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KONCERTS KLAVIEREM UN ORKESTRIM /
CONCERTO FOR PIANO AND ORCHESTRA (1951) 35:58

Mana maza drauga Lailinas pieminai / In memory of my young friend, Lailina

1. Lento pesante — Allegro sostenuto sempre ben marcato 14:07
2. In memoriam. Grave — Quasi andantino 8:37
3. Maestoso — Allegretto scherzando 13:10

PRELIDES / PRELUDES (1927/1929)

4. Prelide si minora / Prelude in B minor 4:19

5. Prelide Mi mazora / Prelude in E major 3:05

6. Prelide do diez minora / Prelude in C§ minor 2:54

7. Prelide Re bemol mazora / Prelude in Db major 1:43

8. MEDITACIJA / MEDITATION (19835) 4:39

9. VARIACIJAS PAR LATVIESU TAUTAS DZIESMU “KARAVIRI BEDAJAS” /
VARIATIONS ON THE LATVIAN FOLK SONG “THE SOLDIERS ARE
SORROWFUL” (1933) 19:18

Téma / Theme 0:00-1:06

. Asinaina gaisma aust / A blood-soaked sun is rising 1:07-2:43

Il. Tevu zemei grati laiki, Deliem jaiet pafigal / These are difficult times for our homeland, Its sons
must come to help! 2:44-3:31

IIl. Seglo, masin, kumelinu / Saddle up my horse, dear sister / 3:32-4:08

IV. Vai braftti talu jasi, Tautu meitu sveicinat? / Will you be riding far, dear brother?

Will you be meeting your bride? 4:09-5:14

V. Masina, ja neparnaksu, Parnaks manis kumelinis / If | do not return, dear sister, my horse surely
will 5:15-6:53

VI. Jasu tur, kur bultas skraida, Kara dziesmas skandina; Jasu tur, kur kara lauka Saule kaulus
balina. / | must go to where the arrows flash through the air, Where the battle cries resound;

| must go to where the sun bleaches The bones of the dead on the battlefield. 6:54-8:12

VII. Nebedajiet, kara viri, Sudrabota saule Ieks. / Do not worry, soldiers, A silver sun will rise. 8:13-10:41

VIIl. Sniga sniegi, putingja / The snows are blowing hard 10:42-11:33

IX. Stalti jaja kara viri / The soldiers ride valiantly. 11:34-12:19

X. Parnaca kumeling / The horse returned 12:20-15:03

Finals. Sudrabota saule lec / Finale. A silver sun is rising 15:04-19:18

10. LELLITES AlJU DZIESMINA / THE LITTLE DOLL'S LULLING SONG (1943) 1:30
Manam mazajam skanu draudzinam Lailinai varda diena. 1.marta, 1943.gada / For my little music
friend, Lailina, on her name day. March 1, 1943

TT 74:01

Reinis Zarin$ (klavieres/piano): 1-11
Liepajas simfoniskais orkestris, dirigents Atvars Lakstigala /
Liepaja Symphony Orchestra, conductor Atvars Lakstigala: 1-3
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“Music is the breath of the soul,” said Ldcija Garata. And | believe that is exactly
what she did — she wrote music at times when she could not do otherwise.

This album and indeed my encounter with Garata’s world began with her Piano
Concerto. Among Latvian piano concertos, hers is truly a significant and special
composition owing to its unusually acute honesty. And, even though it mediates
her very own experience, in it | sometimes also hear the pain of our entire nation.
Perhaps that’s because of the folk melodies included within it, for in this work they
take on timeless, universal overtones. The other large-scale opus in this album,
the Variations, conveys similar power through its use of folk melodies and texts,
and through them, it beacons hope. Both of these works are a living testimony to
Garata’s indestructible belief in a bright future, even if such a future can only be
found in the afterlife.

Gardta’s combination of femininity and fearlessness, fragility and strength

also permeates the shorter pieces on this album. The four Preludes are a true
masterpiece recalling Scriabin’s tonal colours; the four different characters
expressed in the work are at once united and contrasted. The Meditation, in this
version for solo piano, allows us once again to get closer to Gartta’s soul. And the
final Little Doll’s Lulling Song came to me completely by accident (or perhaps not
s0): once when | was visiting Gartta’s apartment in Riga, | happened to open one of
her photo aloums, and a small piece of paper fell out of it, upon which this little song
was sketched out very lightly in pencil. It was dedicated to the very same little girl to
whose memory she dedicated the Piano Concerto seven years later.

This year marks 40 years since Garuta’s passing. In this context, | would like to
express my deep gratitude to Daina Pormale, the granddaughter of Garata’s sister,
who with much love and care has been continuously handing down our dear
LOcija’s legacy to me and to future generations.

In short, Garta reminds me to seek to stay truthful — and for that | thank her.

- Reinis Zarins



Born and Raised for My Country is the name of a wonderful book about
young people during Latvia’s first period of independence (1918-1940).
In the autumn of 1944 its author, Dzintars Sodums, fled from Soviet
occupation into exile along with more than 130,000 of his countrymen.
Most of the country’s intelligentsia was among them. LGcija Garta
remained in Latvia.

Born and raised for her country. It seems that these words truly describe
Garata’s life and work.

While still very young, she witnessed the battles for Latvian independence
and the creation of the new state. At the age of only seventeen she began
her studies at the Latvian Conservatory (now the Jazeps Vitols Latvian
Academy of Music), in the same year that the institution was established
(1919). “The girl with braids had arrived in the world of big people,” she
later said of herself. In 1925 Garta became the conservatory’s first
graduate schooled as a “double artist”, as composer Jazeps Vitols,

the conservatory’s rector and the greatest authority in Latvian music,
emphasised in his commencement speech. Although she had originally
decided to study piano, Vitols soon noticed Garata’s creative spirit and
talent and invited her into his composition class as well.

“I remember sometimes being hampered by the fact that | wanted to
incorporate my experiences and ordeals in even the most insignificant
of assignments,” Gartta recalled of her time at the conservatory. I
sometimes went empty-handed to several classes in a row — | could not
fulfil the assignment of writing a short piece with a light, playful mood,
because at that time | felt like writing a larger work full of tragedy. “Dear
Lucy, just put on some rose-coloured glasses for once and bring me a
light and major-key piece with lively figuration”, Vitols said.

This unique aspect of Garata’s character and worldview was, of course,
reflected in her compositions and led to her colleagues later describing
her as a master of vivid drama and fateful tragedy.

But for the time being — during Latvia’s first decade as an independent
state — Gartta was not only one of the very first professionally trained
female composers and pianists in Latvia; she was also one of the

first women in the country to drive a car and take long trips aboard a
small, private yacht. She was interested in science, and this interest

was reflected in her music, particularly her opera The Silver Bird. She
performed ardently, accompanying almost all of Latvia’s best singers.
Audiences loved her, and critics also responded positively. She worked at
the National Opera, Riga Radiophone and the People’s Conservatory.

Gartta was one of the first graduates of the Latvian Conservatory to look
for and find opportunities to study abroad. Her income from teaching
private lessons and performing in concerts financed her travels to Paris,
where she took part in pianist Alfred Cortot’s summer courses. She also
studied privately with Isidor Philipp, who not only offered her lessons for
half of his normal price but also gave her advice on organising a recital

of her own compositions in the Salle Gaveau. And, when her money had
almost run out, she still managed to study instrumentation under Paul Le
Flem for a short while. On her way back to Latvia, she travelled through
Italy and even visited the island of Capri — because it was cheaper that
way.

Regarding her second journey to Paris (in 1928), during which she had
intended to study under Paul Dukas but due to a misunderstanding was only
able to do so for two months, she later commented, “I did not study; instead, |
became acquainted with his methods and his giant personality. Here | learned
to understand the unique French spirit and perception of music.” Gartta’s idols
in music were the Impressionists and Alexander Scriabin. Dukas, for his part,
was surprised by the masculinity of GarGta’s music.

Back in Latvia, the young artist organised several recitals featuring solely
her own music, which were very popular. She performed songs (many

with her own lyrics) and also performed her own piano compositions. Her
colleague, the composer Jekabs Graubins, concluded, “Garuta loves

the idealised person, the person of the future. The one who fights for all
that is good, the person who is free, strong and whole in his thoughts,
emotions and will.”

The time when an artist’s creative personality emerges and is formed is
crucial. Looking back at the work of Gartta and her contemporaries,
the musicologist Arnolds Klotins has defined some clear stylistic and
aesthetic aspects, drawing attention to the so-called era of “new
romanticism” in the 1920s and 1930s, as opposed to the “national
romanticism” that had dominated Latvian music until then:

“For the new romantics, it is no longer the past that is idealised but the
future that must be won [..]. In most of Janis Meding’ solo songs and
instrumental works, and later also those of Lacija Gartta, Janis Keprtis,
Peteris Barisons and others, enthusiasm and delight became a sphere of
imagery that not only resulted from the drama of the music but one that
also permanently permeated it. It had its idyllic, brightly visionary, ecstatic
forms, and even if the dramatic development of the music drifted towards
the tragic, a mood was created that led one to believe the ideal solution to
a conflict would be a beautiful experience of it, nothing more. It is easy to
comprehend that such an understanding of new romanticism in music was
appropriate at the time when Latvia was fighting for its independence and
during its first years of nation-building, but it stretched on for longer.”

In 1940 and 1941, when Soviet forces occupied Latvia and the young
nation lost its independence — and when there was very little reason for
enthusiasm and delight — Garta and some of the nation’s most beloved
singers organised four concerts of Latvian chamber music, which turned
into indirect political demonstrations. Gartta was both the producer of
these concerts and the accompanist; she was also the main person to
fight the Soviet regime’s ideological censors, who not only corrected
song texts but also deleted many of them altogether. On June 14,

1941 - during the last week of the first Soviet occupation of Latvia —
approximately 15,000 inhabitants of Latvia were deported to Siberia.

In his book Music During the Occupation, Kloting writes: “The homeland
and the fate of her countrymen since the year of Soviet occupation
became more or less the central themes of Lacija GarGta’s own
compositions and the music she performed. During the war, these
themes were joined by the commemoration of the victims of political
repressions, and these two ideological spheres came to dominate her
vocal works. Both themes conformed well to the specific character

of Gartta’s creative work. The contrast between sorrowful reflection,
pathos, fragile sensitiveness and ardent idealism, which manifested

itself in contrasts between dark sound colours and appeals, alarm and
flight, gave her music something of the halo of psychological programme
music and, when combined with lyrics, made it nearly journalistic. When
Jekabs Graubins described Gartta’s songs as “enthusiastic political
commentary”, Mariss Vétra defended her by expanding this description
and, partially agreeing, commented, ‘But | do not criticise her for that —
her small heart, which follows the life of her nation so intensely, tries hard
to improve and exceed itself, so that, even if it were to perish, it would
still burn and ignite those fires that Latvians so lack today.””

Deeply sympathising with her nation’s difficult fate, and in an effort to
ward off the worst of it through the power of thought and music, in 1944
Garata wrote the cantata God, Thy Earth is Aflame!, which she called
the Latvian prayer to God. It was performed to overflowing audiences

in churches located in Riga, which was still under Nazi occupation,

and several cities in Kurzeme, where the final battles against the Soviet
occupying forces were taking place in the so-called Courland Pocket
(Kurzeme Cauldron).

A year later, when the Soviet regime had reestablished itself in Latvia

and the ideology of Socialist Realism ruled, God, Thy Earth is Aflame!
was eventually deleted not only from Gartta’s list of compositions but
also from the national memory. The work is not even mentioned in Silvija
Stumbre’s monograph dedicated to Gartta, Stars and Land (1967) —

as if the cantata never existed. It would take until 1988, and the new
atmosphere of ideological perestroika, for a conductor — Imants Kokars —
to finally win the right to perform Gartta’s passionate national prayer.
God, Thy Earth is Aflame! is the only work by a female composer to be
now included in the Latvian Cultural Canon.

But back then — following the war — Gartta was offered a position at the
Latvian Conservatory, where she taught theoretical disciplines to young
musicians until the 1970s and was considered quite an authority in the
field. However, due to the amount of work at the conservatory and her
own fragile health, she performed less and less often as a pianist and
accompanist.

Garata’s first reports to the Composers’ Union of Soviet Latvia were

met with fierce criticism regarding the complexity of the music and
unclear texts, even in cases where the author of the lyrics was Rainis,
the greatest Latvian poet and playwright. And it is probably unnecessary
to ask whether her turn towards folk songs as the new cornerstone for
the melodic and harmonic development of her music in the late 1940s
was driven by some inner necessity or influenced by external conditions.
Most likely it was both. The folk song, corresponding excellently with the
Socialist Realism and drama-without-conflict ideology insisted upon by
the new regime, is also symbolic enough. After all, the folk song has its
own special, enduring message in the nation’s collective memory.

The composer Imants Zemzaris has written about the changes in Garata’s
style: “The diatonic also emerges along with her new focus on folk songs.
The early period of Gartita’s creative work is full of alteration, but it gradually
clears up. The Second World War acts as a turning point. After the war, her
harmonic language becomes simpler. We know that our whole culture was
in a way ‘diatonicised’ during the time when drama-without-conflict was
demanded. And it did leave a mark. But the country’s difficult and painful
experiences, which touched the unarmed, fragile heart and pulled it away
from the stars, demanded lightness as compensation.”

Garata’s creative method is often described as very feminine, because
her emotions were immediately, and seemingly directly, transformed into
a musical image. This is especially vividly manifested in her very romantic
and emotionally spontaneous art songs (almost 100 in total). But it is
also obvious that the composition of her large-format works — the opera
The Silver Bird, the oratorio Living Ardour, the cantatas God, Thy Earth
is Aflame! and He Flies and, of course, the Piano Concerto — called for a
very different, masculine kind of energy.

To summarise Gartta’s style and, through it, also her creative credo,

let us once more quote Zemzaris: “A single, conceptually dramatic
duality is common to Garata’s compositions. These are the dark colours
(resignation, pain, suffering, heaviness), which are followed by the light
colours (hope, with Scriabin-like alteration and, as if standing on tiptoe,
stretching towards a star).”

Both of these aspects are revealed on this album through the prism of
Garata’s piano music. Having begun his story with the very “lowest”

point of Garata’s life and work — her autobiographical, tragic Piano
Concerto - Reinis Zarin$ has, in truly Gartta-like spirit, also given thought
to hope, consolation and encouragement. And for balance, as well as

a conceptual conclusion to the album, he has included The Little Doll’'s
Lulling Song. Thus, another duality, because Gartta composed both The
Little Doll's Lulling Song and the Piano Concerto while thinking of her
sister’s daughter, Laila.

Inara Jakubone



Piano Concerto (1951, orchestrated in 1955; dedicated to the
memory of Licija Garata’s niece, Lailina)

Tragedy struck Garata’s life in 1950, when her niece, Laila Reinvalde
(Lailina, or Little Laila), with whom she was very close, passed away

at the age of twelve from a heart alment. On March 4, 1950, Gartta
received a letter of condolence from composer Alfréds Kalnins regarding
the death of her sister’s daughter. He also encouraged Garata to
compose a piece of music in Lailina’s memory. Thus, in 1950 she wrote
the second part of the Piano Concerto, titled In memoriam. Perhaps
significantly, Gartta wrote only one other piece of music in this same
year, the song Little Hops.

At the time when she wrote the Piano Concerto, Gartita was drawing
strength and consolation from folk songs more than ever before. In
1951 she wrote the Variations on the Folk Song Ploughers, Harrowers
and Seven Folk Songs for Piano, both also dedicated to the memory
of Lailina. Her music was now characterised by depth and simplicity;
however, echoes of the enthusiastic, exalted expression of her early
piano works can be still heard at moments of dramatic climax.

When the entire Piano Concerto was finished, it first had to be
presented to the board of the Composers’ Union of Soviet Latvia for
evaluation. At first, the board reacted unfavourably to the concerto,
accusing it of cultivating subjective, tragic feelings that are of no use
to anybody, and therefore listeners do not need such a composition.
However, Gartta ignored this criticism and continued working on and
developing the orchestration. When the Composers’ Union assessed
the Piano Concerto a second time, its conclusion, delivered on
September 18, 1955, stated that in fact this work can be considered
one of the most successful piano concertos written in Soviet Latvia. The
Piano Concerto was premiered on the radio a mere eleven days later
and lauded by listeners. It was performed by pianist Hermanis Brauns
and the Radio Committee Symphony Orchestra, conducted by Arvids
Jansons.

The first movement of the concerto, Lento, pesante. Allegro sostenuto,
is full of drama and despair but also energy in the face of struggle. The
second subject brings in lighter reflection and calls to mind memories of
the joyful and gentle Lailina.

The sorrowful second movement, In memoriam. Grave, is a series of
double variations on two Latvian funeral folk songs.

The third movement of the concerto, Maestoso. Allegretto, scherzando
is written in rondo sonata form. Even though the melodic material and
tragedy of the first movement is echoed here in the soloist’s cadenza,
the concerto’s conclusion confirms a will to live and attests to the power
of memory. Its playful and bright character is derived from musical
material written years before, at a lighter period in Gartta’s life, when
little Lailina brought her a bouquet of the first spring flowers.

Preludes (1927/1929)

Gartta’s early piano compositions are characterised by an enthusiastic,
sometimes even exalted, expression, which can also be heard in the
four Preludes. She dedicated two of the preludes — in C# minor and Db
major — to her sister, Erna. These preludes also have choreographic
versions; Erna performed them at the Anna ASmane School of Music
and Rhythmics. The pianist Valdis Jancis commented the names Gartta
gave the two choreographic versions: she called the Prelude in C# Minor
Sorrowful Longing and the Prelude in Db Major Turbulent Longing.

There is no evidence that the Preludes were written as a series. They are
nonetheless united by an upward, inviting, Scriabin-like initial intonation.
Like a leitmotif, this melodic impulse twines through the preludes,
changing only in character. Gartta once spoke about the special meaning
of Scriabin’s music in her life: “A dear friend of mine, Adolfs Komisars,
died in 1919 of consumption. [..] He had opened the world of Scriabin to
me. He loved Scriabin. And I'll never forget Sunday mornings — when | went
there to visit, his mother always said, ‘We’ve been waiting for you like the
sun!’ —and | played Scriabin’s preludes for him, most of all Op. 11.”

Meditation (1935)

This is a timbrally rich and colourful work, and it is no wonder that the
first version of it was created for symphonic orchestra (1934). The key
of F# major, with its many sharps, gives it a particular feel and colour.
The calm, sacred mood of the music is enhanced by the slow tempo
(Adagio, ma non troppo. Molto espressivo). It reaches its climax in the
enthusiastic, hymn-like recapitulation which is extended over four staves
in the score. Only in the conclusion does the piece return to its initial
tranquil and quiet mood.

Variations on the Latvian Folk Song The Soldiers are Sorrowful
(1933)

Gartta composed several sets of variations for piano, both for
professional pianists and young musicians. Her very first work in this
genre for piano, Variations in F§ Minor (1921), was dedicated to her
friend, the budding composer Adolfs Komisars, who died very young.

Garata premiered the Variations on the Folk Song The Soldiers are
Sorrowful at her fourth composition evening, on March 28, 1933.
According to reviews by her contemporaries, the new composition left a
great impression on listeners. It is precisely in this work that we first hear
the theme of the nation’s fate as represented in folk songs, which was
so important to Gartta. Each variation addresses and elaborates upon
an element of a character, relationship or setting in this epic folk song

or some other folk text on a similar theme, such as the conversation
between a brother and sister before his departure, the call to defend
the homeland, a depiction of the harsh life of a soldier or vivid allegories
from nature.

And it was also this work that she played most often in concerts.
Gartta’s piano playing was always strong and full-toned; listeners often
forgot that a fragile, fine-boned, small woman was sitting at the keys.
Perhaps this is why this particular set of variations was so dear to her —
she could use it to show her technical skill. And its breadth and power
matched her own deep soul and strong spirit.

Variations on the Folk Song The Soldiers are Sorrowful remains one of Gartta’s
most popular works to the present day.

The Little Doll’s Lulling Song was composed in 1943 as a name’s
day present for Garta’s niece, Lailina. Garta soon reused the melodic
material of this small piano piece to create the art song The Lulling
Song, which she set to her own lyrics.

Dzintra Erliha



Since his concerto debut at the age of ten, pianist Reinis Zarins

has performed as a recitalist, chamber musician and concerto soloist
throughout Europe and North America. Equally at home in classical and
contemporary repertoire, his passion lies in the creation of programmes
and interpretations that explore the deeper reasons and purposes
behind the music, and to share them with his audiences.

Presently resident in London, Reinis Zarins regularly performs in his
native Latvia and has won the country’s Great Music Award three times
in the category Outstanding interpretation. He also champions the work
of Latvian composers: 2017 sees the release of his third Latvian album
as well as premieres of a new piano concerto and a cycle of piano
works written for Zaring by the leading composers of Latvia.

Laureate of 11 international competitions, Zaring has appeared in
various music festivals, including Lucerne Festival, Bath International
Music festival and Scotia Festival of Music. His thoughtful virtuosity

has gathered audiences in Wigmore hall in London, Amsterdam
Concertgebouw, New York’s Weill Recital hall in Carnegie hall, and
Tchaikovsky Concert hall in Moscow. Zaring has collaborated with
leading orchestras, like Moscow Chamber Orchestra, Kremerata Baltica,
Ostrobothnian Chamber orchestra, and conductors Pierre Boulez, Peter
E6tvos, Pablo Heras-Casado and Diego Masson, among others.

In addition, he strives to intensify the impact of live music by
developing new multimedia projects — for example, the show
Seasons in collaboration with choreographer Kirill Burlov, as well as
MusicPaintingLive project with painter Maryleen Schiltkamp.

After his foundational studies in Latvia, Zarin§ won several scholarships
to refine his talent at Yale School of Music (USA) and the Royal
Academy of Music in London. His most important teachers are Boris
Berman, Raffi Kharajanyan, Christopher Elton and René Salaks.

Atvars Lakstigala was the principal conductor of the Liepaja
Symphony Orchestra from 2010 to 2017. Since 2009 he has been

a regular guest conductor at the Latvian National Opera. He played
French horn professionally from 1997 until 2010 both as a soloist

and as a member of various chamber ensembles and orchestras.
Lakstigala has won several international competitions. He has also been
nominated for the Latvian Great Music Award several times and won the
prestigious award in 2010 for best debut.

With the Liepaja Symphony Orchestra, Lakstigala performed a large
number of works by composers from Latvia and abroad, conducted
concerts throughout Latvia and toured Europe and Asia with the
orchestra.

His work with the Latvian National Opera includes La traviata, Un ballo
in maschera, Macbeth, Tosca, Mikhail and Mikhail Play Chess, The
Love for Three Oranges, Eugene Onegin and The Triptych as well as the
ballets Giselle, Lady of the Camellias and Three Meetings. Lakstigala
has also enjoyed great success conducting at the Sigulda Opera
Festival, with performances of Arvids Zilinskis’ opera The Golden Horse,
Giuseppe Verdi’s Falstaff and a gala concert featuring Marina Rebeka.

Critics and music lovers alike have praised Lakstigala’s performances
with the Orchestra Sinfonica di Bari, the Orchestra Sinfonica di Roma,
the Lithuanian National Symphony Orchestra, the Milli Reastrans
Chamber Orchestra in Istanbul, the Philharmonie Stidwestfalen, the
Kammerphilharmonie Graublnden, and the Orquestra Jazz Sinfénica in
S&o Paulo. He has also conducted Sergei Prokofiev’s Cinderella with the
Scottish Ballet in Glasgow, Inverness and Aberdeen.

Lakstigala graduated from the Jazeps Vitols Latvian Academy of Music,
where he concentrated on French horn performance, wind orchestra
conducting and symphonic orchestra conducting. He studied for his
master’s degree under Lutz Kohler at the Berlin University of the Arts
(UdK-Berlin).

In 1881 the first philharmonic orchestra in the Baltic countries was
founded in Liepaja. Presently it is known under the name of Liepaja
Symphony Orchestra and has become a key promoter of Latvian
composers' music and initiator of creativity not only in the Kurzeme
region but in all of Latvia. Since 2010 Liepaja Symphony Orchestra has
been granted the status of a national orchestra. Since the 2017/2018
season the chief conductor of Liepaja Symphony Orchestra is Gintaras
Rinkevicius.

The orchestra has been awarded the highest Latvian state award in
music — the Great Music Award in 2006 and has won the Annual Latvian
Music Recording Award six times.

The proof of the artistic excellence of Liepaja Symphony Orchestra is
its participation at openings of such significant music centres as the
Rezekne acoustic concert hall Gors, the renovated Riga culture palace
Ziemejblazma and the National Library of Latvia.

The Liepaja Symphony orchestra has been invited to perform for
audiences in a number of countries. The orchestra has performed
in Austria, China, Estonia, Greece, India, Lithuania, Malaysia, Oman,
Poland, Spain and Sweden.

LSO has particular interest in Latvian composers and promoting of their
creative work, the orchestra has commissioned a number of new pieces
of symphonic music and has been the first to perform them, as well as
has recorded in collaboration with such well known record companies
as Odradek Records, Toccata Classics, Wergo and others.



“MUzika ir dveseles elpa” - ta Ltcija Gartta. Un mana skatjuma vina
ta art ir darfjusi — rakstijusi, kad dvésele nelauj nerakstt.

Sis albums un mana sastap$anas ar Garttas pasauli iesakas tiesi

ar Klavierkoncertu. Tas ir patiesi nozimigs un Tpass darbs latviesSu
klavierkoncertu vidt sava skaudra patiesuma deél, un, lai art ir skaidrs,
ka tas ir |oti personigs vestijums, es taja briziem saklausu art gluzi

ka visas tautas sirdssapju balsi. Varbdt tas nak no tautasdziesmu
melodiju klatbatnes, jo tas Saja mazika iegust parlaicigus, universalus
virstonus. Lidzigs spéks tautasdziesmas melodijai un vardiem ir art
Variacijas, kuras stav albuma otra puse ka monumentala bakuguns.
Abi Sie lielizméra darbi ir dziva lieciba autores neiznidgjamajai ticibai
uz gaisu nakotni, pat ja ta atrodama tikai maziba.

Gardtas sievisSkigums un drosme, trauslums un spéks caurvij art
albuma ieklautas miniataras. Cetras Prefides ir Skrjabina krasam tuvs
tieSam meistarigs opuss, kurs vienlaikus vieno un art kontraste ta
Cetrus dazados raksturus. "Meditacija" klavieru versija lauj atkal tikt
tuvak autores dvéselei. Un nosleédzosa pavisam maza "Lellites aiju
dziesmina" “atnaca” pie manis pavisam (nejjausi — reiz ciemojoties
Garttas dzivokir Rigas centra, es atveru kadu vinas bilzu albumu

un no ta izbira maza lapina ar So dziesminu, ar Zimuli pavisam viegli
uzskiceta. Un veltita tai pasai meitenitei, kuras pieminai 7 gadus velak
rakstits Klavierkoncerts.

Sogad aprit jau 40 gadi, kop$ Lucija Gardta pati devusies mtziba.
Tapéec es velos izteikt pateiciou Gardtas masas mazmeitai Dainai
Pormalei, kura ar nerimtigam sirdsrapém un milestiou cauri gadiem ir
nesusi LOcCTISa gara mantojumu talakam paaudzém, arm man.

Isi sakot, Gartita man atgadina dzities palikt patiesam — un par to
vinai paldies.

— Reinis Zaring




Savai valstij audzinats. Ta saucas briniSkiga gramata par Latvijas pirmas
brivvalsts laika (1918-1940) jaunatni. Tas autors Dzintars Sodums 1944,
gada rudenr, begot no padomju okupacijas, devas trimda fdz ar vairak
neka 130 tokstoSiem Latvijas iedzivotaju. Aizbrauca art lielaka daja
Latvijas inteligences. Lucija Gartta palika Latvija.

ékiet, Ldcijas Garttas dzvi un dailradi iespéjams raksturot tiesi Sadiem
vardiem — savai valstij audzinata.

Uz jaunibas sliekSna vina piedzivoja Latvijas brivibas cinas un jaunas
patstavigas valsts tapSanu. Latvijas Konservatorija iestajas augstskolas
dibinadanas gada (1919) vien septinpadsmit gadu vecuma. “Meitene

ar bizem bija nokluvusi starp lieliem cilvekiem” — ta pati teica velak.
1925. gada Lacija Gardta kluva par pirmo Latvijas Konservatorijas
izskoloto “dubulto brivmakslinieci” — to sava apsveikuma runa uzsvera
Konservatorijas rektors, lielaka autoritate latvieSu mazika, komponists
Jazeps Vitols. TieSi ving sakotngji tikai klavierklase iestajusos Luciju
Garttu, ar profesionala aci atri atmingjis vinas radoSo dabu, uznéma art
sava kompozicijas klase.

Par studiju laiku LTcija Gartta teikusi: “Atceros, ka dazkart mani
traucgja darba tas, ka pat vissikakaja uzdevuma gribgju ietvert savus
pardzivojumus. Kadreiz vairakas stundas péec kartas gaju pie profesora
tuk§am rokam — nevargju uzrakstit prasito darbinu, kas saturétu vieglu,
rotafigu figuraciju, jo tai bridr gribsjas rakstrt tragikas pilnu skandarbu.
,Mila Lace, uzlieciet taCu reiz rozainas brilles un atnesiet man gaisu
mazoru ar dzivu figuraciju”, teicis Vitols.

ST rakstura un pasaulskatijuma Tpatniba, protams, atspogulosies vinas
mazika, liekot vinas kolegiem jau daudz velak Ltciju Garttu raksturot ka
spilgta dramatisma, likterigas tragikas meistari.

Bet pagaidam, Latvijas brivvalsts pirmaja desmitgade, Lcija Gartta
ir ne tikai viena no pasam pirmajam profesionali skolotajam latvieSu
komponistem un pianisteém, bet arT viena no pirmajam sievietem Latvija,
kura séZas pie auto stdres, un ar mazu privatjahtu vasaras dodas
garos izbraucienos. Vinu intereseé zinatnes sasniegumi un ST interese
atspogulojas maizika — top opera “Sidrabotais putns”. Vina aizgatnem
muzicé, pavadot koncertos vai visus izcilakos latvieSu dziedatajus, un
par to gustot gan publikas milestibu, gan kritikas cildingjumus. Vina
strada Nacionalaja opera, Rigas Radiofona, Tautas Konservatorija.
Vina ir viena no pirmajiem Latvijas Konservatorijas absolventiem, kas
mekle un atrod studiju iespgjas arzemes. Tikai un vienigi par koncertu
honoraros un privatstundas iegatajiem lidzekliem Lacija Gartta 1926.
gada dodas uz Parizi, kur piedalas pianista Alfreda Korto vasaras
kursos, privati macas ar pie |zidora Filipa, kur$ vinai ne tikai nosaka
divreiz mazaku samaksu, bet art palidz ar padomu, organizejot
publisku autorkoncertu Gavo zalé (Salle Gaveau), un, kad lidzek]i
izsiku$i jau gandriz pilnigi, vél pagdst pavisam nedaudz pamacitties
arm instrumentacijas noslepumus pie Pola Leflema. Un atpakalcelu uz
Latviju meéro caur ltaliju, aizcelojot ldz pat Kapri, jo — ta bijis Ietak!

Par otro braucienu uz Parizi pie Pola Dika (1928), kad parpratuma dél
macibu iespéjas sartk vien fidz diviem menesiem, vina vélak saka —
“nemacijos, drizak iepazinos ar vina metodem, ar vina lielo personibu. Seit
es iemacijos saprast fpatngjo francu garu un mozikas uztveri”. Vinas elki
un paraugi tolaik ir un paliek francu impresionisti un Aleksandrs Skrjabins.
Savukart Polu Dika parsteidz Ldcijas GarGtas muzikas iriSkigums.

Latvija jauna brivmaksliniece riko vairakus autorvakarus un tie izpelnas
loti pladu popularitati. Skan dziesmas, daudzas ar pasas rakstitu dzeju,
ar klaviermazika pagas snieguma. Un kolegis komponists Jekabs
Graubing secina: “Garata mil idealizétu cilveku, nakotnes cilveku: cinitaju

par visu labu, pilnigu savas domas, jatas un griba, brivu un stipru.”

Rado$as personibas tapSanas, formesanas laiks ir izSkirosi svarigs.
Uzltokojot Licijas Garttas un vinas laikabiedru dailradi jau ar laika
distanci, skaidras stilistikas un estétikas koordinatas ir defingjis
muzikologs Arnolds Kloting, noradot uz ta deveta “jaunromantisma”
eru divdesmito, trisdesmito gadu latvieSu mozika — pretstata fidz tam
domingjoSajam “tautiskajam romantismam” :

“Jaunromantismam ne vairs pagatne ir ideals, bet izcinama nakotne (...)
Jasma un jasmigums kluva vairuma Jana Medina, velak Lacijas Garatas,
Jana Kepisa, Petera Barisona u.c. solodziesmas un instrumentalos
darbos ne tikai par mazikas dramaturgijas rezultejo$o, bet art caurvijogo,
permanento telaintbas sferu. Tai bija savi varianti idilliskuma, gaisa
vizionarisma, ekstaze, un pat tad, ja mozikas dramaturgiské attistiba
ievirzijas tragiski, tika radtts noskanojums, ka konflikta ideals risingjums
batu skaists ta pardzivojums, ne vairak. Viegli saprast, ka $adi izprasts
muzikals jaunromantisms bija adekvats valsts neatkaribas izcinas un
sakotnéjas jauncelsmes periodos, tacu tas ieilga.”

1940. un 1941. gada, kad Latviju ir okupgjis padomju karaspéeks un
valstiska neatkariba ir zaudéta, un kad josmai un jasmigumam iemesla
ir loti maz, Ldcija Garta kopa ar tauta iemiotiem dziedoniem sarko
Cetrus latvieSu kamermuzikas koncertus, kas partop netie§as nacionalas
demonstracijas. Gartta bija gan So koncertu programmu iestudéetaja

un koncertmeistare, gan art galvena karotaja ar padomju varas
ideologiskajiem cenzoriem, kuri ne tikai labojusi dziesmu tekstus, bet
lielu daju vispar svitrojusi. Padomju pirma okupacijas gada pasa pedgja
nedela, 1941. gada 14. junija, 15 000 Latvijas iedzivotaju tiek deportéti
uz Sibrriju.

Gramata “Mazika okupacija” Arnolds Klotins norada: “Dzimta zeme un
tautas liktenis kop$ sovjetiskas okupacijas gada bija tieSak vai netiesak
izvirzijies Lcijas Garttas atskanotajdarbibas un jaunrades centra.
Karalaika tam pievienojas represiju upuru piemina, un Sis divas idejiskas
sferas kluva par domingjosam vinas sololirika. Abas tas labi paklavas
Garatas dailrades ievirzei un Tpatnibam. Skumjas apceres un patosa,
trausla jatiguma un dedziga idealisma pretstati, kas mozika izpaudas
tumsnéju skanu krasu un aicinajuma, trauksmes, lidojuma intonaciju
kontrastos, pieSkira Garttas mazikai it ka psihologiska programmatisma
oreolu un apvienojuma ar tekstu padarija to bezmaz publicistisku. Kad
Jekabs Graubin$ deva Lucijas Garttas sololirikai apzimejumu “jasmiga
publicistika,” Mariss Vétra, autori aizstavedams, So apZiméjumu izvérsa
un komentgja, dalgji piekrizdams: “Bet es vinai to neparmetu — vinas
maza sirds, kas tik asi dzivo lidzi savai tautai, pGlas pati sevi parspét un
pilnveidot, lai, kaut boja ejot, degtu un dedzinatu tas ugunis, kuru Sodien
tik loti trokst latvieSiem”.

Dzili pardzivojot savai tautai lemtas cieSanas un cenSoties ar domu un
mazikas spéeku atvairtt launako, Ldcija Gartta 1944. gada rada kantati
“Dievs, Tava zeme deg!”, pati to tolaik nodevedama par Latviesu
IdgSanu Dievam. Tas atskanojumi notiek parpilditas baznicas gan vel
nacistu okupétaja Riga, gan Kurzemes pilsétas, kad tur notiek pedgjas
cinas pret padomju okupacijas karaspeku ta devetaja “Kurzemes katla”.

Kad gadu velak Latvija atkal nodibinata padomju vara un valda
socialistiska realisma ideologija, pienak bridis, kad kantate “Dievs, Tava
zeme deg!” tiek svitrota ne tikai no komponistes darbu saraksta, bet
art no tautas atminas. Pat LOcijai Gartai veltitaja Silvijas Stumbres
monografija “Zvaigznes un zeme” (1967) Sis darbs vispar netiek
pieminéts — it ka nemaz nebatu bijis. Ir jagaida lidz 1988. gadam,

kad ideologiskas parbtves gaisotné dirigentam Imantam Kokaram

izdodas izkarot tiesibas atkal no jauna ieskandinat LCcijas Garttas
kaismigo tautas lugSanu. Kantate “Dievs, Tava zeme deg!” ir vienigais
komponistes-sievietes radits darbs, kas nu ir ieklauts Latvijas kulttras
kanona.

Bet toreiz — pec kara — komponistei tiek piedavats stradat Latvijas
Konservatorija, kur teorétiskas disciplinas vina topoSajiem mazikiem
maca lidz pat septindesmitajiem gadiem, kladama par lielu autoritati.
Lielas pedagiskas slodzes un trauslas veselibas de| gan arvien retakas
klaost uzstasanas reizes ka pianistei un koncertmeistarei.

Ldcijas GarGtas pirmas atskaites Padomju Latvijas Komponistu
savieniba izpelnas bargu kritiku par mazikas parlieku sarezgitibu un
neskaidro tekstu, pat ja ta autors — Rainis. Un drosi vien ir gluzi lieki
jautat, vai pieverSanas tautasdziesmai ka jaunam savas mozikas
intonativajam, harmoniskajam un idejiskajam starakmenim Cetrdesmito
gadu beigas ir iekSejas nepiecieSamibas, vai areju apstak|u ietekmeta.
Visdrizak — abgjadi. Jo jaunas varas pagéretajam socialistiskajam
realismam un bezkonfliktu dramaturgijai lieliski atbilstogais izteiksmes
fidzeklis — tautasdziesma — nu ir arf simbola verté. Jo tai — savs Tpass,
nezadoss vestijums tautas kopigaja atmina.

Komponists Imants Zemzaris par Garttas stila parmainam saka:
“Lidz ar pieversanos tautasdziesmai paradas art diatonika. Garttas
dailrades sakumperiods alteraciju Skerskrustots, bet pakapeniski

nak skaidrosanas. Otrais pasaules kars$ ka robezskirtne. Pec kara
vienkarsojas harmoniska valoda. Zinam jau, ka bezkonfliktu prasiou
perioda visu masu kultdru pa savai modei “diatonizeja”. AT tam savs
noteikts iespaids. Bet smagie zemes pardzivojumi, atraudami no
zvaigznem un skardami neapbrunoto, trauslo sirdi, ka kompensaciju
prasija gaisumu.”

LOcijas GarGtas daifrades metodi meédz saukt par |oti sieviSkigu — jo
emocijas tuliteji, it ka gandriz nepastarpinati partop makslas tela.
Tpasi spilgti tas manifestejies vinas tik romantiskajas un emocionali
spontanajas solodziesmas (kopskaita gandriz 100). Tomér skaidrs,

ka gluzi citadu — viriSkigu speku — prasijusi lielformas opusu — operas
“Sidrabotais putns”, oratorijas “Dziva kvele”, kantates “Dievs, Tava zeme
deg!” un “Vins lido”, un, protams, arT Klavierkoncerta komponésana.

Lai rezumetu Lacijas Garttas stilu un caur to — art vinas rado$o

kredo, vélreiz citeésim komponistu Imantu Zemzari: “LUcijas Garttas
skandarbiem kopuma raksturigs viens konceptuali dramaturgiskais
divskautnis, divlapis, divvieniba. Tas ir tumsas (rezignacija, sapes,
cieSanas, smagme) un tam sekojosas gaisas krasas (ceriba, ar
skrjabinisku alteraciju ka uz pirkstgaliem pastiepusies pretr zvaigznei).*

Saja albuma abas Skautnes atklajas caur Lacijas Garttas klaviermazikas
prizmu. Reinis Zaring, sakdams savu stastu ar pasu, pasu “zemako”
Garttas dairades un dzives punktu, ar autobiografiski tragisko
Klavierkoncertu, tomer Tsti “garttiska” gara ir padomajis art par ceriou,
mierinajumu un iedrosinajumu. Lidzsvaram un albuma konceptualai
izskanai vin$ taja ieklavis “Aiju dziesminas”. Ta sanacis vel viens divlapis,
divvieniba - gan Klavierkoncerts, gan “Lellites aiju dziesmina” savulaik
rakstiti, domajot par masasmeitinu Lailu.

Inara Jakubone



Klavierkoncerts (1951, instrumentéts 1955. gada; veltits masasmeitas
Lailinas pieminai).

1950. gads komponistes dzive parvelk melnu stripu. Divpadsmit gadu
vecuma ar sirds slimibu mirst masasmeita Laila Reinvalde - Lailina,
kura Lacijai Garttai bija |oti tuva. Jau 1950. gada 4. marta komponiste
sanem Alfreda Kalnina vestuli, kura pausta visdzilaka lidzjutioa sakara
ar masasmeitas navi. Tiesi ving mudina Garttu radit skandarbu Lailinas
pieminai. Un 1950. gada top Klavierkoncerta otra dala “In memoriam”.
Sava zina Zimigi, ka Saja gada saceréts vel tikai viens skandarbs —
dziesma “Apinitis”.

Laika, kad top Klavierkoncerts, daudz biezak neka ieprieks Gartta smelas
speku un mierinajumu tautasdziesmas. 1951. gada top ar Lailinas
pieminai veltitas Variacijas par tautasdziesmas “Arajini, ecetaji” temu un
Septinas tautasdziesmas Klavierem. Vinas muziku nu raksturo dzilums un
vienkarsiba, tomér dramatisku kulminaciju brizos vél saklausamas atbalsis
no agrno klavierdarbu aizrautigi eksaltetas izteiksmes.

Kad uzrakstits viss Klavierkoncerta cikls, tas vispirms japiedava
izvertéSanai Latvijas Padomju komponistu savienibas valdei. Sakotnéji
valde pret Klavierkoncertu izturas noraidosi, jo tas kultivejot nevienam
nevajadzigas subjektivi tragiskas izjutas, tade| klausitajiem neesot
vajadzigs. Tomer, neskatoties uz parmetumiem, Gartta darbu turpina,
stradajot pie instrumentacijas. Caurskatot Klavierkoncertu Komponistu
savieniba otro reizi - 1955. gada 18. septembri, sanemts atzinums, ka
patiesiba So darbu var uzskatit par vienu no visveiksmigak uzrakstrtajiem
latvieSu padomju klavierkoncertiem. Jau 1955. gada 29. septembrt
Klavierkoncerts ar panakumiem tiek pirmatskanots radio parraidé —

to spéle pianists Hermanis Brauns un Radiokomitejas simfoniskais
orkestris Arvida Jansona vadiba.

Koncerta pirma dala Lento, pesante. Allegro sostenuto ir dramatisma,
izmisuma un reize ar cinasspara piepildita. Gaisaku atblazmu ienes
blakuspartija — ka atminas par dzivespriecigo, maigo Lailinas telu.

Skumiju caurausta Otra dala In memoriam. Grave ir dubultvariacijas par
latvieSu béru dziesmam “Kam, liepina, tu noltizi” (trijdaju formas malejie
posmi) un “Judziet sirmus, judziet raudus” (vidusdala).

Savukart tresa dala Maestoso. Allegretto, scherzando rakstita rondo
sonates forma. Kaut arT solista kadence atblazmojas 1.dalas intonativais
materials un tragika, tomér kopuma Klavierkoncerta finals apliecina
dzivotgribas un atminu speku. Te valda mazoriga, rotaliga noskana, un
ieskanas pirms gadiem dzimis muzikas materials, kas radies kada gaisa
brid, kad maza Lailina atnesusi pirmos pavasara ziedinus.

Preldes (1927/1929)

Komponistes agrinajiem klavierdarbiem raksturiga ir aizrautiga, brizam
pat eksaltéta izteiksme, un ta izpauzas art Cetras Prelidés. Divas no
tam — cis moll un Des dur — komponiste veltijusi masai Ernai, un tas
iestudetas art horeografiska versija: masa tas izdejojusi Annas ASmanes
mozikas un ritmikas skola. Pianists Valdis Jancis savulaik mingja abu
horeografisko versiju nosaukumus: prelidi cis moll Gartta apziméjusi ka
“Skumijas ilgas”, prefidi Des dur — “Trauksmainas ilgas”.

Nav atrodami pieradijumi tam, ka Prelides btu rakstitas ka cikls. Tomer
tas vieno augsupejosa, aicinosa, skriabiniska sakumintonacija. Sis
melodiskais impulss gluzi ka vadmotivs vijas cauri prefidem, vien mainot
savu raksturu. Ir saglabajies Ltcijas Garttas stastjums par Skrjabina
muzikas Tpaso lomu vinas dzive: “1919. gada nave aizgaja ar diloni
sirsnigs draugs Adolfs Komisars [..], kur§ man bija paveris Skrjabina
pasauli. Vins loti milgja Skrjabinu. Un neaizmirstama atmina man palikusi
svetdienas riti, — kad es iegaju, tad vina mamina man teica: “Mes jus
gaidam ka saufttil” — un es spelgju vinam Skriabina preltdijas, visvairak
op. 11”.

Meditacija (1935) ir tembrali bagats un krasains darbs: ne velti
sakotngja tas versija ir tapusi simfoniskajam orkestrim (1934). Tpasu
kolorttu pieskir daudzzimju tonalitate — Fis dur. Mazikas mierigo, sakralo
noskanu paspilgtina lenais temps (Adagio, ma non troppo. Molto
espressivo). Cel$ prefr kulminacijai savu apogeju sasniedz aizrautigi
himniska reprize; klavieru partija Seit pierakstita nevis ierastajas divas,
bet Cetras (!) nijkopas. Tikai izskana atgriezas sakotngja rama un
klusinata noskana.

Se$desmitajos gados tapa arf Meditacijas parlikums ergelem.

Variacijas par latvieSu tautasdziesmu “Karaviri bedajas” (1933)
LCcija Gartta ir komponéjusi vairakus variaciju ciklus klavierem — gan
profesionaliem pianistiem, gan jaunajiem mazikiem. Pats pirmais
klavierem radrtais ST zanra opuss — Variacijas fis moll (1921) — bija veltits
paragri aizgajusa drauga, toposa komponista Adolfa Komisara pieminai.
Variacijas par tautasdziesmu “Karaviri bedajas” Garata pirmatskanoja
sava Ceturtaja kompoziciju vakara 1933. gada 28. marta. Laikabiedru
atsauksmes liecina, ka jaundarbs atstajis lielu iespaidu. Tiesi $aja opusa
pasu pirmo reizi ieskanas komponistei tik nozimiga latvieSu tautas
liktentema. Katra variacija tiek pieteikts un “apspélets” vai nu kads Sis
gluzi episkas tautasdziesmas telu, attieciou un vides elements, vai art
radniecigas tematikas folkloras teksti, — masas un brala saruna pirms
SkirSanas, aicinajums pievienoties Tévuzemes sargiem, karavira stiro
gaitu telojums, krasni, alegoriski dabas téli.

TieSi Variacijas par tautasdziesmu “Karaviri bedajas” Lacija Gartta
koncertos atskanojusi visbiezak. Komponistes spéle arvien bijusi speciga
un pilnskaniga, liekot klausttajam aizmirst, ka pie klavierem sez trausla,
smalka, neliela auguma pianiste. lespgjams, tiesi tapec Sis dramatiskais
variaciju cikls ir bijis Garttai tuvs: taja vina vargjusi paradit savas tehniskas
dotibas. Savukart variaciju plaSums un speks saskangjia ar autores plaso
dveseli un stipro garu.

ArT misdienas Variacijas par tautasdziesmu “Karaviri bedajas” pieder pie
Garttas popularakajiem darbiem.

“Lellites aiju dziesmina” tapa 1943. gada ka davana masasmeitai
Lailinai vardadiena. St neliela klavierdarba melodisko materialu
komponiste jau pavisam driz izmantoja, lai raditu solodziesmu ar pasas
dzeju “Aija dziesmina”.

Dzintra Erliha



Reinis Zarins ir Londona dzivojoss latvieSu koncertpianists, viens
no Latvijas ieverojamakajiem talantiem, dzili pardomatu interpretaciju
meistars, spozs solists un prasmigs kamermazikis, konceptualu
starpmakslu projektu autors.

Uzsacis klavierspéles apguvi no septinu gadu vecuma, Reinis Zarins

debitgja ka solists ar orkestri jau desmit gadu vecuma, un velak guva
godalgas vienpadsmit starptautiskos pianistu konkursos. Reinis ir art
triskartgjs Latvijas Lielas mazikas balvas laureats (2011, 2013, 2015).

Vin$ ir piedalfies daudzos prestizos festivalos: Lucernas festivala,
Kremerata Baltica festivala, Batas, Norfolkas un Jaunskotijas
starptautiskajos mazikas festivalos, MasterWorks un Holland Music
Sessions festivalos. Ving muzicgjis pasaules labakajas koncertzales —
Amsterdamas Concertgebouw, Nujorkas Karnegija centra Veila zale,
Londonas Vigmorzale, Sanktpéterburgas Glazunova zale, Maskavas
Caikovska zale. Teicama saskana spélgjis ar dirigentiem Andri Pogu,
Atvaru Lakstigalu, Ainaru Rubiki, Pjeru Bulezu, Péteru Etvesu, Pavio
Erasu-Kasado, Juhu Kangasu, Djego Masonu, ka arf muzicgjis ar
Maskavas Virtuoziem, Maskavas Valsts kamerorkestri, Kremerata
Baltica, Ostrobotnijas kamerorkestri un labakajiem Latvijas orkestriem.

Reina interese par makslu sintézi nes auglus MusicPaintingLive
projekta, kura centra ir mizikas partap$ana glezna. Bez tam, Reinis
ir horeografiska uzveduma Gadalaiki ldzautors, ka art viens no Trio
Palladio dafibniekiem.

Reinis Zaring ieskanojis kritiku augsti vertetus diskus: studijas albumus
Circus & Magic un Jazeps Vitols — Works for solo piano (britu skanu
ierakstu nams Champs Hill Records), ka arT Londonas Vigmorzale veiktu
koncertierakstu (Lemniscat Productions) ar Bethovena Hammerklavier
un Stberta opusiem. 2016. gada klaja naca SKANI albums ar Volfganga
Darzina 2. klavierkoncertu.

Pec macibam Medina un Darzina muzikas skolas, studiju gaitas Reini
Zarinu veda uz Jela Universitates Mazikas skolu (ASV) un Londonas
Karalisko Mazikas akademiju. Vina nozimigakie skolotaji un padomdeveiji
ir bijusi Boriss Bermans, Kristofers Eltons, Rafi HaradZanjans un René
Salaks.

Atvars Lakstigala bija Liepajas Simfoniska orkestra galvenais dirigents
un makslinieciskais vaditajs no 2010. lidz 2017. gadam. Kop$ 2009.
gada pastavigs viesdirigents Latvijas Nacionalaja opera. No 1997.

fidz 2010. gadam darbojas ka profesionals mezradznieks, btdams
solists, kameransamblu daffonieks un dazadu orkestru makslinieks.
Starptautisku konkursu laureats. Lielas muzikas balvas vairakkartéjs
nominants, 2010. gada to ieguva kategorija “Par izcilu debiju”.

Ar Liepajas Simfonisko orkestri Atvars Lakstigala iestudgjis vera
nemamu apjomu Latvijas un cittautu komponistu darbu, dirigajis
koncertus Latvijas pilsétas un devies turnejas Eiropa un uz Azijas
valstim.

Latvijas Nacionalaja opera Atvara Lakstigalas repertuara ir operas
“Traviata”, “Masku balle”, “Makbets”, “Toska”, “Mihails un Mihails sp&le
Sahu”, “Mila uz trim apelsiniem” un “Jevgenijs Onegins”, “Triptihs”,

art baleti “Zizele”, “Kameéliju dama” un “Tris tiksanas”. Ar lieliem
panakumiem Atvars dirigéjis Siguldas Opermuzikas svétkos — gala
koncertu ar Marinu Rebeku, Anida Zilinska operu “Zelta zirgs” un
DZuzepes Verdi “Falstafu”.

Kritika un publika augstu novertgjusi Atvara Lakstigalas muziceésanu
ar Bari simfonisko orkestri, Romas simfonisko orkestri, Lietuvas
Valsts simfonisko orkestri, Stambulas Milli Reastirans, Philharmonie
Stdwestfalen, Kammerphilharmonie Graublinden, Jazz Sinfénica de
Sé&o Paulo Brazilija.

Atvars Lakstigala studgjis magistrantara Berlines Makslu universitate
(UdK-Berlin) pie Luca Kelera. Pirms tam macijies Jazepa Vitola Latvijas
Mazikas akademija, ko absolvejis mezraga spéles, patéju orkestra
dirigesanas un simfoniska orkestra dirigesanas specialitate.

Liepajas Simfoniskais orkestris ir vecakais orkestris Baltijas valstrs.
Ta vesture aizsakas 1881. gada ar pirmas Baltijas Filharmonijas
dibinadanu. Liepajas Simfoniskais orkestris veido nozimigu kultdras
epicentru ne tikai Kurzemé, bet visa Latvija, Tpasu uzmanibu pieversot
latvieSu mazikas popularizésanai un jaunrades iniciesanai.

Orkestris ir sanemis Latvijas valsts augstako apbalvojumu mozika - Lielo
Muzikas balvu (2006. gada), ka arT seSas Latvijas Muzikas ierakstu gada
balvas. Kops 2010. gada Liepajas Simfoniskajam orkestrim ir valsts
orkestra statuss. Kop$ 2017./2018. gada sezonas Liepajas simfoniska
orkestra galvenais dirigents ir Gintars Rinkevics.

Apliecinajums orkestra spéles augstajai kvalitatei ir piedaliSanas
valstiski nozimigos pasakumos — ieverojamu kultOras centru atklaSanas
ceremonijas. Te japiemin Rézeknes akustiska koncertzale “Gors”,
rekonstuéta Rigas kultdras pils “Ziemelblazma” un Latvijas Nacionala
biblioteka.

Liepajas Simfoniskais orkestris tiek aicinats uzstaties klausitajiem
daudzviet pasaule. Orkestris koncertgjis Austrija, Spanija, Zviedrija,
Polija, Malaizija, Omana, Lietuva, Griekija, Igaunija, Kina, Indija, Japana
u.c.

LSO seviskas uzmanibas loka ir Latvijas komponisti un vinu dailrades
veicinasana, orkestris ir daudzu jaunu simfonisko skandarbu pasutitajs
un pirmatskanotajs, ka art aktivi veic ierakstus, tai skaita art sadarbiba ar
arzemju mazikas izdevejkompanijam — Odradek, Toccata un Wergo.



