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ARTURS GRINUPS (1531 -1s89)

1. 3.simfonija / Symphony No. 3
(1959/1970) 23:26

Latvijas Nacionalais simfoniskais orkestris/ Latvian National Symphony Orchestra
Dirigents / Conductor: Leons Reiters

2-4.2. sonate vijolei un klavierem / Sonata for violin and piano No. 2
(1974)

2. Andante religioso 4:39
3. Allegro brusco 3:26
4. Allegro con spirito 3N

Indulis Sana (vijole/violin), llga Stina (klavieres/piano)

5.-7.Trio vijolei, ¢ellam un klavierém / Trio for violin, cello and piano

(1974)

5. Andante mosso. Quasi moderato 7:39
6. Allegro molto 3:57
7. Andante con moto 7:53

Janis Bulavs (vijole/violin), Leons Veldre (Cells / cello), Aldis Liepins (klavieres / piano)



8. 9.simfonija / Symphony No. 9 12:21
(1988)

Latvijas Nacionalais simfoniskais orkestris/ Latvian National Symphony Orchestra
Dirigents / Conductor : Imants Resnis

9. Quasi una partita 10:43
(1979)
Movimento lento e straordinario
Allegro
Nobile con espressione
Allegro

Artairs Grinups (klavieres / piano)

Kopa/Total: 77:53

lerakstits / Recorded in : 1971 (1), 1977 (2-4), 1994 (5.-7.), 1989 (8), 1978 (9)
Latvijas Radio ieskanojumi / Latvian Radio recordings

Skanu rezisori / Recording engineers: Juris Karlsons (1), Gunars Stade (2-4),
Gints Neimanis (5-7), Karlis Pinnis (8)



Ar mati Lidiju un tévu Karli Rigas
Misiones baznica.

With his mother Lidija and father
Karlis at the Riga Mission Church.




“Artdra Grinupa mazika un personiba ir nedalams veselums. Mazika Artars atklajas tiesi tads
pats, kads bija dzivé, domas, runa. Sava zina filozofs. Kaut vina domu gajiens bija stipri sazuburots,
varbat pat grati uztverams, vina domas un mazika ir iek$éja patiesiguma un gariguma pilnas.”

Péteris Plakidis

Komponists un kontrabasists Artars Grinups (2.11.1931.— 4.12.1989.) bija neparasta, savrupa,
daudzskautnaina un kolorita personiba. Mazigi ideju parpilns, iek$éju dvéseles pretrunu plosits. Ar
|oti plasu redzesloku, ar nopietnu interesi par filozofiju, literataru, sabiedriski politiskajam norisém un
saha spéli. Cilvéks ar asu méli, tapéc “neérts” un ne vienmér ieredzéts. Komponists ar neticami aktivu
radisanas procesu, kurs ipasi nertipéjas par savu darbu atskanosanu un popularizésanu, jo galvenais
vinam bija darba tapsanas process. Vina mazikai nebija lemti spoZi un troksnaini panakumi. Tomér tai
ir savs domubiedru pulks, kas vélas saja pasaulé ieiet, lai bagatinatos — atzist komponista draugi un
domubiedri.

Artara Grinupa aizsakto tradiciju — apvienot kontrabasa spéli ar kompoziciju - turpinaja Péteris
Vasks un Egils Svarcs, nu vinu pédas seko Kristaps Pétersons.

Bet cel$ uz mazikas “dzilajiem Gdeniem” sakas nejausi - Rigas 1. vidusskola jaunekli ar absolGto
dzirdi pamanija dziedasanas skolotajs Karlis Travin$ un uzaicinaja skolas orkestri spélét kontrabasu.
Viena vasara apguvis muzikas teorétisko priekSmetu pamatus, Artars Grinups 1949. gada iestajas
Jazepa Medina Rigas mazikas vidusskolas kontrabasa klasé, pie tam uzreiz 3. kursa. Gadu vélak
jaunais mazikis jau macas Latvijas Valsts konservatorija (tagad - Latvijas Mazikas akadémija), docenta
Vilhelma Kumberga kontrabasa klasé.

Vél studiju laika, 1953. gada sakas Artara Grinupa darba gaitas — vispirms dazus gadus spéléjot
kontrabasu kinoteatri “Komjaunietis’, bet kops 1955. gada - Latvijas PSR TV un Radio simfoniskaja
orkestri (tagad - Latvijas Nacionalais simfoniskais orkestris). No 1968. lidz 1977. gadam vins strada
Operas un baleta teatra (tagad - Latvijas Nacionala opera) orkestri. Tad, lidz pat darba gaitu beigam
1983. gada Artars Grinups ir kontrabasu grupas koncertmeistars LNSO.

Kontrabasists Sergejs Brinums atceras: “Vin$ bija virtuozs kontrabasists, apveltits ar absolGto
dzirdi un lielisku talantu, spélé&ja |oti tiri un precizi. Tomér skiet, ka tehnika un tonis vinam bija dabas
doti. Kad jautaju kaut ko par spéles metodiku, vins sava stila man atbildé&ja: “Man pret kontrabasu
vienmér bijusi tiri utilitara attieksme. Prasi man kaut ko vieglaku!"”

1953. gada, vél nepabeidzis studijas kontrabasa klasé, Artlrs Grinups sak apgut kompoziciju
profesora Adolfa Skultes klasé. Un nekavéjas kada véstulé formulét savu dailrades credo: "Pats
galvenais — macities sevi izteikt, izteikt ar skanam to, ko tu ar vardiem nespéj pateikt, ko esi spé&jigs



tikai just pret savu vislabako draugu, vai pret visu to, kas tev ir tuvs un mils. Macities izteikt savu
attieksmi pret visu to, kas eksisté daba un sabiedriba”.

Konservatorijas kompozicijas klasi Grinups absolvé 1958. gada ar Pirmo simfoniju. Péc tas
atskanojuma kritiki gan atzimé Gustava Malera un Igora Stravinska stilu ietekmi, tacu kopuma ir
autoram labvéligi, prognozé jaunajam komponistam daudzsolosu simfonika nakotni. Olgerts Gravitis,
simfonijas recenzija noradidams uz pilnveidosanas nepieciesamibu (orkestralas, polifonas domasanas
zina), tomér viena vieniga varda, skiet, spéj definét ari visas turpmakas Artdra Grinupa dailrades
batibu. Un $is vards ir “kvéle”.

Negaiditi razigs ir turpinajums — 1959. gada top pat divas simfonijas. Talit péc Konservatorijas
beigsanas Artars Grinups tiek uznemts Komponistu savieniba. Tikai ar gada atstarpi top Ceturta
simfonija (1960) un Piekta simfonija “Kauguriesi” (1961), vienigais programmatiska simfonisma
paraugs Grinupa dailradé, kuru iedvesmojusi Karla Zarina tada pasa nosaukuma romans un taja
attélotie notikumi — Kauguru zemnieku 1802. gada nemieri.

Legendam un mitiem apvits ir stasts par simfonisko svitu “Prieks” (1961), kas savulaik kritizéta
nosaukuma un satura neatbilstibas dél. lemesls tam ir patiesi amizants un Grinupam itin raksturigs.
Nespédams izdomat jaunajam skandarbam nosaukumu, autors pieaicina paligd Margeri Zarinu
un Olgertu Graviti, omuligas vakarésanas gaisotné nospélédams viniem tobrid vél “bezvarda”
kompoziciju. Kopigiem spékiem jaunajam darbam pieskir nosaukumu “Prieks” Tacu publiska
atskanojuma reizé izradas, ka “konsilija vakara” autors savu darbu ir spéléjis divreiz atrak, un patiesiba
no prieka tur nav ne vésts. Ir tikai patiesa, dzila mazika...

Sesdesmito gadu sakuma Artdra Grinupa muzika spéka pienemas ekspresionistiski nokaitéta
izteiksme, ta ielauzas pat tik “liriski” nodévéta opusa ka “Legenda cetras noskanas” vijolei un
simfoniskam orkestrim (1964), tapat Koncerta mezragam un simfoniskam orkestrim (1969). Tomér
arvien konsekventak komponists pievérsas neoklasicisma stilistikai un estétikai, kas vina dailradé
dominé lidz pat astondesmitajiem. Saja laika tapusi ari tadi meistardarbi ka Sesta simfonija (rakstita
pieticigam orkestra sastavam - flauta, oboja, fagots, klavieres vai cembalo, un stigas) (1962), Sinfonia
per archi (1970). Lak, ka vienmér trapigs, Arnolda Klotina dots Grinupa simfoniju raksturojums:
“Tas saista ar psihologisko konfliktu |oti patiesigu, lidz ekspresionismam sakapinatu iemiesojumu.
Pamazam tajas aug ari simfonijai nepieciesama intelektuala disciplina un konstruktiva noteiktiba.” Un
Grinupa talaika stilu Arnolds Klotins skata un raksturo ari laikmeta konteksta: “Vairaki vidéjas paaudzes
komponisti veidoja otru svarigako 70.gadu simfonisma liniju, kas vérsta uz simfonisko tradiciju
pakapenisku objektivizésanu un tradicionalo formu modificésanu. A. Grinups sava trisdaligaja Sinfonia
per archi izskauda savu 60.gadu simfoniju izteiksmes retoriskumu. Pievérsanas barokaliem muzikas
modeliem un formam (Preludija, Tokata, Pasakalja) ar tam raksturigo ilgstoso afekta stabilitati noziméja



emocionala subjektivisma un dramaturgijas drumstalotibas parvarésanu. Sis process turpinajas ari vina
Koncerta trombonam, stigu orkestrim un timpaniem In modo classico (1977)."
Septindesmitajos gados Artars Grinups pamet simfoniju rakstis$anu un pievérsas kamermazikai.
Jo - "es neesmu nevienu savu simfoniju dzirdgjis’, teic komponists. Vina domas par simfoniju
interpretaciju nesakrit ar dirigenta Leona Reitera, Grinupa makslas aktiva propagandétaja, viedokli.
Viens no pirmajiem Artira Grinupa $i perioda kamermizikas darbiem ir 1974.
gada tapusie Pieci skandarbi klavierém bez pedala. Péteris Plakidis, viens no cikla
interpretiem, norada, ka pirmais skandarbs izskan ka monologs, kas |oti atgadina pasa
komponista runas intonaciju, vipam raksturigos patétikas uzplidus. Topasugad top
Trio vijolei, ¢ellam un klavierém, ka ari Otra sonate vijolei un klavierém. Nedaudz vélak -
“Tris vizijas” patéju kvintetam (1976), kuru prototipu — LNSO putéju kvintetu — Grinups samanijis
sénotaja gaitas Kuldigas mezos uzietu sénu puduri, un “Dazadibas viena dimensija” klarnetei un
stigu kvartetam (1979). Pasa miza nogalé kamermazikas darbu klastu papildina ari skandarbi diviem
Celliem, ka ari Trio flautai, vijolei un klavierém, kas pirmatskanojumu piedzivo jau péc autora naves.
Vokalo kamermuziku Artdirs Grinups rakstijis maz — studiju gadu beigas ir tapis cikls ar Karla
Skalbes dzeju “Vai laime naks?;, 1973. gada tam pievienojas “Cetras liriski romantiskas ekspresijas”
balsij un klavierem ar Imanta Ziedona un Mara Cakla dzeju. Savdabigs, kaut nepabeigts un
tikai klavierizvilkuma pieejams ir vienigais Grinupa lielformata kora opuss “Simfoniski oratorials
monuments Luidzi Kerubini pieminai” jauktam korim, solistiem, sitaminstrumentiem un orkestrim.
1988. gada Artirs Grinups rada savas dailrades vainagojumu - Devito simfoniju, kas vértéjama
ka skanraza muzikalas izteiksmes Tstena kvintesence. Vai ta batu sava veida manticiba - devito kartas
numuru pataupit savai pédéjai simfonijai? Varbuat. Jo Grinupa Astoto no Devitas skir divdesmit viens
gads, un $aja laika posma tapusas tris “simfonijas bez numura” - Sinfonia da camera (1970), Sinfonia per
archi (1972), Quasi una sinfonia (1981).

Viens no spilgtakajiem Arttra Grinupa agrinajiem darbiem ir 1959. gada tapusi Tresa simfonija.
Saja diska ir iekJauta simfonijas otra redakcija, kas péc dirigenta Leona Reitera iniciativas izveidota
1970. gada. Simfonija tika izdariti diezgan batiski grozijumi, vairaki isindjumi, un nu to atskanoja viena
dala bez partraukuma, pieskirot darbam jaunu nosaukumu - “Simfonija — novele”. Tresa simfonija
nu ieglst daudz kompaktaku formu un skaidraku muzikalas dramaturgijas ievirzi, ta apliecina
autora bagato izjutu gammu un teicamo orientésanos orkestra tembralajas iespéjas. Kritiki savulaik
noradijusi uz $T darba piemérotibu horeografiskai iecerei.

Otra sonate vijolei un klavierém tapusi péc vijolnieka Indula Stnas ierosmes un veltita
skandarba pirmatskanotajiem - Indulim un llgai Sinam. Kopigi ar komponistu nacies stradat pie



skanuraksta redigésanas — Grinupa milziga “kontrabasista roka” bija vedinajusi notis fiksét vijolnieka
pirkstiem briziem neaizsniedzamus akordus, pie tam ff dinamika. Neoklasicismam raksturigas baroka
laikmeta formas un modeli sonaté rada lidzsvarota, cildeni mierpilna skanéjuma oazes, protams,
neizpaliekot ari Grinupam tik tipiskajiem spriedzes elementiem.

Trio vijolei, cellam un klavierém pirmoreiz izskan 1975. gada 5. oktobri, to atskano Valdis
Jancis, Juris Svolkovskis un Maris Villeruss. Ludvigs Karkling rezumé: “Klavieru trio apliecinaja autora
pédéjo gadu tieksmi uz lakonisku izteiksmi un skanu rakstu polifonizaciju ari kamermuzikas Zanra.
Muzikalas télainibas dramatiska, briziem pat tragiska ievirze zinama méra atgadina Sinfonia per archi".

Trio radas péc pianista Valda Janca ierosmes. Ar savu rado$o veikumu Grinups véléjas kompensét
kada vieso3anas reizé ar cigareti galdauta izdedzinatu caurumu. Neuzmanibas iemesls toreiz bija Joti
aizrautiga Sostakovi¢a mizikas klausisanas. Vai gan kads brinums, ka Sostakovi¢a padzilinatajam
minoram tuvas skankartas izmantotas ari Grinupa Trio otraja dala, tapat dramatiska izteiksme, skaudri
lakoniskais véstijums, sabiezinatas tumsas krasas, melodiski reljefie un intonativi spriegie motivi
savureiz atsauc atmina Sostakovi¢a skanu pasauli. Trio pirmaja dala Tpasi spilgti ieskanas vijoles
liriska balss, otraja - cella dramatiskais recitativs, savukart tresa dala ir Joti patna pasakalja, kur it ka
sintezétas divas muzikalas télainibas pasaules — sena pirmsklasicisma — muzikas Zanra elementi un
folklorisko séru melodiju intonacijas.

1989. gada 21. septembri, vél pasam autoram klatesot, pirmatskanojumu piedzivo Artara
Grinupa Devita simfonija (1988), kuru var saukt par komponista maza un radosa darba rezuméjumu.

“Mirkli, kad Devitaja simfonija risinatas eksistenciali drimas pardomas noved pie iekséjas pasaules
pilniga sabrukuma sajtas, pédéjas taktis ka mistisks gaismas stars sakuma pikolo flautas, bet péc tam
vijoles augséja registra dzidraja tembra paradas vienas skanas pakapeniski izdziestosa pulsacija.

Vai ceriba? Varbat ticiba kadiem iracionaliem spékiem?” jautad Artdra Grinupa dailrades
pétnieks Janis Kudins, noradot, ka neviena no iepriekséjam simfonijam nav tik krasi akcentéti divi
polari pretgji téli un tik mérktieciga konflikta attistiba. Simfonija ir viendaliga, tacu tas attistiba
var saskatit ekspozicijas, izstradajuma un reprizes fazi. Konfliktu aizsak divas témas — pirma -
skumji melodiska kokpasaminstrumentos, kurai tiek pretstatita otra — ritmiski asi akcentéta téma
metalpGsaminstrumentos. Abi tematismi tiek izklastiti pastaviga mijiedarbé, tacu reprizé neviena no
témam negust parsvaru, atstajot konfliktu neatrisinatu, un vedinot domat par launa un laba spéka
lidzaspastavésanas nebeidzamibu.

Protams, varétu lauties kardinajumam un meklét autobiografisku pamatojumu sis muazikas
gratsirdigi rezignétajai pamatintonacijai - laikabiedri tacu liecina, ka sevis Saustisana bijis Grinupa
pastavigais dvéseles stavoklis, ari ar kritikas atzinibu vins nekad netika lutinats. Tomér ta vien skiet, ka st
mauzika |oti parliecinosi kapj pari personiska ramjiem, iemantojot patiesi jaudiga visparinajuma spéku.



Ne velti Arnolds Klotins Grinupa 9. simfoniju definé ka“neparejosas nozimes laikmeta dokumentu”.

Disku noslédz pievienota vértiba jeb bonuss - Quasi una partita klavierém pasa autora
snieguma. Péc Valda Janca ierosinajuma 1979. gada tapuso darbu komponists anotéjis visnotal
izvérsti un, skiet, Artara Grinupa mugzikas izjatai |oti tipiski, tadé| So anotaciju citéjam pilniba:

"Quasi una partita ir ciklisks skandarbs, kas sastav no ¢etram savstarpéji kontrastéjosam dalam.

Pirmaja dala, Movimento lento e straordinario, ar politonalas harmonijas palidzibu esmu
méginajis klausitaju uztveré uzburt teiksmainas kustibas télainibu un neparastumu.

Otraja dala, Allegro, lidzigi veco meistaru polifono formu veidosanas principiem, esmu centies
ekspozitivo un izstradajoso momentu sakausét viena vesela. Visa dala ir it ka viens liels, nepartraukts
stihisks crescendo ar svinigu Mi-bemol mazora trijskani dalas beigas.

Tresa dala, Nobile con espressione, klausitaju ievirza brunnieciskas dizciltibas caurausta
kontemplacija.

Pédéja dala, Allegro, repeticiju tehnika buavétais tematiskais materials nepartraukta garam
plistosu variaciju virkné noved klausitaju pie infernalas kulminacijas. Ka talu atminu atblazmojumi
péc tam skan pirmas dalas teiksmainas kustibas transforméti motivi.”

Artars Grinups

Fin
“w
S

“Muzika, kas tik skaisti dzivo pati savu likumigu dzivi, ja klausas un paseko notis. Sie opusi
batu pelnijusi, ka tos izdod solidos apgados, greznos séjumos. Teiksim, liela paneiropiska sérija
“Konstruktivisms un neoklasicisms XX gs. muzika’, blakus Hindemitam un Hartmanim. Arttram
Grinupam latvieSu mazika nav priekstecu, nav lidzinieku, nav bijis sancensibas. Vins viens pats
stradajis sava suveréna pasaulé, it ka izklaidus laika un telpa.”

Imants Zemzaris



Latvijas Nacionalais simfoniskais orkestris dibinats 1926. gada ka Latvijas Radio
orkestris. Sodien orkestra aktivitates ietver gan regularu koncertdarbibu, gan latviesu mazikas
pirmatskanojumus, tapat Radio un televizijas ierakstus, kompaktdisku ieskanosanu.

LNSO galvenie dirigenti ir bijusi Janis Medins, Edgars Tons un Leonids Vigners, Vasilijs Sinaiskis,
Pauls Megi, Terje Mikelsens un Olari Eltss. Viesdirigentu statusa ar orkestri stradajusi Leo Blehs, Bruno
Valters, Mariss Jansons, Néme Jervi, Pavo Jervi, Kirils Kondrasins, Kurts Mazurs, Andris Nelsons, Ksistofs
Pendereckis, Genadijs Rozdestvenskis, Jurijs Simonovs un citi.

Kops$ 2009. gada makslinieciskais vaditajs un galvenais dirigents ir Karels Marks Sisons.

LNSO veiksmigi uzstajies daudzas pasaules valstis.

Dirigents Leons Reiters (1926-1976) - izcila dirigenta Teodora Reitera déls, studéjis kompoziciju
Latvijas konservatorija pie Adolfa Skultes un trimda Stokholma pie Hildinga Rozenberga. Dirigésanas
maksla izglitojies Stokholma un tris gadus papildinajies Zalcburgas Mocarteuma. Péc atgrie$anas
Latvija 1958. gada darbojas ka tolaik Leonida Vignera vadita Latvijas Nacionala simfoniska orkestra
otrais dirigents.

Pirmatskanojis virkni latviesu komponistu jaundarbu (Adolfa Skultes Tre$a simfonija, Artara
Grinupa Septita simfonija, Legenda, Koncerts mezragam, Imanta Kalnina Pirma simfonija un
Cellokoncerts).

Dirigents Imants Resnis (1949) savu muzika karjeru sacis ka cellists (pirmatskanojis ari vinam
veltitos A. Grinupa darbus), muzicéjis Latvijas Nacionalaja simfoniskaja orkestri, vélak bijis ta dirigents.
1982. gada absolvéjis Latvijas Muzikas akadémijas dirigésanas klasi, papildinajies P. Caikovska
Maskavas Valsts konservatorija pie Genadija Rozdestvenska. No 1992. [idz 2010. gadam bija Liepajas
simfoniska orkestra makslinieciskais vaditajs un galvenais dirigents, Liepajas Starptautiska Pianisma
Zvaigznu festivala iedibinatajs 1993. gada. 1995. un 2006. gada Imants Resnis ieguvis Latvijas Lielo
muzikas balvu, bet 2007. gada - jaundibinato “LatvieSu muzikas balvu” par sistematisku ieguldijumu
latvieSu mazikas jaunradé un popularizésana.




Vijolnieks Indulis Stina (1950) dzimis Riga, 1991. gada kopa ar gimeni parcélies uz pastavigu
dzivi Kanada. Vijolspéli studgjis Jazepa Vitola Latvijas Mazikas akadémija pie prof. Jura Svolkovska,
ka ari Pétera Caikovska Maskavas Valsts konservatorijas asistentira profesora D. M. Ciganova vadiba.

Bijis Latvijas Valsts Filharmonijas Stigu kvarteta pirmais vijolnieks (1982-1986) un ST kvarteta
sastava pirmatskanojis daudzu komponistu darbus. No 1986-1989 gadam bijis Latvijas Valsts
Filharmonijas solists. Visu mGzu makslinieks ir uzticigs izcila latviesu vijolmeistara Martina Zemisa
darinatajam instrumentam.

Makslinieka dzivesbiedre pianiste llga Sana (1949) absolvéjusi Latvijas Muazikas akadémijas
Valda Krastina specialo klavieru klasi, bijusi pedagoge un koncertmeistare Jazepa Medina muzikas
vidusskola un Latvijas Mazikas akadémija.

Aktivais kamermuzikas Zanra kopéjs, vijolnieks Janis Bulavs (1949) ir pieredzéjis latviesu
laikmetigas muzikas interprets, Jazepa Vitola Latvijas Muzikas akadémijas vijoles un kameransambla
klases vaditajs. Absolvéjis Latvijas Muzikas akadémiju, profesoru Voldemara Stdrestepa un Jura
Svolkovska vijoles klasi, ka ari Jana Kepisa klavieru trio klasi. No 1971. gada spéléjis Latvijas
Filharmonijas kamerorkestri. Kops 1985. gada - Latvijas Filharmonijas trio, kas devindesmitajos gados
dévéts arl par Bulava trio vai Bulava kameransambli, ja kada darba atskanojumam piepulcéjusies
vél citi maziki. Ka solists un dazadu kameransamblu dalibnieks koncertéjis bijusaja PSRS, Baltijas un
Skandinavijas valstis, Rietumeiropa, ASV, Kanada, Japana un Izraéla.

Pianists un koncertmeistars Aldis Liepin$ (1961), pieredzéjis dazadu stilu un laikmetu mazikas
interprets, Jana Bulava trio muzicéjis no 1992. lidz 1999. gadam. Absolvéjis profesora Valda Janca
klavierklasi Latvijas Mazikas akadémija, vélak beidzis Maskavas Gnesinu Muzikali pedagodiska
institdta aspirantdru kameransambla specialitaté. No 1990. gada ir Jazepa Vitola Latvijas Muazikas
Akadémijas macibspéks Kameransambla un klavierpavadijuma katedra.

Sniedzis meistarklases Berlines Makslu universitaté, Enshedes konservatorija Niderlandé,
Gracas Muzikas un teatra augstskola Austrija u. c.

A. Liepins sadarbojies gan ar Latvijas Radio kori, gan ar izcilakajiem Latvijas dziedatajiem.

Cellists Leons Veldre (1959) absolvéjis Mara Villerusa ¢ello klasi Jazepa Vitola Latvijas Mazikas
akadémija, studéjis Pétera Caikovska Maskavas Valsts konservatorija. Sobrid muzicé Liepajas
simfoniskaja orkestri, Muzicéjis Latvijas Nacionalaja simfoniskaja orkestri un Latvijas Filharmonijas
kamerorkestri. Koncertéjis daudzas Eiropas valstis, Izraéla, Japana un ASV. Pirmatskanojis daudzus
latvieSu komponistu jaundarbus.

Dzintars Gilba



Adolfa Skultes kompozicijas klasé. No kreisas puses: /
The composition class taught by Adolfs Skulte. From the left:

Gederts Ramans, (7), Romualds Grinblats, Adolfs Skulte, Artirs Grinups, (7).
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“The music and personality of Artlrs Grinups are an indivisible whole. The music which he
composed presented him just in the same way as he lived, thought and spoke. To a certain extent, he
was a philosopher. His thinking was quite diverse and perhaps difficult to perceive, but his ideas and
his music are full of internal truth and spirituality.”

Péteris Plakidis

The composer and double-bass player Artars Grinups (November 2, 1931 to December 4,
1989) was an unusual, unique, multi-faceted and colourful individual. His mind was eternally full
of ideas, and his soul was torn apart by contradictions. Grinups had a very broad point of view. He
was very much interested in philosophy, literature, public and political affairs, as well as the game of
chess. His was a sharp tongue, and so he was not always “convenient” or liked. The composer had an
unbelievably active approach to creativity. He cared little about the performance and popularisation
of his compositions, because the main thing for him was the process of composition as such. Grinups’
music was never destined to be performed at brilliant and noisy events, but it does have fans who
want to enrich themselves in the world - that is what the composer’s friends and contemporaries say.

The tradition launched by Artars Grinups - combining double-bass performance with
composition - was continued by Péteris Vasks, Egils Svarcs and, more recently, Kristaps Pétersons.

And yet the road toward the “depths” of music began quite accidentally for Grinups when
he was a boy. When he attended the Riga No. 1 High School, singing teacher Karlis Travins noticed
that the youth had perfect pitch, and he invited him to play the double-bass as part of the school’s
orchestra. Grinups spent one summer in learning the theoretical aspects of music. In 1949, he
entered the Jazeps Medin3 Riga High School of Music, and the quality of his performance was such
that he was immediately put into the third, not first year of studies. One year later, the young musician
was already at the Latvian State Conservatory of Music (now the Latvian Academy of Music), where he
was taught double-bass performance by Vilhelms Kumbergs.

While still a student, in 1953, Artars Grinups went to work. For several years he played the
double-bass at the “Komjaunietis” cinema. In 1955, he joined the Latvian National Symphony Orchestra.
From 1968 until 1977, Grinups was a member of the orchestra of the Latvian National Opera. Until his
retirement in 1983, he held first chair for the double-bass at the Latvian National Symphony Orchestra.

Fellow double-bass performer Sergejs Brinums recalls that “he was enormously talented as a
double-bass player, with perfect pitch and outstanding talent which allowed him to perform music
very cleanly and precisely. | do believe that the techniques and tones were provided to him by nature
itself. When | asked him about methodology in performance, his answer was always the same and in
line with his style: ‘I have always approached the double-bass in a purely utilitarian way. Please ask a

m

question which is easier to answer”



Also while still a double-bass student in 1953, Artiirs Grinups began to study composition with
Professor Adolfs Skulte. In a letter, he hastened to explain the credo of his creativity: “The main thing
is to learn how to express yourself, to express things in sound which you cannot say in words, which
you can only feel toward your very best friend or toward everything that is close and beloved to you.
You must learn to express your attitude toward all that exists in nature and society.”

Grinups was graduated as a composer in 1958, and his graduate work was his First Symphony.
After its premiere, critics argued that he was influenced by Gustav Mahler and Igor Stravinsky, but most
of the reviews were kind, predicting that the young composer had a very good future in composing
symphonic music. One of the critics was Olgerts Gravitis, and he wrote that the composer needed to
improve his work in terms of orchestral and polyphonic thinking, but when he searched for a single
word to describe the essence of Artars Grinups’ work, the one that he came up with was “passion.”

The young composer was surprisingly productive, creating his Second and Third Symphonies
in 1959 alone. Immediately after his graduation from the Conservatory, Grinups was admitted
to the Composers Union. His Fourth Symphony appeared in 1960, and the Fifth Symphony, “The
People of Kauguri,” followed in 1961. This was the only example of a programmatic approach toward
symphonic music in Grinups’ career. He was inspired by the novel “The People of Kauguri,"which dealt
with farmers'riots in the village of Kauguri in 1802.

Alsoin 1961, Grinups produced a symphonic suite which he titled “Joy,"and that is a composition
which is related to many legends and myths. Initial criticism pointed out that the title absolutely did
not conform to the composition itself. The reason for this is quite funny, and it is very typical of Artars
Grinups’ thought process. After failing to find a title for the new composition, the composer invited
Margeris Zarins and Olgerts Gravitis to come to his aid. They came to his studio to listen to the piece,
and during the cosy evening which they enjoyed, they all decided to call the suite “Joy”” When the
composer performed the piece during the “council evening,” however, he played it two times faster.
And when finally it was performed in public, it appeared that there was nothing in it to suggest true
joy. Instead, it was music that was true and meaningful.

During the early 1960s, the music of Artars Grinups increasingly involved an expressionistic
and feverish sound. This was even true with respect to an opus that had a somewhat “lyrical” title -
A Legend in Four Moods for Violin and Symphony Orchestra (1964), as well as the Concerto for
French Horn and Symphony Orchestra (1969). From there on, however, Grinups became more and
more consistent in making use of the style and aesthetics of Neo-Classicism — something which
remained true even up until the 1980s. During this period, he created masterpieces such as his
Sixth Symphony (which was composed for a limited group of instruments - the flute, oboe, bassoon,
piano and string instruments) (1962), as well as Sinfonia per Archi (1970). Arnolds Klotins produced
a very targeted description of Grinups’ symphonies: “They are interesting because of a very true



psychological conflict and an embodiment that involves increased expressionism. Gradually the
composer has ensured the intellectual discipline and constructive specificity that are needed for a
symphony.” In writing about Grinups’style at that time, Klotins described it in the context of the era:
“Several middle-generation composers established the second most important line of symphonic
music in the 1970s - one that was focused on the gradual objectifying of symphonic traditions,
as well as a modification of traditional forms. In Sinfonia per Archi, which has three movements,
Grinups eliminated the rhetorical nature of his symphonies from the 1960s. He focused on Baroque
models and forms (Prelude, Toccata, Passacaglia), and the characteristic and long-lasting stability of
those forms meant that the composer overcame emotional subjectivism and the fragmentation of
dramaturgy in his work. The process continued in his Concerto for Trombone, String Orchestra and
Timpani (In Modo Classico, 1977).

During the 1970s, Artars Grinups abandoned symphonic music in favour of chamber
compositions. “I have never heard any of my symphonies,” the composer explained. His ideas about
how symphonic music is to be interpreted were not the same as those of the conductor Leons Reiters,
who was an active propagandist on behalf of Grinups’art.

One of the first chamber music compositions from Artrs Grinups during this period was Five
Pieces for Piano Without Pedal (1974). One of the interpreters of this cycle, Péteris Plakidis, has said
that the first composition resembles a monologue which is very much reminiscent of the composer’s
own tone of speech, complete with its characteristic flows of pathos. That same year, Grinups
produced his Piano Trio and his Second Sonata for Violin and Piano. A bit later came Three Visions for
a Woodwind Quintet (1976). The prototype for this piece — the woodwind quintet from the Latvian
National Symphony Orchestra — was identified by the composer in a group of mushrooms which he
spotted while he was out hunting for mushrooms in the forests around Kuldiga. Differences in One
Dimension for clarinet and string quartet (1979) was also composed during this period. At the very
end of his life, Grinups also produced a composition for two cellos, as well as a Trio for flute, violin and
piano. Both pieces were premiered after the composer’s death.

Artars Grinups did not compose much vocal material. Late in his period as a student, he
composed a cycle of music on the basis of the Karlis Skalbe poem “Will Fortune Arrive?” In 1973, he
added four lyrical and romantic pieces for voice and piano on the basis of the poems of Imants Ziedonis
and Maris Caklais. Grinups also produced a unique, but unfinished major opus for a choir — one which
is only available in its piano reduction. lIts title is A Symphonic Oratorio Monument to Commemorate
Luigi Cherubini, and it was composed for mixed choir, soloists, percussion and orchestra.

The crowning achievement for Artdrs Grinups came in 1988, when he produced his Ninth
Symphony. This can be seen as the true quintessence of the composer’s creative output. People
have wondered whether the decision to save the number “nine” for the composer’s last symphony



was a matter of superstition. Perhaps, because 21 years passed between the Eight and the Ninth
symphony, but in between Grinups produced three unnumbered symphonies - Sinfonia da Camera
(1970), Sinfonia per Archi (1972), and Quasi una Sinfonia (1981).

One of the most vivid examples of Artars Grinups’ early works is the Third Symphony (1959).
This disc includes the second version of the symphony, which was created at the initiative of the
conductor Leons Reiters in 1970. The composer made major changes to the symphony, shortening
it so that it could be performed as a single movement. The symphony was also given a new name -
Symphony Novella. 1t was now far more compact, with a clearer sense of musical dramaturgy. This
confirmed the wealth of the composer’s emotions, as well as his commendable understanding of
the timbre of an orchestra. Critics at the time wrote that the composition could be well-suited for
the ballet.

Second Sonata for Violin and Piano was commissioned by the violinist Indulis Sina and
dedicated to him and his wife, pianist llga Sina. The performers had to work hard with the
composer on editing the composition, because Grinups’ big “double-bass hand” created chords
which the fingers of violinists could not always achieve, in ff dynamics, to boot. In the Sonata,
Baroque music forms and models which are characteristic of Neo-Classicism help create balanced,
noble and peaceful segments, although elements of tension which were very typical of Grinups
are also there.

Piano Trio was first performed on October 5, 1975, by Valdis Jancis, Juris Svolkovskis and
Maris Villeruss. The critic Ludvigs Karklins: “The piano trio confirmed the composer’s disposition to a
laconic and polyphonic approach, so typical to him during the recent years in the genre of chamber
music, as well. The dramatic and sometimes even tragic direction of the music’s imagery is, to a certain
extent, reminiscent of Sinfonia per Archi.”

The Piano Trio was commissioned by the pianist Valdis Jancis, and Grinups wanted the
composition to compensate for a hole which he had burned in one of Jancis’ tablecloths with a
cigarette while visiting the pianist. The reason for his carelessness was that he was very excited while
listening to compositions by Shostakovich. Itis no surprise that the tones of Shostakovich’s deepened
minor keys appear in the second movement of Grinups’ trio. The dramatic expressiveness, bitterly
laconic message, thick and dark colours, melodic textures and tonally intense motifs in the piece do
conjure up the world of music of the Russian composer. The lyrical voice of the violin is particularly
resonant in the first moment, followed by the dramatic sound of the cello in the second. The third
movement is a very unusual passacaglia wich seems to be a synthesis of two worlds of musical
imagery - elements of pre-classicist music combined with the sorrowful tones of folkloric melodies.



On September 21, 1989, in the presence of the composer, Arttrs Grinups’ Ninth Symphony
(1988) received its premiere. This can be called a summary of the composer’s life and work.

“The existentially bitter thoughts of the Ninth Symphony lead us to the feeling of a complete
collapse of our inner world,” wrote Janis Kudins, a researcher of Grinups’ work. “The last measures are
a mystical ray of light, with the piccolo at first and then the violin and its upper register presenting
a gradually disappearing pulsation of a single, lucid sound. Does that represent hope? Perhaps it is
faith in irrational forces?”

Kudin$ pointed out that none of Grinups’ previous symphonies had so clearly pointed to two
diametrically opposite images, nor did they contain such a targeted development of conflict. The
symphony has a single movement, but it includes phases of exposition, development and reprise. The
conflict is launched by two subjects — a sad melody for woodwinds, then opposed by a rhythmically
sharp and accented melody for brass instruments. Both themes interact, but in the reprise neither
takes the upper hand. The conflict is not resolved, and it conjures up thoughts about the endless
co-existence of good and evil forces.

It is tempting, of course, to try to seek out an autobiographical explanation for the painfully
resigned basic tones of this music. Contemporaries tell us, after all, that Grinups’ was always so self-
critical.. It is also true that he never received much critical recognition. And yet it seems that this
music very convincingly climbs over the composer’s personal frameworks, taking on the strength of
a truly capacious generalisation.

It is no accident that Arnolds Klotins defined Grinups’ Ninth Symphony as “a document of an
era of endless meaning.”

The disc concludes with a bonus which offers added value — Quasi una Partita for piano, as
performed by the composer himself. This composition was commissioned by Valdis Jancis in 1979,
and the composer produced fairly extensive annotations for it. These seem to be very typical in
relation to Artars Grinups’ sense of music, and here they are in full:

“Quasi una Partita is a cycle consisting of four contrasting movements.

The first movement, Movimento lento e straordinario, uses polytonal harmonies in an attempt to
get audiences to think about the images and unusual nature of a mysterious movement.

The second movement, Allegro, is one in which | have made use of the principles of the old
masters’ polyphonic forms, trying to merge the elements of exposition and development into a single
whole. The whole movement is a major, uninterrupted and almost primordial crescendo with a
ceremonial sound in E flat at the end.

The third movement, Nobile con espressione, will lead listeners to contemplate the nobility of
the knighthood.
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Finally, the repetitive theme of the fourth movement, Allegro, developed through uninterrupted
and flowing series of variations, leading the audience toward an infernal culmination. Transformed
motifs from the mysterious motion of the first movement then sound as reflections of distant memory.”

Artars Grinups

“Music which lives its own logical life in such a beautiful way if you listen to and follow along with
the notes. These opuses deserve publication in ornate volumes published by solid publishing houses.
There could, for instance, be a pan-European series called ‘Constructivism and Neo-Classicism in 20th
century music, placing Grinups alongside Hindemith and Hartmann. There were no predecessors to
Artars Grinups in terms of Latvian music. No other composer was comparable to him, and there was
no competition. He worked alone in his sovereign world, with seemingly relaxed time and space.”

Imants Zemzaris



Ar dirigentu
Hansu Primu Bergratu.

With the conductor
Hans Priem Bergrath.
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The Latvian National Symphony Orchestra was established in 1926 as the orchestra of
Radio Latvia. The orchestra stages regular concert performances, it performs premieres of Latvian

compositions, records music for radio and television, and also records CDs.

The chief conductors for the LNSO have been Janis Medins, Edgars Tons, Leonids Vigners, Vassily
Sinaiskiy, Terje Mikkelsen and Olari Elts. Guest conductors have included Leo Blech, Bruno Walter,
Mariss Jansons, Neeme Jarvi, Paavo Jarvi, Kiril Kondrashin, Kurt Masur, Andris Nelsons, Krzysztof
Penderecki, Gennady Rozhdestvenskiy, Yuri Simonov, and others. Since 2009, the artistic director
and chief conductor for the orchestra has been Karel Mark Chichon. The orchestra has performed
successfully all around the world.

Conductor Leons Reiters (1926-1976) was the son of the distinguished conductor Teodors
Reiters. He studied composition with Adolfs Skulte at the Latvian Conservatory of Music and then,
in exile in Stockholm, with Hilding Rosenberg. He also spent three years at the Mozarteum in
Salzburg. After returning to Latvia in 1958, he served as the second conductor of the Latvian National
Symphony Orchestra, which at that time was being conducted by Leonids Vigners. Reiters conducted
the premieres of a number of compositions by Latvian composers, including Adolfs Skulte’s Third
Symphony, Artars Grinups’ Seventh Symphony, Legend and Concerto for French Horn, and Imants
Kalnins'First Symphony and Concerto for Cello).

Conductor Imants Resnis (b. 1949) began his musical career as a cellist (@among other things,
he premiered the cello compositions by Grinups which were dedicated to him) at the Latvian National
Symphony Orchestra, which he later took over as its conductor. Resnis was a 1982 graduate of the
conducting class at the Latvian Academy of Music, and he also studied with Gennady Rozhdestvenskiy
at the Tchaikovsky State Conservatory of Music in Moscow. From 1992 until 2010, he was the artistic
director and chief conductor of the Liepaja Symphony Orchestra, and in 1993, he established the
Liepaja International Festival of Piano Stars. In 1995 and 2006, Imants Rensis received the Latvian
Great Music Award, and in 2007 he was first to receive the Latvian Music Award for his systematic
contributions toward the composition and popularisation of Latvian music.

Violinist Indulis Saina (b. 1950) was born in Riga, but moved to Canada with his family in 1991.
He studied violin at the Jazeps Vitols Latvian Academy of Music under Professor Juris Svolkovskis,
and also at the Tchaikovsky State Conservatory of Music in Moscow under Professor Dmitri Tsiganov.
Sdna held first chair in the Latvian State Philharmonic String Quartet from 1982 until 1986, and the
quartet premiered works by many composers. From 1986 until 1989, he was a soloist with the Latvian
State Philharmonic. Throughout his career, the violinist has played an instrument produced by the
distinguished Latvian violin master Martins Zemitis.




Sana'’s wife, pianist llga Stina (b. 1949) was graduated from a special piano class taught by
Valdis Krastins at the Latvian Academy of Music, and she has worked as a teacher and accompanist at
the Jazeps Medins High School of Music, as well as the Latvian Academy of Music.

Violinist Janis Bulavs (b. 1949) was an active fan of the genre of chamber music, and he is
an experienced interpreter of contemporary Latvian music. Bulavs has taught violin and chamber
music at the Jazeps Vitols Latvian Academy of Music, from which he himself was graduated after
studying violin with Voldemars Sttresteps and Juris Svolkovskis and piano trios with Janis Kepitis.
Bulavs joined the Chamber Orchestra of the Latvian Philharmonic in 1971. Since 1985 he was a
member of the Philharmonic Piano Trio, which was known in the nineties as the Janis Bulavs Trio
or the Bulavs Chamber Ensemble if other musicians joined the trio for specific performances. As
a soloist and member of various chamber ensembles, he has performed throughout the former
USSR, the Baltic and Scandinavian countries, Western Europe, the United States, Canada, Japan and
Israel.

Pianist and accompanist Aldis Liepins (b. 1961) is an experienced interpreter of music of
different styles and from various eras, and he was part of the Janis Bulavs Trio from 1992 until 1999.
He is a graduate of the piano class of Professor Valdis Jancis at the Latvian Academy of Music, and
he holds a doctorate in chamber music from the Gnessin Academy of Music in Moscow. Since 1990,
Liepins has taught chamber music and piano accompaniment at the Jazeps Vitols Latvian Academy of
Music. He has taught master classes at the Berlin University of the Arts, the Enschede Conservatory of
Music in the Netherlands, the University of Music and Theatre in Graz, Austria, etc. He has worked with
the Radio Latvia choir and with some of Latvia's most distinguished vocal performers.

Cellist Leons Veldre (b. 1959) is a graduate of the Jazeps Vitols Latvian Academy of Music, where
he was taught by Maris Villeruss, and of the Tchaikovsky State Conservatory of Music in Moscow.
Today he is a member of the Liepaja Symphony Orchestra. He has worked with the Latvian National
Symphony Orchestra and the Latvian Philharmonic Chamber Orchestra. He has performed in Europe,
Israel, Japan and the United States and has premiered new opuses by many Latvian composers.

Dzintars Gilba
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