
perception of the particular meaning of the continuous dramaturgical plan both in the 
form of the entire work, as well as the structure of its individual sections. This plan is 
revealed in the gradual demonstration and lengthy development process of the 
thematic material, noting closely branched intonation arcs between the various 
sections of the symphony. The compositional plan of the symphony is sequentially 
formed by the introduction, exposition, a specific development (first movement), a 
general culmination zone with the demonstration and development of two new 
expressive themes (in its own way the representation of the quiet culmination in the 
dramaturgical relief of the work) and a reprise-coda (second movement). 
Additionally, it is interesting that the reprise-coda portion marks the composition’s 
ring-like rounding, at the end the return of the modelling of the initial image situation, 
which is ruled by a tense waiting atmosphere of continuing searches. 

The main stylistic qualities of the symphony by R. Dubra are in great measure 
determined by two dramaturgical methods – contrast and crescendo – 
characterizations in an active interaction. The expression of the dramaturgy of the 
contrast is realized in a desire, internally logical, and a natural sequence expressing a 
related, though contrasting in nuances, thematic. In turn, the crescendo-like 
dramaturgy is expressed in the comprehensive continuous development of all the 
major sections of the composition, which is characterized by a gradual, dynamically 
expansive created progress to the zone of culmination. 

In the development portion of the symphony, the second quiet culmination 
stands out with a very unique and effective timbral resolution: the composer has 
anticipated that the new theme of this section will be sung at the beginning, not 
played, by all the members of the orchestra. The timbre of a person’s voice as an 
episodic involvement in an instrumental environment creates a sort of direct speech, 
as the expression of a human dimension and the sense of a close-up. Still, even this 
quiet culmination does not become the phase of the symphony’s conclusion or the 
confirmation of a reached ideal. The active development in the culmination zone 
brings one not to a bright and peaceful resolution, but more to a new turning-point in 
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the development of musical material, where a dramatic exclamation and a motorized 
movement apotheosis rule. This sort of dramaturgical resolution in the conclusion of 
the symphony confers upon the work an unreservedness, an impression of an 
unfinished image, which, as a whole, is typical to the confirmation of the Romantic 
artistic world view in symphonic music (more detail on the previously stated is 
characterized in the second appendix of this research work in the displayed form of 
the The Glow of Godly Beams symphony by R. Dubra). 

Examining the latest compositions by R. Dubra, it is admitted, that after the 
composition of Small Symphony`s, the composer has no longer turned to such 
expressions of musical imagery, where a trend with a meditative character closely 
interacts with very dynamic dramaturgical resolutions, interwoven with internal and 
external contrasts, as is perceptible in the symphony The Glow of Godly Beams. The 
expressiveness of the music of this symphony undoubtedly confirms the composer’s 
intentional or unintentional orientation to the late Romantic, lyrically dramatic, 
symphonic poem genre, and its characteristic handover of approaches to the        
organisation of musical materials and the adaptation to the realization of its original 
idea of imagery. The main characteristic of this method of expression is the musical 
language of the composer, maximally refined from unmistakable, directly 
understandable, specifics of the genre intonations. With these stylistic characteristics, 
the symphony by R. Dubra is particularly notable as a representative of the style of 
Neoromanticism in Latvian contemporary symphonic music.  
 
 
 

CONCLUSIONS OF THE DOCTORAL WORK 
 
 

In the Conclusion, after collection the conclusions gained over the course of 
the preparation of the doctoral work, the following conclusions are expressed as being 
the most important. 
 
 1. The realization and creation of the corresponding stylistic expression in the 
last third of the 20th century both in many nations of Europe as well as in the United 
States, as well as Latvia, is determined by a chain of overall cultural-historical 
factors. The essence of these factors is vividly highlighted by the explanations of 
Modernism and Postmodernism presented in the 1st section. 

 
2. As proven by the observations and conclusions of the author of the research 

papaer, the p e r i o d  o f  m o d e r n i s m  in the first third of the 20th century can be 
evaluated as a natural response to the beginnings of technological progress in the 
second half of the 19th century, as well as the democratization of society, as well as 
the associated social and political debate process. Modernism, for the most part, 
developed the ideas of technological progress fully, along with that, it proceeds at the 
same time with the dramatic changes happening in the first third of the 20th century in 
the nations of Europe (also the United States) in the social and political formation of 
society. These processes did not resolve the conflicts in society. Quite the opposite, 
the very sharpening of conflicts led to two World Wars with tragic results. Though in 
the artistic creative sphere, Modernism, with its attempts to reach some cardinally 
new, previously not existing forms of expressions, is an answer to the spirit of the era. 
In great lines that were expressed in the greater differentiation between popular and 

 29



elitist art, additionally, in elitist Eastern European art itself, a consequent tightening of 
the link with the definable processes and images of a person’s everyday life could be 
observed, with intonations that could be heard in society. 

 
3. P o s t m o d e r n i s m  in varied forms of art in the last third of the 20th 

century can be considered a period of the exhausting of the possibilities of the clearly 
defined radical resolutions of Modernism. These resolutions had quickly lost their 
artistic novelty and current status, additionally, after the decline of the aesthetics of 
Modernism, no new, vital artistic paradigm was born. That is why Postmodernism is a 
concept which displays expressed, deep reflections, as well as the actualization of the 
aspect of artistic retrospection in diverse forms of art. On principle, the nonbeing in 
the artistic language is clearly seen as stimulating artists to turn to the search for the 
synthesis of many different stylistic elements, and, in this very direction, seeing the 
possibility to develop their own original handwriting. 

4. The realization of the Romantic artistic world view and its stylistic 
modelling attempts in the cultural period of Postmodernism can be better understood, 
when focusing on overall regularities, which are woven through the development of 
the New Era of culture in the time period of the past two centuries, or an even longer 
period of time. These regularities indicate a periodic and regular rational constructive 
approach and an emotionally free self-expression accenting of the mutual change in 
historical style, style directions, and changes in tendencies. 

 
5. As is known, a notable blooming of the Romantic artistic expression in the 

19th century appeared both as an answer to a chain of external factors, which, when 
collected, symbolized a disenchantment with the impossibility of the realization of the 
ideal of the Enlightenment, as well as a reference to the confirmed attempts in the 
time period of the change from the 18th to the 19th century to explore a person’s soul 
and to go deeply into the revelation of subjective experiences. These factors 
significantly affected the birth of the Romantic style tendency, and the domination of 
varied types of art, particularly in music. In turn, the denial of the aesthetics of 
Romanticism, and the tendency to cardinally change the forms of expression 
cultivated in the frame of this style in the period of the change between the 19th and 
20th century was again a natural answer to overall development processes in society 
and in the cultural space. The pathetic rhetoric of Romanticism and the subtlety of the 
language appeared to not correspond with the desires of this era for new, more 
contemporary (read – more radical, robust!) methods of expression. Modernism was 
born in those, and bloomed in the first third of the 20th century, which in its final – 
avant garde expression cultivated an enthusiasm with the postulation of intellectually 
difficult and rational forms of expression. 

However, the time of rational Modernism was short. Already in the second 
half of the century the new composition techniques that were put into practice – 
aleatorics and sonorics – appealed not so much to the mind and precise calculations, 
but more to moods, improvisations, and games. Also, Postmodernism enrolled in the 
world cultural space in the last third of the 20th century as a visible reaction to the 
idea of a comprehensive progress cultivated during the period of Modernism. World 
War II, the following cold war between two socio-political regimes, technological 
progress and the economic globalization influencing even more acute ecological and 
other problems – the ideas of Modernism were no longer upheld in their earlier 
capacity. As a result, in the second half of the 20th century, particularly in the last 
third, a deep scepticism of the propagandised ideas of the time of Modernism can be 
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observed, and this scepticism can certainly be considered as one of the factors that 
facilitated the rebirth of the Romantic world view in the creative work of artists. In 
truth, it was no longer in the earlier understanding and scope. 

In a new environment, the adaption of the form of expression approbating the 
19th century Romantic style and its transformation into a new model, became one of 
the tools with which art of the classical genre directs the attention of a technocratic 
society to the degradation of classical values, and an attempt to realize these values as 
significant ethic and aesthetic imperatives, creating in itself the courage, in the 
pragmatic context of life in the new era, to not avoid the expression of one’s own 
subjective experiences in a lyric, spiritual, singing form. Additionally, what is 
significant is that these works contain lyrical expressions that less invite listeners to a 
direct emotional experience, but more inspire the contemplation of the actuality of the 
displayed collisions and their hidden meaning in our modern nervous world, full of 
contradictions. 

In that way, we can conclude that the neoromantic tendency, materializing in 
specific stylistic expressions, is able to offer, in its own way, a positive programme to 
the common aesthetic platform of representative ideas of the postmodern period of 
culture, which, as a whole, looking at a broader context, is not missing also a 
formalistic shallowness and a vivid eclectic. 

 
6. The tendency of neoromanticism in contemporary Latvian symphonic 

music as a stylistic overview can be defined as a modelling of the romantic artistic 
world view with tools of expression which, on the one hand, are related to the 
stylistics of 19th century romantic music, but, on the other hand, reflect the 
characteristic approach to music of the last third of the 20th century by actively 
synthesizing the experienced gained from varied eras into a new artistic model. The 
differences between the musical language and stylistics, its perception and aesthetic 
evaluation, allow the drawing of a sufficiently clear border between Romanticism and 
Neoromanticism as the phenomenon of one origin in two different forms of 
expression. It must again be stressed that, in this research paper, Romanticism is not 
considered and interpreted only as a form of expression of lyrically dramatic diverse 
experiences of souls, which, in musical creative work, has been encountered since the 
beginnings. In this research paper, Romanticism is, firstly, an ideological position in 
its own way – a determined representation of an artistic world view, which, 
historically, in music, was most fully expressed in the 19th century. The style of this 
century and its specific expression in the most vivid symphonic works of the romantic 
era has served as a standard for the author of this research paper, as a point of 
reference, so that there would be, based upon comparisons of compositions, a study of 
the creation of Neoromanticism and specific stylistic expression in the last third of the 
20th century. Contrasting with 19th century Romanticism and its unique stylistic 
derivation, in the last third of the 20th century, the realized neoromantic tendency has 
developed as one of the elements which, along with other elements, has been able to 
very vividly reflect and symbolize the postmodern cultural period’s sound art’s most 
important content concepts, revealing the vitality and spirit of this era’s art. 

 
7. The specific character of stylistic expression of the neoromantic tendency in 

Latvian symphonic music is mainly involved with the fact that, in the history of 
concert music of the classical genre in Latvia, during the collection of objective and 
subjective factors previously characterized and analysed in the text, there has not been 
a period where there was a sufficiently convincing and artistically vivid approach 
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dominated by the principle points of view of the Modernism aesthetics, particularly its 
radical forms of expression. The neoromantic tendency in Latvia in the 1970s 
expressed itself after a very short and fragmentary period of gathering the experiences 
of Modernism, which could be observed in certain composers’ creative works in the 
1970s. This fact particularly illustrates the uniqueness of the results of music of the 
classical genre in the context of the experience of other European nations and the 
United States. At the same time, it always asks to develop a sufficiently compelling 
argument for analysis and representation of the heritage of the classical genre 
compositions of Latvian composers. 

 
8. In all the symphonic works analysed in detail in the research paper, the 

principles of the expression of musical imagery characteristic of the romantic 
world view can be perceived in the realization of a specific plan. That is the 
characteristic principle of  R o m a n t i c i s m – to accent either deep, insurmountable 
contradictions between various spheres of imagery, which are provoked by 
observations made in the experience of life, or to create also such a method of musical 
expression, in which the idealist sphere of moral obligations confirms the key of a 
pathetic enthusiasm, or, the very opposite – drowning in an introverted, meditative, 
though expressively concentrated, imagery. 

From this point of view, it is not difficult to see, that, even works that seem 
very different when comparing their external stylistic parameters, such as R. Kalsons’ 
Violin Concerto and R. Dubra’s symphony The Glow of Godly Beams (Dievišķo staru 
blāzmas), P. Plakidis’ work Interplay (Sasaukšanās) and J. Karlsons’ Symphony,           
A. Vecumnieks’ Sinfonia A and A. Maskats’ Symphony, as well as the poem type 
compositions of P. Vasks and P. Plakidis, as well as S. Mence and A. Maskats, are 
united by their similar dramaturgical and compositional resolutions in the 
formation of a proclamation of musical imagery. In almost all of the analysed 
symphonic and concert genre works in the research paper, an orientation to the 
demonstration of varied spheres of imagery can be established and even more sharp 
levels of contrasts unfolding between them in the musical material, and reaching 
either a conflicting collision (the symphonies of J. Karlsons,  A. Maskats, P. Vasks, 
A. Vecumnieks), or also particularly stressing their mutual incompatibility and sudden 
moments of contrasts (R. Kalsons’ Violin Concerto, P. Plakidis’ work Interplay. In 
turn, in the four analysed poem type compositions, as well as in the Symphony by            
R. Dubra, there is an observable tendency in a free continuous development, realizing 
more intensive interaction in diverse spheres of imagery, and, on this road, gradually 
arriving at an ambiguously understandable summary or a deliberate incompleteness in 
the work. All the listed variants voice the characteristic artistic expression of the 
romantic world view. 

 
9. It is significant, that in all of the neoromantic opuses by Latvian composers 

considered in this research paper, a great similarity can be seen in the images 
symbolizing the ideal and the eternal values. To reproduce this, all of the authors have 
oriented to one and the same archetype of genre intonation and, namely, to the lyric 
singing form of musical expression. Singing, as a ceaseless aesthetic display of 
values, particularly in the modern world with its swift pace of life and pragmatic 
thinking, can be observed in almost all of the analysed symphonic works: in the 
central episode of R. Kalsons’ Violin Concert (quotations and stylistic adaptation of 
ancient Latvian wedding songs), both pastorals of P. Plakidis’ Interplay 
(Sasaukšanās) (the aesthetic call of the French horn), in the stated exposition and 
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reprise of the second variation theme of the central episode’s second subject, the third 
or kokle theme and coda theme of Canto (Dziedājums), the second subject of the first 
movement of J. Karlsons, particularly the chaconne theme of the third movement, the 
layout of the third or chorale foundation theme in A. Vecumnieks’ Sinfonia A, in the 
development section episode – the vocalized singing text of R. Dubra’s symphony  
The Glow of Godly Beams (Dievišķo staru blāzmas), the development episode and 
coda section thematic of P. Vasks’ Symphony No. 2, as well as the quiet culmination 
zone and the coda section development of Lauda per orchestra, the choir singing of 
the final movement of A. Maskats’ Symphony, the implemented main theme’s 
transformation into the attire of bright major scales of the coda portion of Diatonic 
Cantus (Diatoniskais kants). It is vital in the representation of these spheres of 
imagery that a particularly large role is played by relatively simple, tonal themes, 
which, in the sound of the musical thoughts, brings forth the vivid intonation of the 
melody. 

It must be pointed out that, based on tonal principles, framing and 
supplementing those with elements of other techniques of composition (sonoric, 
aleatoric, ostinato) in the most diverse interaction forms and individualized versions, 
is one of the most significant characteristics of the stylistics of neoromantic 
symphonic works. Also, in this point of view, the neoromantic tendency indicates a 
realization of separate characteristics of a defined artistic world view paradigm in the 
contemporary symphonic works of many Latvian composers. At the same time, this 
also metaphorically symbolizes a conditional return to the norms of the musical tools 
of expression of previous eras in a modern situation, when these norms have already 
irrevocably lost their prior meaning, and that is why, unawares, they cause 
associations with their original image in music of a romantic style in the 19th century. 

 
10. As one of the bridges which links the neoromantic poem type symphonic 

works of modern Latvian composers with their historical predecessors – romantic 
poems – is the echo from the beloved sound painting aesthetics of Romanticism with 
its characteristic development decorative and hidden story, an informal presence of a 
programme in the flow of musical thoughts. Still, in contrast with its historical 
prototype at the end of the 20th century, to the neoromantic symphonic poem, this 
aspect of expression has a secondary meaning. More important than poetic, 
magnificent, and illustrative sound paintings has been, to modern composers, the 
desire to immerse themselves in the revelation of an introverted emotional experience, 
not avoiding, in this situation, to take advantage of intonation formations related to 
folklore music. In this sense, the style tendency of Neoromanticism, in the attesting 
symphonic poems, can be seen at once a different genre – national romantic sound 
paintings and a psychologically dramatic message – interaction in new, mutually 
supplementing, forms. Those attest to the composers’ desire to search for and, often 
times, find, new resolutions, which are completely contrasting with the developed 
symphonic poem genre models developed in the 19th century in the frame of the style 
of Romanticism. 

 
11. The genre interaction of symphonies, instrumental solo concerto and 

poems is a very vital neoromantic stylistic characteristic. For example, the Violin 
Concerto by R. Kalsons unquestionably reflects the powerful influence of the 
symphony genre, which, at times, reflects in the musical language in a dialogue-like, 
concerto-like attesting layout, but, at other times, downstage, brings forward a 
monologue-like expression, where the voice of the solo violin both unites with the 
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whole voice of the orchestra in a combined choir, as well as being brought forward, in 
its own way, as a major character. No less significant is the four movement cyclical 
structure layout of the concerto, with the typical semantic function emphasis in each 
movement, in that way bringing the concerto closer to the characteristic content 
concepts of a symphony. 

The Symphonies of J. Karlsons and A. Maskats are viewed in a different 
situation – they are formally created as four movement cycles, but the principle of the 
continuous development process and its active usage and branched system of 
intonation arcs attests to the unusual treatment of the symphonic genre. Here the 
influence of the poem genre is clearly seen, which, in turn, is characterized both by a 
monothematic principle and the usage of intonation arcs, as well as the inclination to 
unusual resolutions in the formation of the compositional plan. The influence of the 
poem genre is also reflected in the single movement symphonies of R. Dubra,                  
P. Vasks, and A. Vecumnieks. Sinfonia A by A. Vecumnieks is formally created as a 
five movement cycle, though the mutually dependant functions of the movements lead 
one to perceive the work as the realization of one idea in five consecutive steps. The 
symphonies of R. Dubra and P. Vasks, whose dramaturgical relief brings out romantic 
opposite poles as the major stops – ardently active work and a coolly distanced 
observation – along with the intensive continuous development, it still has the 
characteristic unrushed dramaturgical usage of the montage of the poem. 

In that way, it can be established that the dramaturgical factor, involved with 
the interaction of genres, has had a significant meaning to the individualization of all 
the symphonic works analysed in this research paper. The varied types of dramaturgy 
(conflict dramaturgy, lyric-epic sub-set contrast dramaturgy, as well as montages, the 
crescendo-like development usage supported in mono-dramaturgy, etc.) inherited 
from previous eras, diverse combinations of the tendency of Neoromanticism in the 
most representative music are used, freely and individualized they are conformed to 
the author’s realization of the selected concept. 

 
12. In contrast with the first period of Latvian symphonic music development 

(until 1940), dominated by the lyric-epic poem genre, the symphonic works 
representing the neoromantic tendency in the last third of the 20th century display a 
notable, more multi-angular romantic world view reflection, which is not missing a 
dramatically conflicting trend work. The incompatibility of the ideal and reality, the 
unreachable ideal or attainable unreal theme in those are resolved in individual and 
very diverse versions, in a synthesis with varied stylistic and imaginative 
supplemental elements. In the analysed symphonic works, one can perceive the 
following particularly illuminating supplemental aspects of the romantic world view:  

- the  t h e a t r i c a l,  l y r i c a l  grotesque aspect in the first and fourth 
movements of R. Kalsons Violin Concerto, in the layout of the main and related parts 
and in the development portion of P. Plakidis’ opus Interplay (Sasaukšanās); the 
waltz theme of the fourth movement of J. Karlsons’ Symphony; 

- the  l y r i c-e p i c  p a s t o r a l  aspect of the first and second shepherds’ 
pastoral music P. Plakidis’ Interplay (Sasaukšanās), the principal theme of the kokle 
and the coda music of Canto (Dziedājums); the coda portion of P. Vasks’ Lauda per 
orchestra, 

- the  s t i n g i n g  m e m o r y  aspect of the sound of the waltz theme of the 
second subject of the first movement of the Symphony by A. Maskats; the coda music 
of P. Vasks’ Symphony No. 2 (the layout of the melody, related to a folk song); 
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- the  l y r i c a l  c o n s o l a t o r y  aspect of the music of the finale of                       
A. Maskats’ Symphony; in the closing of the fourth movement of J. Karlsons’ 
Symphony; 

- the  i n t r o v e r t e d  r e v e l a t i o n  aspect in the music of the episode of 
the development portion in P. Vasks’ Symphony No. 2, and in the vocal singing of the 
second culmination zone of the development portion of R. Dubra’s symphony The 
Glow of Godly Beams (Dievišķo staru blāzmas); 

- the  r e s i g n e d  s a d n e s s  aspect in the music of the second sphere of 
imagery in Symphony No. 2 by P. Vasks; in the vocal singing of the second 
movement of A. Maskats’ Symphony (The Song of the Bells by Pier Paolo Pasolini, 
sung in a mezzo-soprano voice) 

- the  l y r i c  m e m o r y  aspect in the layout of the main theme in Diatonic 
Cantus (Diatoniskais kants) by A. Maskats; the layout of the third main theme in 
Sinfonia A by A. Vecumnieks 

- the  l y r i c-e p i c  s a d n e s s  aspect in the music of the chaconne in the 
third movement of J. Karlsons’ Symphony; 

- the  f u l l  o f  l i g h t  v i t a l i t y  aspect confirmation in the central episode 
of the third movement of R. Kalsons’ Violin Concerto (quote and development of an 
ancient Latvian folk song), the reprise music of the central episode of P. Plakidis’ 
Interplay (Sasaukšanās); the second main theme outline in the whole dramaturgical 
relief of P. Vasks’ Lauda per orchestra; the closing phase of the symphonic depiction 
For Life (Dzīvībai) by S. Mence.   

The noted aspects clearly illuminate the unique individual handwriting of 
each composer, behind which can be perceived the personal model and artistic 
temperament of the person’s unrepeatable personality. Still, in all of the listed works, 
a desire to realize one and the same archetypical musical imaginative idea is clearly 
felt, which then also allows the discussion of this composition’s belonging to the 
postulated concrete stylistic expressions of the romantic artistic world view. 

 
13. Along with Neoromanticism, in the creative work of Latvian composers, 

of course, other stylistic tendencies have developed, of which the most current and 
artistically vivid are Neoclassicism, the meditative trend in music, the echo of the 
new wave of folklore, as well as poly-stylistic synthesis in diverse individualized 
versions. 

Neoclassicism, which announced itself in the first third of the 20th century in 
western Europe, as well as its entry in Latvia in the 1960s and 1970s was involved 
with this style tendency’s basic features, which, since the 1980s, have practically lost 
their original meaning expressed in the aesthetics of Modernism and gradually 
became one of the representative stylistic versions of the Postmodernism aesthetics. 
This is confirmed also by the displayed concerto grosso type symphonic works of             
R. Kalsons, J. Karlsons, and P. Plakidis. The former emotional distancing of 
Neoclassicism and the stylization theatre in these compositions has changed into a 
lyrically dramatic and subjective expression, where elements of the Baroque and 
Classicism interact with romantic intonations. 

In compositions of the meditative trend of the end of the 20th century, as 
confirmed by the pages of R. Dubra, J. Karlsons, S. Mence, A. Maskats, and             
P. Vasks, the expression interaction of introverted distance and emotionally open are 
often observed. At times, it is expressed in a differentiated stylistic model (as 
meditative music or Neoromanticism), but, at other times, it allows the perception of 
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the tight convergence of both tendencies, as one or the other’s balance can be 
conditionally understood.  

In varied genres in the 1970s, but particularly in choir music, the blooming 
new wave of folklore or the Neofolklorism tendency continuation in Latvian 
symphonic music is very modest. Among the composers analysed, works with these 
kinds of trends are only found in the creative work by R. Kalsons and S. Mence. 

Still, when not looking at the sufficiently broad representation of various 
stylistic resolutions, there is a sufficient basis to determine, that, in the frame of the 
neoromantic tendency, many fundamental points of view of the Postmodernism 
aesthetics – the original synthesis of varied stylistic elements and their intertextuality 
in many different points of view of perception – have been developed the most 
artistically vivid way. Additionally, in the frame of the neoromantic tendency, the 
most convincing and diverse representation is in the conceptual genres of symphonic 
music – symphony and instrumental concerto, which were organically supplemented 
by composers’ searches in the model of lyric-epic poems. 

 
 14. Altogether, this research paper characterizes the diverse stylistic 
manifestations, rooted in the romantic world view, in the expression of musical 
imagery in contemporary Latvian music. However, that does not mean that the 
realized concepts of Neoromanticism of composers of other countries and nations will 
be fully analogous to observers of Latvian music, since diverse local processes and 
factors have always influenced traditions of concrete national culture and artistic 
work. Comparing the stylistic expression of neoromantic tendencies in the music of 
various national cultures and explaining their overall, universal trends – that is an 
assignment for the future. Still, its completion is not possible without specific research 
of local achievements and stylistic contexts of separate nations. That is, and will be 
for a long time, a current assignment in music research, whose centre of attention has 
always been the artistically structured phenomenon of musical thinking, which, in the 
sense of perception, ambivalently – both emotionally direct, as well as maximally 
abstract, purely analytically perceptible – represents the uniqueness of the artistic 
world view in a specific cultural-historical period. 
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