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Music born of the embrace and inspiration of a rich inner world.
Music created by an extremely sensitive and fragile giant.

Music that, when touched, asks many more questions of us than it
provides answers.

Music in which thought impulses flare up and glow upon coming into
contact with each other. Then they cool down, allowing recovery and
inhaling of the tense atmosphere. But they never grow cold; nothing
here is ever tepid.

Music that addresses its time copiously and without compromise. The
lightness of creation is not a priority, while the inner voice of truth is.
Music about which there is so much one would wish to ask its
composer..
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IVANOVS AND COLOURS

The 1920s. Latvian Conservatory student Janis lvanovs and his aspiring-artist friends attend Professor Vilhelms
Purvitis'lectures about colour at the Academy of Art. Not with the goal of becoming a servant to two muses,
like Ciurlionis or perhaps Schoenberg, although since childhood Ivanovs has been interested in fine art and has
also tried his hand at it. How do the insights he gains in Purvitis'lectures later emerge in his creative work?

Do they appear in the wholly individual system of colour-sound parallels? In the refined, delicate selection of
tonalities in compositions (for example, the very different moods of the pastoral A minor and the introverted,
resigned E-flat minor)? In the dynamic habitat of harmonies, where, in addition to functionality, one must also
respect the rules governing the relationship between warm and cool colours? As in painting?

This work with colour can best be heard in lvanovs'works for piano, first and foremost the 24 Sketches (1966—
1972), which resemble expressive watercolours. And also in the series of 15 Vocalises for mixed choir a cappella.

But what about orchestration, an area where the sound-colour spectrum can be expressed to the fullest extent?

Only on rare occasions can Ivanovs be called a symphonic colourist. In this regard, the first composition that
deserves attention is his symphonic poem Rainbow (1939), inspired while studying impressionism. In the
Symphony No. 4 (Atlantis, 1941), he chose saxophones, a celesta and women’s choir group to achieve an
archaic and exotic colour.

Ivanovs used the broad range of possibilities provided by a symphonic orchestra mainly for dynamism and
content. He was undoubtedly a keen and sensitive observer who readily comprehended natural imagery,
colour and chiaroscuro — a genuine master of landscapes. However, he found it more important to express
the actions, destinies and dreams of humanity and individual people. He felt closer to realpsychologism
than the picturesque or pastoral. Not for nothing were Radolfs Blaumanis and Knut Hamsun, as well as the
great Dostoyevsky and Tolstoy, among his favourite authors. lvanovs' orchestra contains all colours, and in
their twining and twisting, their weaving and overlaying (the doubling so typical of lvanovs), they provide
us with a complete view of the lived life. One could even say that lvanovs was monochromatic in his writing
for orchestra. In addition, it should be remembered that the slow parts of his symphonies usually act as the
substantive centre, or core, of the whole work. In them, the wind and percussion instruments are made to
pause, leaving only the strings, that dynamically and emotionally most expressive of orchestra groups. So,
monochromy in the superlative? Undeniably, graphic art?

This album features three such “sheets of graphic art”from Ivanovs' oeuvre, at the same time letting listeners try
to infer what graphic techniques were used to create them. Engraving? Drawing? Charcoal, pencil, pen and ink,
sepia drawing? | give preference to sanguine, the chalk whose reddish colour embodies the warm pigment of
life and humanity as well as autumn, which is so deeply felt and generously represented in lvanovs music.

The 1960s. This is a time when, alongside the Soviet Union’s social and political “thaw’, the floodgates have
opened to freer creative expression. For the past ten years (1948-1958), Soviet creatives had to work within
a regime of ideologically imposed “socialist realism” (forced accessibility, folk flavour and optimism). Now this
doctrine has been revoked.

Ivanovs hurries to resume working from the Symphony No. 5 (1945) and the Second String Quartet (1946), the
place where his always innovative spirit was artificially reined in. (For the previous ten years, there was a ban on
the performance of both works, the first distinctly expressionist compositions in Latvian music.) In the 1960s
he composes five symphonies, the String Quartet No. 3 (1961), the Andante for cello ensemble (1961), and the
Sonata brevis (1962) and Andante replicato (1963) for piano.

He confidently makes use of polytonality and polyharmony, thereby increasing the sharp angularity and
expression of his music. Regular rhythmic flows within reserved time signatures are also broken open by
unexpected figures and gestures. There is much motricity here, as well as an occasional technical efficiency.
The "harsh style” enters Latvian music — the same style that has already appeared in the 1960s in poetry and,
yes, also graphic art.

Ivanovs met author and physician Miervaldis Birze (1921-2000) in connection with an opera they both
hoped to realise. In the end, the plan never came to fruition, but Birze turned out to be a pensive, reflective
conversation partner who had experienced much in life. During the Second World War he had been held
in the Nazi-run work camp in Salaspils on the outskirts of Riga and was later transferred to the Buchenwald

concentration camp in Germany. Birze's stories about his experiences during imprisonment stirred and inspired
Ivanovs. He always hungered to encounter genuine, hardened-by-life drama, even more so if it was enriched
by the shadow of the past and demanded use of the imagination. Thus he composed Poema luttuoso (1966), a
poem of pain dedicated to the victims of Salaspils.

Polyphony, polytonality and dissonances make the music taut and call to mind the tightly tangled underground
networks of plant roots. How similar to them were the meshes of people’s pain and suffering in Salaspils, but not
only there. The descending sequence of harmonies at the very end of the composition could be a distant echo of
the Symphony No. 4 (Atlantis), a work that, at the turn of the 1940s, anticipated the approaching global tragedy.
Because, in fact, it addresses the cataclysm of many nations, of all Europe, of all humanity.

The motif in the cellos and double basses is repeated again and again, almost to the point of obtrusiveness,
reminding people to not lose vigilance, to not let memory fade...

Immediately after its composition, Poema luttuoso was performed by a large symphonic string orchestra,
which gave the music a sense of spaciousness and monumentalism. Two different interpretations - by Leonids
Vigners and Edgars Tons — are found in the archives of Latvijas Radio. Following a long silence, this work is now
enjoying a renaissance in a version for chamber orchestra.

Ivanovs was encouraged to write a chamber symphony by the Latvian Philharmonic Chamber Orchestra and
its longtime conductor Tovy Lifshitz. The orchestra was founded in 1967, a time when interest in music from
the pre-classical era had increased and demand for more intimate music-making was growing throughout the
Soviet Union.

The Symphony No. 14 (Sinfonia da camera, 1971) differs from lvanovs'typical symphony type in that it has
only three parts, lacking the usual sonata-allegro. The development of the main thematic elements in the
middle of the first part alternate with more general, propelling gestures and textures typical of Baroque style.
Although there is no soloist group in the orchestra (except for the violin solo in the second part), the music
nevertheless has a certain concerto-like character.

[t would be too little to describe the Symphony No. 14 as lyrical. It also includes significant philosophical
generalisations expressed through a seemingly Baroque-like distance. The symphony’s imagery perhaps centres
on a work of art (a masterpiece) and the eternal striving of the creative spirit towards the ideal. And it is with

such an“ideal”theme that the symphony also begins. The descending sequence is like a meta-theme of sorts — a
timeless, eternal musical sign found in classic works from Bach to Brahms. A second theme branches off in a
contrapuntal manner, ascending and similar to a folk song, thereby possibly symbolising the ever-fertile soil in
which the elite can blossom. The basic material expresses an ideal, symmetrical, mutually related order to all the
components (ascending, descending, vertical, horizontal) which, as dissonances appear, is gradually broken down.

The second part is like a gazing inward, a tending to the spirit and soul, the perceiving of the ideal from its very
inside.

In the finale, material from the first part is gradually but continuously and innovatively drawn in. The symphony
ends with a reprise. Dynamic work and diligent effort result in the regaining of the ideal basic image, the
masterpiece.

For many years, the Sinfonia da camera was in the Latvian Philharmonic Chamber Orchestra’s repertoire. The
orchestra offered it to listeners from countries near and far as a calling card of contemporary Latvian music.

What more can be said of the vibrant and solidly written three-part Sinfonietta (1977)? It is, certainly,
dedicated to youth and young musicians, who today so gladly assemble in friendly music-making groups
(cameratas) to confirm their ever-increasing skills and joy for music. The Sonatina (1973) also comes to mind —
three unique exercises lvanovs wrote for budding pianists. And, among other things, the very last piece lvanovs
wrote for piano is the eight-measure-long Dianai, a dedication to his granddaughter upon her first steps in
learning to play the piano.

“What can the grey-haired one say to green youth?"This query from a poem by Rainis seems the most apt
answer here.

And only somewhere on the very edge does one notice the composer’s contemplative, lightly sorrowful self-
portrait hovering in the dusky shade.

Imants Zemzaris, composer



SINFONIETTA RIGA

Youthful fervour and vitality, thirst for knowledge and professionalism of the highest level, excellent work
and enthusiasm — this is the formula for the State Chamber Orchestra Sinfonietta Riga. Normunds Sné has
been the artistic director and chief conductor of the orchestra since its founding in 2006. The musicians

of Sinfonietta Riga are young and open to creative challenges — they study the traditions of Baroque

music performance and nuances of Classical music interpretation, but they are also brilliant performers of
contemporary music and do not shy away from non-academic experiments and cross-over projects. Among
the ambitions of the orchestra is the promotion of the chamber symphony genre in Latvian music, and
therefore twice a year Sinfonietta Riga commissions a new score.

Sinfonietta Riga has performed in Paris, Munich, New York's Lincoln Center, Frankfurt's Alte Oper

and Hamburg's Laeiszhalle as well as the Kiev Philharmonic and Saint Petersburg Philharmonic. In

January 2017 the orchestra debuted American post-minimalist David Lang's composition Shade at the
Muziekgebouw Eindhoven and De Doelen in Rotterdam. In February 2017 it performed at the newly
opened Elbphilharmonie in Hamburg together with its long-time partner on stage, the Latvian Radio

Choair. Sinfonietta Riga has received the Latvian Great Music Award three times and Adam’s Lament won a
prestigious Grammy Award for its participation in the recording of by Estonian composer Arvo Part (released
by ECM). Sinfonietta Riga has recorded ten other albums, released by Wergo, Ondine, Edition Records,
Challenge Records and SKANI.

Normunds Sné is a Latvian conductor who is always encouraging the creation of new music and
performing the newest compositions. The orchestras he has founded — the Riga Festival Orchestra as well
as Sinfonietta Riga's predecessor, the Riga Chamber Players — have regularly produced and performed
compositions from the 20th and 21st centuries and have particularly highlighted new works.

Sné has conducted the Latvian National Symphony Orchestra and the Latvian National Opera Orchestra and
been a guest conductor with the Liepaja Symphony Orchestra. He has collaborated with a number of world-
renowned soloists: pianists Peter Donohoe and Kristian Bezuidenhout; violinists Tatiana Grindenko, Gidon
Kremer, Alina Pogostkina, Vadim Gluzman, Baiba Skride and Isabelle Faust; cellists Natalia Gutman, Mstislav
Rostropovich, David Geringas and Truls Merk; trombonist Christian Lindberg; percussionists Peter Erskine and
Evelyn Glennie; jazz musician Joe Zawinul and others. In 2003, he founded the Aréna festival of new music
together with several leading Latvian musicians.
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JANIS IVANOVS

Mazika, kas dzimusi bagatas iekséjas pasaules ieskauta un iedvesmota.
Mazika, kuru radijis arkartigi jutigs un trausls milzis.

Muzika, kurai pieskaroties, ikvienam tiek uzdots daudz vairak
jautGjumu, neka sniegtas atbildes uz tiem.

Muzika, kuré domu impulsi saskaroties uzliesmo; dzirkste|o, tad dziest,
laujot atgities un ieelpot sasprindzindto atmosféru. Tomér nekad
neatdziest, nekad nekas te nav remdens.

Mazika, kas risina savu laiku ietilpigi un bez kompromisiem.

Radisanas vieglums nav prioritate, iekséja patiesibas balss - ta gan.
Mazika, par kuru tik daudz ko gribétos pajautéat komponistam...

Normunds $né



IVANOVS UN KRASAS

20. gadsimta 20. gadi. Latvijas konservatorijas students Janis Ivanovs kopa ar draugiem — toposajiem
gleznotajiem - apmeklé profesora Vilhelma Purvisa krasu macibu stundas Makslas akadémija. Ne jau nu,
lai k|ttu divu mazu kalps ka Curlonis vai varbat Sénbergs, kaut kops zénibas gadiem par télotaju makslu
intereséjies un roku taja ieméginajis. K& pécak vina dailradé rezultéjas Purvisa meistarklasés gatais?

Gluzi individualaja krasu — skanu paralélu sistéma? Skandarbu tonalitasu izsmalcinata un jutiga izvélé (cik
atskirigi, pieméram, ir pastoralais la minors un introverti rezignétais mibemol minors)? Dinamiskaja harmoniju
dzivotné, kur blakus funkcionalitatei tapat jarespekté silto un véso tonu attiecibu likumi? Ka savveida
gleznieciba?

Darbosanos ar krasam visvairak saklausisim Ivanova klavierdarbos, vispirms jau 24 skicéjumos (1966-1972) —
tados ka ekspresivos akvarel&jumos. Un arl piecpadsmit Vokalizu cikla jauktam korim a cappella.

Bet ka tad ar orkestraciju, jomu, kura vispilnigak var laut izpausties skankrasu spektram?

Par simfoniki koloristu Ivanovu var nosaukt retos gadijumos. Ka pirmo te batu jamin vina simfonisko télojumu
Varaviksne (1939), kas tapis muzikala impresionisma studiju iespaida. Senatniga un eksotiska kolorita labad sava
Ceturtaja simfonija Atlantida (1941) lvanovs izmanto saksofonus, ¢elestu, sieviesu kora grupu.

Simfoniska orkestra plasas iespéjas Ivanovs liek lieta galvenokart dinamiskiem un saturiskiem mérkiem.
Nenoliedzami, vins ir ass un jutigs dabas gleznu, krasu un gaisménu tvérgjs, istens ainavists, tacu svarigak vinam
skitis sava dailradé paust cilvéces un atsevisku cilvéku gaitas, liktenus, sapnus. Tuvaks par pitoresku vai pastorali
vinam realpsihologisms. Ne velti vina milako rakstnieku pulka ir Ridolfs Blaumanis, Knuts Hamsuns, protams,
ari dizie Dostojevskis un Tolstojs. lvanova orkestri ir visas krasas, kuras, vérpdamas un vidamas, krustodamas

un parkladamas (lvanovam tipiskie dubultojumi), sniedz mums pilnigu musu dzivojamas dzives ainu. Varétu
pat teikt, ka sava orkestra rakstiba vins ir monohroms. Turklat atcerésimies Ivanova simfoniju Iénas dalas, kuras
parasti ir ka visa darba saturiskais centrs, kodols. Nereti tajas likts pauzét pusamajiem un sitaminstrumentiem,
atstatas tikai stigas — dinamiski un emocionali visizteiksmigaka orkestra grupa. Tatad — monohromija visparaka
pakapé? Nenoliedzami - grafika?

Saja albuma iespéjams izbaudit tris Jana Ivanova ‘grafikas lapas’, vienlaikus censoties uzminét, kada no grafikas
tehnikam tas darinatas. Gravira? Ziméjums? Ziméjums ar ogli, zimuli, tusu, sépiju? Es dotu prieksroku sanginas
kritam, kura rudums iemieso gan silto dzivibas un cilvécibas pigmentu, gan rudeni ka gadalaiku, kas Ivanova
muzika tik dzili izjusts, dasni parstavets.

Divdesmita gadsimta 60. gadi. Tas ir laiks, kad reizé ar pasludinato sabiedriski politisko “atkusni”bijusaja
Padomija tiek paveértas sltzas arf brivakai radosai izpausmei. Desmit gadus (1948-1958) padomju radosajiem
laudim bijis jastrada ideologiski uzspiesta “socialistiska realisma” (forséta demokratiskuma, tautiskuma un
optimisma) rezZima. Nu 81 doktrina atcelta.

Janis Ivanovs steidz atsakt no vietas - no Piektas simfonijas (1945) un Otra kvarteta (1946) —, kur vina allaz
novatoriski ievirzitais gars bija ticis maksligi iegrozots. (Desmit gadus abi minétie opusi — pirmie izteikti
ekspresionistiskie paraugi latviesu muazika — bija paklauti atskanosanas aizliegumam.) Sesdesmitajos top piecas
simfonijas, Tresais stigu kvartets (1961) un Andante ¢ellu ansamblim (1961), klavieréem - Sonata brevis (1962) un
Andante replicato (1963).

Drosi tiek liktas lieta poliskankartas un poliharmonijas, ta kapinot muzikas asskautnainibu un ekspresiju. Ari
izturéta taktsméra ietvaros vienmeérigs ritma ritéjums tiek uzlauzts ar negaiditam figiram un Zestiem. Te daudz
motorikas, pabrizam it ka tehniskas lietiskibas. LatvieSu muzika ienak “skarbais stils” - tas pats, kas 60. gados jau
sevi pieteicis dzeja un, ja, art grafikas lapas.

Ar rakstnieku un arstu Miervaldi Birzi (1921 - 2000) Janis lvanovs iepazistas kopigi iecerétas operas sakara. Si
iecere galu gala tomér paliek nerealizéta, tacu Birze izradas dzivé daudz pieredzéjis, dzili domajoss un vértéjoss
sarunu biedrs. Otra pasaules kara laika vins ticis ieslodzits vacu fasistu darba nometné Salaspili (Rigas pievarté).
Mocekla cel$ vélak aizvedis vinu lidz pat Buhenvaldei Vacija. Birzes stasti par ieslodzijuma piedzivoto sugesté

Ivanovu. Ving vienmeér alcis saskarties ar patiesu, dzivé raditu dramatismu, vél vairak — ja to bagatina pagatnes
kréslota, iztéli pagérosa telpa. Ta top Poema luttuoso (1966), sapju poéma, kas veltita Salaspils upuru pieminai.

Polifoni, poliskankartiski un disonanti nospriegots ir $is skandarbs. Tas atgadina cie$i un neatsketinami savijusos
saknu pinumus virséjos un zemakos zemzemes slanos. Cik |oti tiem lidzinas cilvéku sapju un ciesanu vijumi

tur, Salaspili, bet ne jau tikai tur. Pasa skandarba izskana nak lejupejosa harmoniju seciba, kas varétu bat

talina atskana no Ceturtas simfonijas Atlantida — opusa, kas 30./40. gadu mija prieksvéstija globalas tragédijas
tuvosanos. Jo runa tacu ir par daudzu tautu, Eiropas un visas cilvéces kataklizmu.

Vel un vélreiz, gandriz jau uzmacigi atkartojas motivs ¢ellos un kontrabasos, atgadinot cilvékiem: nezaudgjiet
modribu, nelaujiet iestnot atminai...

Talit péc sacerésanas poému tika atskanojis lielais, simfoniskais stigu sastavs, kas pieskira sai mazikai plasu
telpiskumu, monumentalitati. Latvijas Radio glaba divu izcilo dirigentu — Leonida Vignera un Edgara Tona —
atskirigas interpretacijas. Péc ilga partraukuma skandarbs nu piedzivo savu renesansi kamerorkestra versija.

Rosinajumu rakstit kamersimfoniju lvanovs sanem no Latvijas Filharmonijas kamerorkestra un ta ilggadéja
dirigenta Tovija LifSica. Sis orkestris dibinats 1967.gada, laika, kad visa Padomija aktivizéjas interese par
pirmsklasicisma muzikalo mantojumu un pieaug prasiba péc pietuvinatakas, intimakas muzicésanas.

Cetrpadsmita simfonija (Sinfonia da camera, 1971) atkiras no lvanovam raksturiga simfonijas tipa: tai ir tikai
tris dalas, izpaliek citkart arvien neiztrikstosais sonates allegro. Pirmas dalas vidusposma tematiski izstradajosie
elementi mijas ar barokam tuviem visparinati virzosiem Zestiem un faktdram. Kaut orkestra sastava nav izdalita
solistu grupa (iznémums — vijoles solo otraja dala), tomér sai muzikai piemit zinams koncertiskums.

Par maz butu Cetrpadsmito nosaukt par lirisku. Ta ietver sevi arf kadus nozimigus filozofiskus visparinajumus,
kas pausti caur tadu ka barokalu distancétibu. Simfonijas télu centra, iespéjams, ir makslas darbs (Sedevrs) un
radosa gara muaziga tieksanas péc ideala. Ar sadu “idealu” tému simfonija arf iesakas. Lejupejoso septakordu
sekvence ir ka sava veida metatéma — parlaiciga, mtziga muzikala zZime, kadu atradisim klasiku darbos no

Baha lidz Bramsam. No $is témas kontrapunktiski atzarojas otra téma — augsupejosa, tautasdziesmai tuva,
tadéjadi varbat simbolizéjot allaz augligo augsni, kura plaukt elitarajam. Pamatmaterials izteic visu komponentu
(augSuptiecoso, lejupejoso, vertikalo, horizontalo) idealu, simetrisku, savstarpéji saattiecinatu sakartotibu, kas,
jenakot disonansém, pamazam tiek izjaukta.

Otra dala - ka ieskatisanas sevi, gara, dvéseles darbs, ideala izjausana no ieksienes.
Finala pakapeniski un nemitigi tiek intonativi tuvinats un ieskandinats pirmas dalas materials. Pasas beigas —

simfonijas sakuma reprizéjums. Dinamiska darba un sviedrotu pulu rezultata no jauna atguts idealais pamattéls,
Sedevrs.

Daudzus gadus Sinfonia da camera bijusi Latvijas Filharmonijas kamerorkestra repertuara. Ka laikmetigas
latvieSu muzikas vizitkarti orkestris to piedavajis tuvaku un talaku zemju klausitajiem.

Ko piebilst par vitali un tvirti uzrakstito trisdaligo Simfonietu (1977)? Bez Saubam, ta ir veltita jaunibai un
jaunajiem muzikiem, kas masdienas tik miluprat pulcéjas draudzigos izpilditajsastavos (kameratas), lai
apliecinatu savas arvien augosas prasmes un muzicétprieku. Nak prata ari Sonatine (1973), ko Ivanovs tika
saceréjis toposajiem pianistiem ka savdabigus tris vingrinagjumus. Un, starp citu, pats pédéjais Jana lvanova
klavierdarbs ir astonas taktis garais Didnai - veltijums mazmeitai, pasus pirmos solus klavierspélé sperot.

“Ko zalai jaunibai lai saka sirmais?” - Sis Raina dzejas vaicajums te Skiet ka pati izteicosaka atbilde.

Un kaut kur vien pasa mala, pasa pavéna pakrésli vid komponista rami apcerigais, gaisi ieskumjais pasportrets.

Imants Zemzaris, komponists



SINFONIETTA RIGA

Jaunekliga degsme un vitalitate apvienojuma ar izzinasanas prieka dzirksti, augstu profesionalitati

un aizrautibu raksturo Valsts kamerorkestra Sinfonietta Riga komandu . Jau kops orkestra dibinasanas

2006. gada ta makslinieciskais vaditajs un galvenais dirigents ir Normunds Sné. Sinfonietta Riga maziki ir
gados jauni un radosam idejam atraisiti makslinieki, kas péta baroka muzikas atskanojuma tradicijas, studé
klasicisma interpretacijas fineses, ir neparspéjami spozi laikmetigaja muzika, ka ari nevairas no piedalisanas
neakadémiskos eksperimentos un crossover projektos. Par vienu no uzdevumiem orkestris izvirzijis
kamersimfonijas Zanra attistibas veicinasanu Latvijas muazika, divreiz gada pasatinot jaunu S zanra partitdru
musdienu latvieSu komponistiem.

Sinfonietta Riga koncertéjusi Parizé, Minhengé, Nujorkas Linkolna centra, Frankfurtes Alte Oper un Hamburgas
Laeiszhalle, ka ari sniegusi koncertus Kijevas un Sanktpéterburgas filharmonijas. 2017. gada janvari ar
amerikanu postminimalisma komponista Deivida Lenga skandarba Shade pirmatskanojumu orkestris
uzstajas Eindhovenas Muziekgebouw un Roterdamas De Doelen koncertzalés. Savukart februari Sinfonietta
Riga ieskandinaja nule jaunatklato Elbas Filharmoniju Hamburga kopa ar savu ilggadéjo skatuves partneri —
Latvijas Radio kori. Orkestra sniegums triskart novertéts ar valsts augstako apbalvojumu — Lielo muazikas
balvu, bet ar prestizo ierakstu balvu Grammy noveértéta orkestra Sinfonietta Riga daliba igaunu komponista
Arvo Perta albuma Adam's Lament ieskanojuma, ko klaja laidis ECM. Paréjos desmit Sinfonietta Riga
albumus izdevusi orkestra regulari sadarbibas partneri — Wergo, Ondine, Edition records, Challange Records un
SKANI.

Normunds Sné ir viens no tiem Latvijas dirigentiem, kas neatlaidigi rosina jaunu darbu tapsanu un
visjaunakas muzikas atskanosanu. Visi vina radrtie orkestri — gan Rigas festivala orkestris, gan Sinfonietta Riga
priekstecis — Rigas kamermuziki — allaz iestudéjusi un atskanojusi tiesi 20. un 21. gadsimta partitdras, ipasu
uzmanibu veltot izcilakajiem meistardarbiem un jauniem opusiem.

Normunds Sné ir viens no tiem Latvijas dirigentiem, kas neatlaidigi rosina jaunu darbu tapsanu un
visjaunakas muzikas atskanosanu. Vins sadarbojies ar vairakiem pasaulé pazistamiem solistiem: pianistiem
Piteru Donahjt un Kristianu Bezeidenhautu, vijolniekiem Tatjanu Grindenko, Gidonu Krémeru, Alinu
Pogostkinu, Vadimu Gluzmanu, Baibu Skridi un Izabellu Faustu, cellistiem Nataliju Gatmani, Mstislavu
Rostorpovicu, Davidu Geringu un Trulsu Merku, trombonistu Kristianu Lindbergu, perkusionistu Piteru
Erskinu, dzeza muziki Dzo Zavinulu un citiem. Kopa ar vairakiem Latvijas vadoSajiem muzikiem 2003. gada
Normunds Sné dibinajis jaunas mazikas festivalu Aréna.
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