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Darzins and Ivanovs: similarities and differences

Volfgangs Darzin$ was born in Riga on September 25, 1906. His father was Emils Darzins, one
of the best-loved Latvian composers and one of the most significant music critics of his day.
Volfgangs was named in honour of Mozart, whose music the young-at-heart Emils loved and
the mature-minded Emils considered the source of musical clarity.

Janis Ivanovs was born in Babri, a village in Latgale, on October 9, 1906. His father was
Andrejs Ivanovs, a telegraph lineman who had learned electrical work while serving in the
Tsar’s army. Janis was half Latvian and half Russian.

Volfgangs Darzin$ grew up in Riga. When he was four years old, his father died in a railway
accident.

Janis Ivanovs grew up in his native village and also in Skriveri, where his father worked.
Both places had very beautiful landscapes, and in Latgale the boywas also exposed to a living
tradition of folk music.

During the First World War, Darzin$ and his mother, who was a teacher at the Riga Maldonis
Gymnasium, lived in Nizhnynovgorod and Saratov. Ivanovs and his parents, for their part,
spent the war years in Smolensk and Vitebsk. The Darzins family returned to Latvia in 1919; the
Ivanovs family returned in 1920.

After the war, in 1924, Darzin$ and Ivanovs both enrolled in the newly established Latvian
Conservatory. Ivanovs began studying in a special piano class led by Nikolajs Dauge but then
decided to concentrate instead on composition and orchestral conducting. Darzin§ began
studies in composition and additionally studied piano performance.

Both young men graduated from the composition class of Jazeps Vitols, the founder
of Latvian professional music education and a former professor at the St. Petersburg
Conservatory. Other composition classes did not yet exist in Latvia, and both budding
composers gained a classical, conservative, professionally flawless education based on the
German-Russian tradition; it did not, however, always encourage explorations of new horizons.
But some young composers, including Darzin§ and Ivanovs, did break out of comfortable and
well-understood frame of National Romanticism.

The effervescent, conspicuous and energetic Darzin§ became known for his organic
renderings of Latvian traditional music in the realm of professional music, and by the age of
40 he had become something of a Latvian Bartok, demonstrating a deft style with intricate
metro-rhythmic phrasing.

The reserved, introverted and guarded Ivanovs journeyed through the captivating domains
of Impressionism, and before reaching the age of 40 had already become arecognised composer
of monumental symphonic music with a style resembling the thick brushstrokes of a painter
specialising in oils.

Darzind’ Piano Concerto No. 2, featured on this album, marks the end of the composer’s
youth, while Ivanovs’ Symphony No. 20 is considered the culmination of the composer’s
oeuvre.

At the time when Darzin$ was composing his Piano Concerto No. 2, Ivanovs was writing
his Symphony No. 4 (Atlantis), which was heavily influenced by the global situation at the
onset of the Second World War. Darzin§, who was also a talented and prolific music critic, felt
Ivanovs’ work contained too much death. His own Concertowas as light and lively as little else
in Latvian music.

Volfgangs Darzin$ and the Piano Concerto No. 2

Darzin§’ early views about music were heavily influenced by the music of Alexander Scriabin,
whom many Latvian composers of the time passionately loved and considered the highest
standard of the era. When the young composer was denied nearing Scriabin’s music during
his studies, he took an interest in Debussy and Ravel.

Being a sensible young man, Darzin$ recognised that both his father and his colleagues
had already created so many masterpieces in the miniature genres, especially art song, that
it would be hard for him to create something new. He therefore focused his energies on piano
and symphonic music.

His contemporaries remember Darzins$ as a very handsome man with light-coloured hair
and an aromatic pipe (he differed from other pipe smokers at the time with the higher-quality
tobacco he used). He loved sports almost as passionately as he loved music, and his friends
said that sometimes it was hard for him to decide whether to attend a concert or a football
match. Be that as it may, but attending concerts was Darzin§’ occupation—in this sense, he
followed in his father’s footsteps and became one of the most important and intelligent music
critics.

At the beginning of his creative career, Darzin$ composed two symphonic dance suites
(1931, 1932) and a cantata titled Waves on the Daugava (Daugavas vilni, 1933). He wrote his
first piano concerto in 1934 and performed it himself as a part of his final examination at the
conservatory. In fact, the piano concerto as a genre was only in its infancy in Latvia at the
time, and here we must mention a certain injustice of history. Namely, the first piano concerto
in Latvian music history was written by Janis Medins$ (finished in January 1934), but Darzin$’
concerto was the first to be performed. (The same thing happened with Medin$’ opera Fire
and Night (Uguns un nakts), which was finished before Alfréds Kalnin$' opera Banuta, but
was performed after it; Banuta is therefore considered the first Latvian opera.) Darzin$ did,
however, express genuine praise for Medin$' concerto. And we might have praised Darzin§’
concerto as well, but it has unfortunately not survived.

Darzin§’ Piano Concerto No. 2 was composed in 1938 and first performed on January 12,
1939, together with a suite by Scarlatti and Beethoven’'s Symphony No. 5.

For a bit of context: the funeral of Gustavs Zemgals, a former president of Latvia, had taken
place the day before the concerto’s premiere; Jelgava was in the midst of an outbreak of scarlet
fever; Chamberlain was visiting Mussolini; Marlene Dietrich moved from Paris to America; a
railway through the Sahara Desert was being planned; and the marriage of Princess Maria of Italy
was postponed due to her sister falling ill with the flu.

At the premiere, Darzin$ himself played the concerto; Teodors Reiters conducted the
combined Latvian Radio and Latvian National Opera orchestra.

Aija Cakste, the granddaughter of Janis Cakste, Latvia's first president, wrote in her
memoirs: “I don't remember anything about the actual concert anymore, but the composer
Janis Zalitis, a good friend of my parents, came up to us during the intermission. He was
utterly distraught: ‘Why, for such a task, is the orchestra entrusted to a choir conductor?! It
was a genuine mess, and I have towrite about it for the newspaper!’ Several years later  heard
Jazeps Vitols say something similar to the composer himself: “‘When you and Reiters were
playing there, you were catching each other, and I didn't understand anything.’ Volfgangs
Darzin$ could only agree and be horrified at what might have happened had he not been at
the piano himself.”

On the morning of the premiere, the Rits newspaper published a short interview. In it we
read that Darzin$ had recently moved from Mezaparks to Bérzaunes iela (a street in Riga next




to the legendary State Electrotechnical Factory, or VEF). It was a quiet street, and Darzin$ had
a two-room apartment there on the second floor with a grand piano that occupied half of one
room. The composer told the interviewer that he spent several years writing the concerto. He
worked systematically—in the mornings and in the evenings, composing part of the music
while living in Jurmala, where he was refreshed by swimming in the sea, and part of it in
Mezaparks, where he found it necessary to always take a walk after working.

Here, a comment by the sharp-eyed critic Jékabs Graubin$ is in order. In the Briva Zeme
newspaper, he emphasised that Darzin$ belonged to that type of person who creates slowly,
seldom, intellectually and with technical mastery: “He enjoys peaceful, careful work in which
the presenting and solving of problems are a sweet endeavour.” Graubin$ also admitted that
this type of composer faces the threat of “getting tangled up in the mesh of his own problems”.
The playfulness with metre and rhythm in Darzin§’ piano concerto creates a veritable jungle,
from which the composer skillfully extricates himself, but this effort does not pay off in the
sense that the listener cannot keep up with the squandering of energies and “does not receive
comparable pleasure and emotional experience for the effort expended”.

Andyet another crucial statement by Darzin$ in the interviewwith Rits: “My intention was
to free myself from foreign influences and find a Latvian approach.”

This “Latvianness” is a difficult riddle that people have attempted to solve for decades.
In today’s world, more and more often we see that holding to a national mindset is in poor
taste. Vitols’ ironic question comes to mind: “Tell me, what does the D major scale sound like in
Latvian?” At the same time, it's obvious that we cannot eradicate that which makes a person’s
soul flutter when it sees a certain arrangement of colours, hears a special musical motif or
views a certain type of landscape. What is this thing that makes the soul flutter?

In 1948, Darzins wrote: “So, it is not the cosmopolitan nature of subjects, but of the soul,
that ought to be condemned. He who raves about the exuberant symphony full of European
impressions but does not feel his fatherland’s grey soil beneath his feet need not be invited and
cannot be taught. There is no subject matter that can save him from belonging to everything
and nothing.”

After listening to Darzin§’ Piano Concerto No. 2, Graubin$, who always chose his words
carefully, wrote that this music’s Latvian face is manifested in the melody and even the
“complex harmonies (with pleasantly dominating diatonics)”.

So, Latvianness. The music writer Jeékabs Vitolin$ also noticed something similar: “The
young Darzin$ has found his own truly unique musical lyricism, his own mood, which many
call Latvian. It is not a Latvianness he has acquired by including traditional melodies in a
symphonic composition, but rather a quality that is hidden in an emotional character, method
and musical lines dictated by the internal T.”

In summary, according to music historian Arnolds Klotins: “[Darzins’] Concerto No. 2, while not
yet completely free of Scriabin-isms, impresses with its rich spectrum of moods, its full clarity of
form and its already noticeable inclination towards changeable metres and capricious rhythms.
But the main thing—it is free of traditional romantic drama and contains a light, even monumental,
tone. Such a principally light colour with a consistently optimistic undercurrent was something
newin Latvian symphonic music at the time.”

At the close of the Second World War, Darzin$ and many other cultural figures fled Latvia
as refugees. He spent his final years in the United States, first in Spokane and then Seattle,
Washington. He worked as a teacher but also continued composing; his most important works
for piano were written in the 1940s and 1950s and will be of interest to allwho are intrigued by
both Darzin§ unique creative work and the above-mentioned reference to the Latvian soul.

There is evidence of an attempt to rehabilitate Darzin§’ Concerto in the later 1970s and

include it in Soviet Latvian concert programmes, but the composition was nevertheless
omitted at the last minute. It was first performed again in Latvia on November 27, 1986, by
pianist Maris Zembergs and the Latvian National Symphony Orchestra, conducted by Imants
Resnis, at the Great Guild Hall in Riga.

Janis Ivanovs and the Symphony No. 20

Janis Ivanovs was enthusiastic in his music, precise in his everyday life and set in his ways
with a daily schedule he rarely deviated from—a time for work, a time for soup, a time for a
stroll. He was a notable authority. He was a respected and revered professor at the Academy of
Music. He was the great symphonist. He could be sharp-tongued, intolerant, impatient. In an
interview with musicologist Gunda Vaivode, Juris Karlsons, a student of Ivanovs, said: “Every
large tree casts large shadows. He was a refined, elegant person, very deep, with a unique
sense of humour, but his Latgalian character always shone through everything.”

In a conversation with composer and music writer Imants Zemzaris, Ivanovs’ widow,
Leonora, added: “He wasn't as bad as some people say he was. Of course, one could not irritate
or anger him—he might respond quite brusquely. I knew how to ignore such comments,
because I knew that he did not mean to be hurtful. Actually, he was a good person, a very good
person. Very kind and good. I knew his character; I knew to refrain from saying certain things
at certain times, I knewwhat ought to be left for later. He had two sides: one side was for music,
the other side was for life.”

Ivanovs’ magnum opus are his twenty finished symphonies. His twenty-first symphony
remained unfinished; it was finished and orchestrated by Juris Karlsons.

The premiere of the Symphony No. 20 took place on October 15,1981, a week after Ivanovs’
75th birthday. Thiswas a concert in honour of the composer’s anniversary, and it also included
all three of his concertos—for piano (soloist Arnis Zandmanis), violin (soloist Valdis Zarins) and
cello (soloist Maris Villeruss). The Latvian National Symphony Orchestra was conducted by
Vassily Sinaisky.

For a bit of context: October 15, 1981, is considered the founding date of the group
Metallica; a day earlier, Hosni Mubarak assumed the presidency of Egypt; two weeks later, a
Soviet submarine ran aground on the southern coast of Sweden; and some time during that
month the dissident Gunars Astra (who was later accused and imprisoned for possessing and
distributing anti-Soviet literature) retold the plot of George Orwell's 1984 to an acquaintance
in his apartment in Riga.

Ivanovs’ Symphony No. 20 is compact and intense in terms of content. It consists of the
traditional four movements, which the composer considered the ideal form for a symphony.
“It’s been historically proven, and I've verified it myself. The Symphony No. 20 follows this
cycle aswell. [It's] alook back at what's been. Not a description of a lifetime, but the life itself—
that’s the content of this symphony” (from a conversation with musicologist Vija Briede).
Ivanovs wrote only four three-part symphonies; all the rest were four-part compositions, as
befits the genre.

Ivanovs did not like to describe the content of his compositions in words. He also hardly
wrote any music with lyrics, only a few art songs in his youth. Ivanovs did, however, compose
wonderful vocalises for choir, and he intended to write an opera, although it never came to
fruition.

Regarding symphony explanations, there are only a few exceptions. One of them is the
Symphony No. 4 (1941), which portrayed the might and destruction of Atlantis, and another is
the Symphony No. 6, or Latgale Symphony (1949), for whose pastoral content Arvids Darkevics



created a corresponding description. The Symphony No. 6 was Ivanovs’ “atonement for his
sins”. During the “formalist” witch hunts of 1948, Ivanovs was among those accused of ignoring
socialist realism, and his Symphony No. 5 (1945) was included on the list of undesirable works
of music. Therefore, the Symphony No. 6 can to a certain extent be considered a compromise.
Afterwards, Ivanovs was consistent.

The music historian Diana Albina says: “Did he believe that for the only time in his life
he had, contrary to his stubborn Latgalian nature, capitulated? Never again did he allow
himself to be talked into revealing the finer points of the content of his works, and he resisted
reviewers’ questions. He had won his inviolability, but in return he put on a cloak of silence.
His music spoke for itself. He coolly slammed the door in the faces of simpletons who required
a translation for the language of the composer’s heart.”

From this perspective, Ivanovs was very open in his conversation with Briede. However,
from Zemzaris’ 1993 conversation with the composer’s widow, we learn that Ivanovs had
revealed to her that the Symphony No. 20 was his requiem.

Itis undeniably a dramatic and powerful composition. But it is also clear and transparent.
Several passages remain in the listener’s memory even after hearing it only once.

First of all, the downward sliding chromatic progessions at the beginning of the first
movement. Then, the compelling sixths and their inversions in the first movement’s Allegro.
The basic material for the first movement is derived from these half-tones and sixths. Listen for
the F-minor triads played by the bells twice before the recapitulation in the first movement..

The second movement begins with a dodecaphonic monody arranged four times around
three tones. By putting the three tones together in chords, a sequence is formed in which
the broad triad of the first three tones gradually narrows, with the upper notes of the chords
chromatically descending and the bass note chromatically rising. Thisis possibly one of the most
elegant examples of linear dodecaphony in the whole literature of music. Another important
event in this movement is the beautiful chorale in D-flat major.

The third movement occupies a special place in the symphony. Ivanovs said: “In place
of the typical scherzo, the third movement here is a menuet—a reminiscence of the days of
youth, as a student at the conservatory...” (from the conversation with Briede). And it truly is
an echo of Ivanovs’ youth. A direct forerunner was the Menuet he composed as a piano trio in
1937. Over the next two years, he rearranged it for a string quartet, a chamber orchestra and a
cello with piano accompaniment. But even more interesting is the Menuet for piano Ivanovs
wrote in 1928. It is harmonised differently and altered thematically, aswell as ornamented, but
it is in large part the same music, with the characteristic fifth at the beginning and the same
general direction of the melodic line.

And finally, the fourth movement—an absolute ripping open of the soul that ends in B
minor. Again, the triad played by the bells is heard twice: D-Fis-B. From the rhetorical
perspective, the sign of a cross. The key signature of B minor has two sharps—two crosses.

Bminorisaheavy, symbolically powerful keywith much historicalbaggage, namely, Bach’s
Mass in B minor and the symphonies of Schubert and Tchaikovsky. Professor Georgs Pelécis
calls it “elite mysticism”. But that's not all. At about the same time as Ivanovs was composing
his Symphony No. 20, the very gifted Latvian poet Ojars Vacietis was writing his last poems,
which would be published in B minor (Si minors, 1982), the last collection of his poetry to be
released during his lifetime. I would like to perceive this as an analogy of the era. During the
Soviet era, the early 1980s was a time of profound stagnation. B minor is the relative minor to
the bright key of D major; it is a key with deep shading. There is always someone among us who
can see more clearly and hear more acutely.

Andris Poga




is a pianist based in London and one of the most notable talents to come out of
Latvia in recent years. He is a master of very thoughtful interpretations and a dynamic soloist
aswell as a skilled chamber musician and participant in several conceptual projects.

Zarin$ began learning to play the piano at age seven, and at age ten he debuted as a soloist
with an orchestra. He has won eleven international piano competitions and is a three-time
winner of the Latvian Great Music Award (2011, 2013, 2015).

Zarin$ has participated in the Bath International Music Festival, the Lucerne Festival,
the Kremerata Baltica Festival, the Yale-Norfolk Chamber Music Festival, the Scotia Festival
of Music, MasterWorks, Crescendo and the Holland Music Sessions. He has performed at
Amsterdam’s Concertgebouw, Carnegie Hall's Weill Recital Hall and Steinway Hall in New
York City, London’s Wigmore and Steinway Halls, St. Petersburg’s Glazunov Concert Hall and
the Tchaikovsky Concert Hall in Moscow. He has collaborated with conductors Andris Poga,
Andris Veismanis, Ainars Rubikis, Pablo Heras-Casado, Peter E6tvos, Juha Kangas, David Gier,
Diego Masson and Ariel Zuckermann.

Performances with Pierre Boulez, Peter E6tvos and the Ensemble Intercontemporain have
strengthened Zarin$’ interest in contemporary music and its relationship with the classical
repertoire.

Zarin§' recordings have been highly praised by critics: a recording of Beethoven's
Hammerklavier Sonata and works by Schubert performed at London's Wigmore Hall
(Lemniscat Productions), a concert recording at the “Césis” concert hall of music by Bach,
Brahms, Liszt and Schubert, and the studio albums Circus & Magic and Jazeps Vitols: Works
for Solo Piano (with the British label Champs Hill Records).

Zarins$ received his musical eduction at the Jazeps Medin$ Music School and the Emils
Darzins$ Music School in Riga, the Yale School of Music (USA) and the Royal Academy of Music
in London. He has been particularly inspired by his teachers Boris Berman, Christopher Elton,
Raffi Kharajanyan and Reneé Salaks.

UHCRIETAUE N ELa 0 EIR nlelalonny @) tela-5e e (LN SO) is one of the valuable assets of the classical

music scene in Latvia. It is a team of highly professional musicians with strong traditions,
generous sound and devoted performance. The LNSO mainly focuses on 19th- and 20th-
century orchestral masterpieces, classical and contemporary works by Latvian composers
and occasionally concert performances of operas or musicals. The orchestra pays great
attention to educational children and youth programmes. For several years, it has successfully
performed a series of chamber music programmes, and since 2015 it celebrates the end of the
summer with the new festival LNSO vasarnica (LNSO Holiday House).

The LNSO has won four Grand Music Awards, the highest classical music prize in Latvia -
in 1993, 2009, 2012 and 2013.

Since November 2013, the artistic director and principal conductor of the LNSO is
Andris Poga. Led by its new maestro, the LNSO has performed several outstanding concert
programmes, notably the interpretations of works by Leonard Bernstein, Pyotr Ilyich
Tchaikovsky, Alexander Skriabin and Richard Strauss. The LNSO also performs regularly and
with great pleasure at the new concert halls in Cesis, Liepaja and Rézekne.

The orchestra’s list of former artistic directors includes such masters as Janis Medins,
Leonids Vigners, Edgars Tons, Vassily Sinaisky, Olari Elts and Karel Mark Chichon. Guest
conductors have included world-renowned Latvians Arvids Jansons, Mariss Jansons and
Andris Nelsons as well as Vladimir Fedoseyev, Valery Gergiev, Neeme Jarvi, Paavo Jarvi,
Kirill Kondrashin, Kurt Masur, Krzysztof Penderecki, Gennady Rozhdestvensky and Yevgeny
Svetlanov.

The scope of LNSO’s concert tours iswide—the orchestra has performed in Japan (including
Suntory Hall in Tokyo), Russia (including the Grand Hall of the Moscow State Conservatory)
and many European countries, where the most important performances have taken place at
the Concertgebouw in Amsterdam, the Berlin State Opera and the Gewandhaus in Leipzig.
In autumn 2013, the LNSO gave a concert performance at the Alte Oper in Frankfurt on the
opening night of the European Central Bank Cultural Days devoted to Latvia. In 2015, the
LNSO went to France, where, conducted by Andris Poga, they performed Verdi's Requiem at
the Théatre des Champs-Elysées.

has been the artistic director and principal conductor of the Latvian National
Symphony Orchestra (LNSO) since November 2013.

In 2010, Poga won the 2nd Evgeny Svetlanov Conducting Competition in Montpellier
(France), and thisvictory significantly changed the young conductor’s life. He was an assistant
to Paavo Jarvi, the principal conductor of the Orchestre de Paris, from 2011 to 2014, and from
2012 to 2014 he worked as an assistant conductor at the Boston Symphony Orchestra. During
these years he also substituted for Georges Prétre, Mikko Franck and Lorin Maazel at various
concerts.

Recently, Poga has worked with the Tonhalle Orchestra in Zurich and has performed
concertsandledmasterclassesatValery Gergiev's Pacific Music FestivalinJapan. His successful
collaboration with Germany’s best orchestras also continues—in a project commissioned by
Bavarian Radio, he recorded music by Kancheli and Vasks with the Bamberg Symphony; he
has conducted the Northern German Radio Symphony Orchestra in Hamburg; and he debuted
with the Gewandhaus Orchestra in Leipzig, the Frankfurt Radio Symphony and the Orchestre
National de France. Poga has also conducted the Monte-Carlo Philharmonic Orchestra, the
NHK Symphony Orchestra in Tokyo, the Saint Petersburg Philharmonic Orchestra and the
Svetlanov State Academic Symphony Orchestra of Russia.

From 2007 until 2010 Poga was the artistic director and principal conductor of the
Orchestra “Riga”. He received the Latvian Grand Music Award for best debut in 2007 for one of
his first concerts with the Latvian National Symphony Orchestra.



Darzins un Ivanovs: lidzibas un atskiribas

1906. gada 25. septembri Riga piedzimst Volfgangs Darzins. Vina tévs ir Emils Darzins - viens
no latvieSu iemilotakajiem komponistiem un ieverojamakajiem muzikas aprakstniekiem.
Délamvards dots par godu Mocartam, kura maziku Emils Darzin$ jaunekligi miléja un viriSkigi
turéja par makslinieciskas skaidribas avotu.

1906. gada 9. oktobri Latgales Babru sadza piedzimst Janis Ivanovs. Vina tévs ir Andrejs
Ivanovs — cara armijas dienesta laika elektrotehniskas lietas iemanijies telegrafa linijas
darbinieks. Jana Ivanova dzislas lidzigas dalas plist latvieSu un krievu asinis.

Volfgangs Darzins uzaug Riga. Kad zénam Cetri gadi, tragiska nave uz dzelzcela sliedém
iet boja vina tévs.

Janis Ivanovs uzaug dzimtaja sadza un Skriveros, kur vina tévam darbs. Gan Sur, gan tur
zeéns dzivo visskaistako ainavu apvidu un Latgalé piedevam vel a1l smel no dzivas tautas
muzikas avotiem.

Pirma pasaules kara gadus Darzin$ ar mati, Maldona gimnazijas skolotaju, pavada
NiZnijnovgoroda un Saratova. Janis Ivanovs ar vecakiem uzturas Smolenska un Vitebska.
Darzinu gimene Latvija atgriezas 1919. gada, Ivanovu gimene - 1920. gada.

Péc kara - viena un taja pasa 1924. gada - Volfgangs Darzins$ un Janis Ivanovs klist par
jaundibinatas Latvijas konservatorijas studentiem. Janis Ivanovs sak macibas specialaja
klavierklasé pie Nikolaja Dauges, tomer nolemj mainit klavierspéli uz komponésanu un
simfoniska orkestra dirigéSanu. Volfgangs Darzin$ sak studijas ka komponists un lidztekus
iegust arl profesionala pianista izglitibu.

Abi jaunekli absolvé Latvijas profesionalas muzikas izglitibas pamatlic€ja, kadreizeja
Peterburgas konservatorijas profesora Jazepa Vitola kompozicijas klasi. Citas kompozicijas
klases Latvija tobrid vel nav, un toposie komponisti gist vacu-krievu skola balstitu klasisku,
konservativu, profesionali nevainojamu, bet ne vienmer uz jauniem apvars$niem mudinosu
izglitibu. Tomer ir daZi, kas parrauj nacionalromantisma érto, tautieSiem labi saprotamo
ietvaru, un pie Siem daziem pieder ari Volfgangs Darzin$ un Janis Ivanovs.

Sabiedriba mirdzo$ais, momentani pamanamais, vitalais Volfgangs Darzin§ klis par
latvie$u tautasmuzikas organisku iedzivinataju profesionalaja miizika un ap 40 gadu vecumu
bus sava veida latvju Bartoks ar metroritmiskos labirintos veiklus rakstus velkosu roku.

Noslégtais, atturigais, savus dvéseles noslepumus sargajosais Janis Ivanovs izies caur
impresionisma valdzinoSajiem lokiem un vél pirms 40 gadu vecuma klis par monumentalu
simfoniki ar ellas gleznu autora smagos triepienos ruditu roku.

Saja albuma ieklautais Volfganga Darzina Otrais klavierkoncerts noslédz komponista
jaunibas posmu, savukart Jana Ivanova 20. simfonija ir komponista visa dzives cela
vainagojums.

Laika, kad top Darzina Otrais klavierkoncerts, Ivanovs raksta Ceturto simfoniju
“Atlantida’, kura dzili atbalsojas pasaules tabriza situacija pirms Otra pasaules kara. Par $o
muziku Darzin$, kas pats ir ari trapigi un razigi raksto$s mazikas kritikis, saka - taja par daudz
naves. Vina paSa koncerts tik gai$s un vitals, ka reti kas latvieSu mazika.

Volfgangs Darzins un vina Otrais klavierkoncerts

Volfganga Darzina agrinos muzikalos uzskatus specigi ietekme Aleksandra Skrjabina muzika,
ko tolaik ne viens vien latvie$u autors kaisligi milé ka laikmeta augstako zimi. Kad jaunajam
censonim studiju laika noliegts pat tuvoties Skrjabina muzikai, dienaskartiba uzrodas Debisi
un Ravels.

Blidams sapratigs puisis, Darzin$ apzinas, ka miniatrzanros, seviski solodziesma, gan
pasa tévs, gan vina kolégi radijusi tik daudz Sedevru, ka grati biis $aja druva ko jaunu teikt,
tapéc jauneklis pieversas klaviermizikai un simfoniskajai dailradei.

LaikabiedriatcerasVolfgangu Darzinu ka stipriizskatiguviru gaiSiem matiem un smarzigu
pipi (no talaika pipniekiem Darzing atskiries ar labaku tabaku). Gandriz tikpat kaisligi ka
miziku Darzin§ mil ari sportu, un draugi mélo, ka savureiz vinam esot griti izskirties, vai iet
uz koncertu, vai futbola saciksti. Joks kur joks, bet ieSana uz koncertiem ir Volfganga Darzina
maizesdarbs - $aja joma vins iet téva tieSas pédas un klast par vienu no nozimigakajiem un
sapratigakajiem muzikas kritikiem.

Dailrades sakumposma Darzin$ komponé divas simfoniskas deju svitas (1931, 1932) un
kantati “Daugavas vilni” (1933). Savu pirmo klavierkoncertu vin$ uzraksta 1934. gada un
pirmatskanojuma pats spélé solo ka klavierklases absolvents.

Blakusminot, klavierkoncerts ka zanrs Latvija tolaik vél tikai dzimst, un te jaruna par
zinamu vesturisku “netaisnibu” - Latvijas muzikas vesturé pirmo klavierkoncertu uzraksta
Janis Medins (darbs pabeigts 1934. gada janvari), bet ka pirmo atskano Darzina koncertu (tas
pats ar Medina operu “Uguns un nakts”, kas pabeigta pirms Alfréda Kalnina operas “Banuta”,
bet uzvesta péc tas, tadéjadi latvieSu pirmas operas gods ticis “Banutai”). Godam jateic, ka
Darzin$ Medina koncertu sirsnigi slavé. Més, iespéjams, slavétu ari pasa Darzina koncertu,
taCu tas diemzél nav saglabajies.

Volfganga Darzina Otrais klavierkoncerts top 1938. gada un pirmatskanojumu piedzivo
1939. gada 12. janvari viena programma ar kadu Skarlati svitu un Bethovena Piekto simfoniju.

Kontekstam: dienu iepriek$ pédeja gaita izvadits bijudais Latvijas prezidents Gustavs
Zemgals, Jelgavai uzglin Sarlaks, Cemberlens viesojas pie Musolini, Marléna Ditriha dodas
no Parizes uz Ameriku, tiek planots dzelzcel$ caur Saharu un ligavas masas gripas dél atliktas
italu princeses Marijas kazas.

Pirmatskanojuma solo spélé autors, apvienoto Latvijas Radiofona un Latvijas Nacionalas
operas orkestri dirigé Teodors Reiters. 3

Latvijas pirma prezidenta Jana Cakstes mazmeita Aija Cakste atminas vésta: “No pasa
koncerta vairs neatceros neko, bet starpbridl pie vecakiem pienaca vinu labais draugs
komponists Janis Zalitis, gluzi izmisis: “Kapéc $adam uzdevumam orkestri uztic kora
dirigentam?! Ta bija tira putra, un man par to jaraksta avize!” Pec vairakiem gadiem dzirdéju,
ka kaut ko lidzigu Jazeps Vitols teica paSam autoram: “Jus ar Reiteru tur speledamiviens otru
kérat, un es neko nesapratu.” Volfgangam Darzinam atlika tikai piekrist un S$ausminaties, kas
notiktu, ja vin$ pats nebiitu bijis pie klavierém.”

Pirmatskanojuma rita laikraksts “Rits” nak klaja ar nelielu interviju. Taja uzzinam, ka
Volfgangs Darzing nesen parcélies no Mezaparka uz Bérzaunes ielu (lidzas legendarajai Valsts
elektrotehniskajai fabrikai jeb VEF). Iela klusa, un Darzinam viena no namiem divistabu
dzivoklis ar koncertfligeli, kas aiznem pusi istabas. Komponists Zurnalistam stasta, ka darbs
pie koncerta ildzis vairakus gadus. Darzin$ stradajis sistematiski — gan no rita, gan vakara,
dalu mazikas komponéjis, dzivojot jiirmald, kur vinu spirdzinaja peldes, dalu Mezaparka, kur
péc darba nepiecieSamas bija pastaigas.




Te vieta asredziga kritika JEkaba Graubina novérojums. Laikraksta “Briva Zeme” vin§ uzsver,
ka Darzin$ pieder pie tiem, kas rada 1éni, maz, intelektuali un tehniski meistarigi: “Vinam mil$
mierigs, apdomigs darbs, kura saldums - problému uzstadiSana un atrisina$ana.” Kritikis arl
atzist, ka $im komponistu tipam draud briesmas “sapities savu problémurezgos”. Klavierkoncerta
vérojama rotala$anas ar metru un ritmu rada tadus dzunglus, no kuriem gan Darzin§ meistarigi
iznak klajakos laukos, bet kas neatmaksajas tada zina, ka klausitajs nevar lidzdzivot $ai speku
SkieSanal, “nesanem Siem spekiem adekvatu baudijumu un pardzivojumu’.

Un, luk, vél viens butisks Darzina izteikums intervija laikrakstam “Rits™: “Mans nodoms ir
bijis atbrivoties no svesiem iespaidiem un atrast latviskus celus.”

Sis ‘latviskais’ ir gadu desmitiem minama un gruti atminama mikla. Musdienu pasaulé arvien
biezak manam, ka pieturéties pie nacionala ir sliktais tonis. Tad uzreiz nak prata Jazepa Vitola
ironiskais jautajums — sakiet, ka latviski skan Re maZora gamma? Taja pasa laika skaidrs, ka no
cilveka dvéseles neizravesi to, kas liek notrisét, ieraugot ipasu krasu salikumu, izdzirdot ipasu motivu
vai ieraugot ipasu ainavu. Kas ir is ‘tas’, kas liek notriset?

1948. gada Volfgangs Darzin$ raksta: “Tatad ne tematikas, bet gara kosmopolitisms ir
pelams. Kas jismo par Eiropas iespaidu kradno simfoniju, nejuzdami zem kajam dzimtenes
peléko smilti, tos velti ir aicinat un velti ir pamacit. Nav tematikas, kas tos var paglabt no
piederibas visam un nekam.”

Jekabs Graubin$, kur§ nekad netéré liekus un tuk$us vardus, péc Darzina Otra
klavierkoncerta noklausiSanas bilst, ka $is muzikas latviska seja izpauzas melodija un pat ari
“sarezgitaja harmonika (ar patikamu diatonismu parsvara)”.

Tatad latviskais. Ko lidzigu noverojis arl mizikas aprakstnieks Jékabs Vitolins: “Jaunais
Darzin$ ir atradis savu patiesi ipatnu muzikas lirismu, noskanu, ko daudzi sauc par latvisku.
Tas nav latviskums, kas guts ar tautdziesmu meldiju iesaistiSanu simfoniskaja darba, bet
ipasiba, kas slepjas jutu rakstura, metodika un muzikas linijas, ko dikte ieksgjais ‘es’.”

Rezumeésim, citéjot mizikas vésturnieku Arnoldu Klotinu: “[Darzina] Otrais koncerts, lai
arl vél nav gluzi brivs no skrjabinismiem, imponé ar bagatigo noskanu spektru, lielo formas
skaidribu un jau manamo noslieci uz mainigiem metriem un kapriziem ritmiem. Tacu
pats galvenais - tas ir brivs no tradicionala romantiska dramatisma, ieturéts gaisos, pat
monumentalos tonos. Sads principiali gaiSs muzikas kolorits ar konsekventi optimistisku
zemstravu bija toreizéjas latvieSu simfoniskas muzikas jaunums.”

Otra pasaules kara beigas Volfgangs Darzin$, tapat ka daudzi citi kultiras darbinieki,
pamet Latviju. Vina miZa brieduma posms paiet ASV - vispirms Spokena, péc tam Sietla.
Darzin§ strada pedagogisku darbu un komponé - 40. un 50. gados top vina nozimigakie
klavierdarbi, kurus verts iepazit gan Darzina lpatnas dailrades, gan augstak piesauktas
latviskas dveéseles interesentiem.

Ir zinas, ka 70. gadu otraja pusé bijis méginajums reabilitét Darzina koncertu un
ieklaut to Padomju Latvijas koncertdzive, ta¢u pédéja bridi opuss no programmas svitrots.
Dienasgaismu dzimtené tas atkal ierauga 1986. gada 27. novembri Lielaja gildé pianista Mara
Zemberga, Latvijas Nacionala simfoniska orkestra un dirigenta Imanta Re3na lasijuma.

Janis Ivanovs unvina 20. simfonija

Janis Ivanovs bija muzika aizrautigs, sadzive precizs, varbut pat pedantisks virs ar noteiktu
dienas planojumu, pie kura ciesi turéjas — savs laiks darbam, savs zupai, savs pastaigai.
Janis Ivanovs bija ievérojama autoritate. Cienits un bijats Muzikas akadémijas profesors.
Dizs simfonikis. Varéja bt ass, neiecietigs. Ivanova audzeknis Juris Karlsons kada saruna ar

muzikologi Gundu Vaivodi saka: “Katram lielam kokam ir nopietnas énas. Vin3 bija izturéts,
elegants cilveks, loti dzil§, ar savdabigu humora izjatu, bet cauri vinam visu laiku naca
latgaliskais raksturs.”

Savukart Ivanova atraitne Leonora saruna ar komponistu un muzikas aprakstnieku
Imantu Zemzari bilst: “Tik slikts, ka viens otrs par vinu saka, jau nu nebija. Sakaitinat vinu,
saprotams, nedrikstéja - varéja atbildét diezgan asi. Vina reizém pasacito macéju viegli laist
par galvu, jo zinaju, ka tas nav domats launi. Isteniba vins bija labs, loti labs cilvéks. Loti mil§
un labs. Pazinu vina raksturu, zinaju, ko attieciga bridi labak neteikt, ko atstat uz vélaku. Ving
bija divéjads: muzika viens un dzive otrs.”

Jana Ivanova magnum opus ir vina divdesmit pabeigtas simfonijas (divdesmit pirma
palika nepabeigta, to pabeidza un instrumentéja Juris Karlsons).

Divdesmitas simfonijas pirmatskanojums notiek 1981. gada 15. oktobr1 - nedélu pec Jana
Ivanova 75. dzim3anas dienas. Sis ir meistara lielas jubilejas koncerts, un taja pasa vakara
skan ari visi tris Ivanova koncerti — klavierém (solists Arnis Zandmanis), vijolei (solists Valdis
Zarins) un Cellam (solists Maris Villeruss). Latvijas Nacionalo simfonisko orkestri dirigé
Vasilijs Sinaiskis.

Kontekstam: 1981. gada 15. oktobri uzskata par grupas “Metallica” dzim$anas bridi, dienu
iepriek$ Egipté sacis valdit Hosni Mubaraks, divas nedelas velak padomju zemudene ieskrien
Zviedrijas dienvidkrasta klinti, un kaut kad $aja ménesi Gunars Astra (saskana ar apsiidzibas
rakstu par pretpadomju darbibu) sava dzivokll parstasta kadam pazinam DzordZa Orvela
romana “1984” saturu.

Jana Ivanova 20. simfonija ir kompakta un saturiski intensiva. Tai ir tradicionalas ¢etras
dalas, ko Ivanovs uzskatija par simfonijas idealo formu: “Tas ir vésturiski parbaudits, un par
to pats esmu parliecinajies. Ar1 20. simfonija ir $ads cikls. Atskats uz to, kas bijis. Ne dzives
apraksts, bet pati dzive - tas ir simfonijas saturs” (no sarunas ar muzikologi Viju Briedi). Pasa
Ivanova simfoniju saraksta ir tikai Cetras trisdaligas, paréjam Cetras dalas, ka pieklajas.

Zinams, ka Janim Ivanovam nepatika vardos aprakstit savu kompoziciju saturu. Vinam
arl tikpat ka nav kompoziciju ar tekstu, tik vien ka daZas jaunibas gadu solodziesmas.
Kormuzikas joma Ivanovs komponéja briniskigas vokalizes. Bijusi iecere komponét operu,
bet ta neistenojas.

Runajot par simfoniju skaidro$anu, ir tikai dazi iznémumi. Viens no tiem ir Ceturta simfonija
(1941), kura ziméts Atlantidas varenums un posts, un vél viens iznémums ir Sesta jeb “Latgales”
simfonija (1949), kuras pastoralajam saturam atbilsto$i pastoralu aprakstu veidojis Arvids
Darkevics. Sesta simfonija bija Jana Ivanova “gréku izpirk$ana’. 1948. gada “formalistu” raganu
medibu laika ari Janis Ivanovs tika pieskaitits pie socialistiska realisma ignorétajiem un vina
Piekta simfonija (1945) iekluva nevélamo opusu saraksta. Sesta simfonija tapéc zinama méra
uzskatama par kompromisu. Pec tam Janis Ivanovs bija konsekvents.

Muzikas vesturniece Diana Albina saka: “Vai vin§ saskatija, ka bija vienigo reizi sava
muza pretéji latgalieSa spitibai piekapies? Nekad vairs velak vin$ nelavas pierunaties
atklat savu darbu sikaku saturu, pretojas recenzentu tincinajumiem. Vin$ bija iekarojis sev
neaizskaramibu, toties apkart apjozis klusé$anas Zogu. Runaja vina muazika. Nepra$am, kas
prasija tulkojumu komponista sirds valodai, vins vési aizcirta durvis deguna priek$a.”

No Sada aspekta veroties, saruna ar Viju Briedi Janis Ivanovs bijis stipri atklats. Savukart
no komponista un muzikas aprakstnieka Imanta Zemzara 1993. gada sarunas ar komponista
atraitni Leonoru Ivanovu uzzinam, ka Ivanovs sievai teicis — 20. simfonija esot vina rekviems.

Nenoliedzami tas ir dramatisks un specigs darbs. Taja pasa laika tik skaidrs un dzidrs. Pat
jau péc vienas reizes noklausiSanas atmina paliek vairakas epizodes.

Visupirms jau pirmas dalas sakuma lejupslidosie hromatismi. Péc tam pirmas dalas Allegro
zimigas sekstas un to apversumi. No Siem pustoniem un sekstam atvasinats simfonijas pirmas



dalas pamatmaterials. Klausoties vérts pieverst uzmanibu zvanu trijskanim, kas pirms pirmas
dalas reprizes divas reizes izskan fa minora.

Otra dala apbur ar sakuma dodekafonisko monodiju, kas kartota ¢etras reizes pa trim
skanam. Saliekot ik tris skanas akordos, izveidojas seciba, kura pirmas triades plasais
trijskanis pamazam saSaurinas, akordu aug$éjam skanam hromatiski nolaiZoties un basa
skanai hromatiski paceloties. Iespéjams, ka 3is ir viens no glitakajiem linearas dodekafonijas
paraugiem pasaules mizikas literatira. Otra bittiska epizode $aja dala ir skaistais koralis Re
bemola mazora.

Ipasa vieta simfonija ir tre$ajai dalai. Ivanovs saka: “Treaja dala ierasta skerco vieta $oreiz
ir menuets - reminiscence no jaunibas dienam, konservatorijas studentu gadiem...” (no sarunas
ar muzikologi Viju Briedi).

Sis patieSam ir atbalsis no Jana Ivanova jaunibas. Tie$s priekStecis ir Menuets, kas
komponets 1937. gada klaviertrio. Nakamajos divos gados tas parstradats stigu kvartetam,
kamerorkestrim un Cellam ar klavierpavadijjumu. Bet veél interesantak ir paskatities uz
1928. gada komponéto menuetu klavierem - tas ir citadi harmonizets un tematiski grozits,
ornamentéts, bet lielas linijas ta pati muzika gan ar raksturigo sakuma kvintu, gan melodiskas
linijas visparejo virzibu.

Visubeidzot ceturta dala — absoluts dveseles atplésiens, kas noslédzas si minora. Atkal divas
reizes zvanu spéléta triade — re-fa diézs-si. No retorikas viedokla - krusta zime. Si minoram pie
atslegas divi diézi - divi krusti.

Si minors ir smaga, simboliski spéciga tonalitate ar vesturisku apgrutindjumu — Baha
mesa, Siberta un Caikovska simfonijas. Profesors Georgs Pelécis saka - “elitara mistika’.
Bet ne tikai. Apmeram taja pasa laika, kad Ivanovs komponé savu Divdesmito, top latviesu
geniala dzejnieka Ojara Vacie$a beidzamie dzejoli, kas ieklis beidzamaja vina dzives laika
klaja nakusaja krajuma “Si minors” (1982). Gribas $o uztvert ka laikmeta paraléli. Padomju
laika 80. gadu sakums ir visdzilakas stagnacijas laiks. Si minors ir spoza Re maZzora paraléla
tonalitate ar dzilu énojumu. Musu vidu vienmer ir kads, kas redz skaidrak un dzird dzilak.




ir Londona dzivojoSs latvieSu pianists-brivmakslinieks, viens no Latvijas
ieverojamakajiem talantiem, dzili pardomatu interpretaciju meistars, spozs solists un
prasmigs kamermuzikis, konceptualu starpmakslu projektu dalibnieks.

Reinis Zarins saka klavierspéles studijas septinu gadu vecuma un desmit gadu vecuma
debiteja ka solists ar orkestri. Vin§ guvis godalgas vienpadsmit starptautiskos pianistu
konkursos un tris reizes sanémis Latvijas Lielo mizikas balvu (2011, 2013, 2015).

Pianists piedalijies Batas starptautiskaja muzikas festivala, Lucernas festivala,
Kremerata Baltica festivala, Jelas-Norfolkas kamermuzikas festivala, Skotijas mizikas
festivala, MasterWorks, Crescendo un Holland Music Sessions. Vin$ uzstajies Amsterdamas
Concertgebouw, Nujorkas Karnegija centra Veila zalé un Steinway zale Londonas Vigmorzalé
un Steinway zale, Sanktpeterburgas Glazunova zale, Maskavas Caikovska zalé. Teicama
saskana speléjis ar Andri Pogu, Andri Veismani, Ainaru Rubiki, Pavlo Erasu-Kasado, Peteru
Etvesu, Juhu Kangasu, Deividu Geiru, Djego Masonu, Arielu Cukermani.

Sadarbiba ar Pjéru Bulézu, Peteru Etvesu un Ensemble Intercontemporain stiprinaja
Reina interesi par laikmetigo muziku un tas attiecibam ar klasisko repertuaru.

Reinis Zarin$ ieskanojis kritiku augsti vertétus diskus: studijas albumus Circus & Magic un
Jazeps Vitols — Works for solo piano (britu skanu ierakstu nams Champs Hill Records), ka
arl Londonas Vigmorzalé veiktu koncertierakstu (Lemniscat Productions) ar Bethovena
Hammerklavier un Stberta opusiem.

Reina Zarina muzikas izglitibas gaitas saistas ar Jazepa Medina muzikas skolu un Emila
Darzina muzikas vidusskolu Riga, Jela Universitates muzikas skolu un Londonas Karalisko
Miuzikas akadémiju. No skolotajiem Reinis ipasi izcel Borisu Bermanu, Kristoferu Eltonu, Rafi
HaradZanjanu un Reneé Salaku.

IR EEREE I EIEIE Sl sl S el Cod ceias ) (LN SO) ir viena no valsts klasiskas muzikas aprites
pamatvertibam - augsti profesionalu muziku apvieniba ar spécigam tradicijam, dasnu
skan€jumu un atdevigu speli.

LNSO uzmanibas loka ir galvenokart 19. un 20. gadsimta pasaules simfoniskie Sedevri,
Latvijas komponistu raditas klasiskas vertibas un musdienas saceréti jaundarbi, ka arl
palaikam kadas operas vai muzikla koncertatskanojums. LNSO lielu uzmanibu piever§
bérnu un jauniesu izglitibas programmam, vairakus gadus veiksmigi isteno kamermiizikas
programmu sériju un kop$ 2015. gada svin vasaras izskanu jauntapusa festivala “LNSO
vasarnica’.

LNSO darbiba Cetrkart noverteta ar Latvijas augstako apbalvojumu klasiskas muzikas
joma - Lielo muzikas balvu 1993, 2009, 2012 un 2013.

Kops 2013. gada novembra LNSO makslinieciskais vaditajs un galvenais dirigents ir
Eiropas un Japanas labako orkestru pieprasitais maestro Andris Poga — muzikis ar spozu
tehniku, augstam prasibam pec nevainojami profesionala muzikas lasijuma un izcilu formas
izjitu. Jauna maestro vadiba LNSO smedzu; vairakas izcilas programmas, kuras sev1sk1
izcelamas Leonarda Bernsteina, Petera Caikovska, Aleksandra Skrjabina, Riharda Strausa
darbu interpretacijas. Kops jaunu koncertnamu ierikoSanas LNSO regulari un ar lielu prieku
koncerte Césis Liepéjé un Rézekné
V'gners Edgars Tons, Vasilijs Sinaiskis, Olari Eltss un Karels Marks SiSons. V1esd1rlgentu vidu
— pasaulslavenie latviesi Arvids Jansons, Mariss Jansons un Andris Nelsons, arl Vladimirs
Fedosejevs, Valerijs Gergijevs, Neme Jervi, Pavo Jervi, Kirils KondrasSins, Kurts Mazirs, KSistofs
Pendereckis, Genadijs Rozdestvenskis, Jevgenijs Svetlanovs.

Pla$s ir LNSO koncertbraucienu diapazons ar vieskoncertiem Japana (toskait Tokijas
Suntory Hall), Krievija (toskait Maskavas konservatorijas Lielaja zale) un daudzas Eiropas
valstis, kur nozimigakie koncerti notikusi Amsterdamas Concertgebouw, Berlines Valsts
opera un Leipcigas Gewandhaus. 2013. gada rudeni LNSO speéléja koncertu Frankfurtes Alte
Oper, atklajot Latvijai veltitas Eiropas Centralas bankas kulturas dienas. 2015. gada LNSO
viesojas Parizes Elizejas lauku teatrl, Andra Pogas vadiba atskanojot Verdi Rekviemu, un
klaviermuzikas festivala Les Piano folies du Touquet-Paris-Plage (Francija).

ir Latvijas Nacionala simfoniska orkestra makslinieciskais vaditajs un galvenais
dirigents kops 2013. gada novembra.

2010. gada Andris Poga uzvar Jevgenija Svetlanova II starptautiskaja dirigentu konkursa
Monpeljé (Francija), un Sie panakumi maina jauna dirigenta dzivi. 2011-2014 Andris Poga
ir L'Orchestre de Paris galvena dirigenta Pavo Jervi asistents un 2012-2014 — Bostonas SO
asistentdirigents. Sajos gados Andris Poga sekméjis karjeras augsupeju, dazados koncertos
aizstajot Zorzu Pretru, Miko Franku un Lorinu Mazelu.

Pedeja laika Andris Poga stradajis ar Cirihes Tonhalle orkestri; ar koncertiem un
meistarklasém piedalijies Valérija Gergijeva vaditaja Pacific Music Festival festivala (Japana).
Veiksmigi turpinasAndra Pogas sadarbiba ar labakajiem Vacijas orkestriem - 2015. gadarudeni
Andris veica Bavarijas Radio pasttinatu Kanceli un Vaska muzikas ierakstu ar “Bambergas
simfonikiem”, savukart koncertos dirigéja Ziemelvacijas Radio Hamburgas SO un “Minhenes
filharmonikus”. 2016. gada pirmaja pusé Andris Poga debitéja ar Leipcigas Gewandhaus
orkestri, Frankfurtes Radio SO un Francijas Nacionalo SO. Andra aktualaja koncertplana
ir arl sadarbiba ar Montekarlo filharmonisko orkestri, Tokijas NHK SO, Sanktpéterburgas
filharmonijas orkestri, Svetlanova Krievijas Valsts akadémisko SO un Berlines Vacu SO Berlines
filharmonija.

No 2007. Iidz 2010. gadam Andris Poga bija Orkestra “Riga” makslinieciskais vaditajs un
galvenais dirigents. Par vienu no pirmajiem koncertiem ar LNSO Andris Poga sanéma Lielo
muzikas balvu 2007 kategorija “Par izcilu debiju”.



