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5. simfonija / Symphony No. 5 (1974)
(1) Lento
(2) Allegro con brio

(3) Lento } (bez partraukuma/
Vivo  J without interruption)

9. simfonija / Symphony No. 9 (1987)
(4) Moderato lamentoso. Allegro moderato
(5) Largamente con delote
(6) Allegro giocoso

11:47
6:52

14:02
32:41

13:10
11:27
12:53

3730

Kopa/Total: 70:11

~ Latvijas Nacionalais simfoniskais orkestris / Latvian National Symphony Orchestra

.. Dirigents / Conductor: Aleksandrs Vijumanis







Imants Zemzaris

4Adolfa Skultes mazika klasiski rosinats prats, logiska stingriba un akadémiska formveides
nopietniba sadzivo ar versmainu orkestra krasu izjatu, impulsivu dejiskumu, juteklisku konkrétibu,
kas visur atklajas gluzi télaina makslinieciska domasana, gandriz objektivi tverta skanu gleznojuma.
Adolfs Skulte parstav to 20. gadsimta komponistu plejadi, kuru dailrades objektiva ievirze prasa
plastisku skaistumu, mainibu, viengabalainu estétisko skatijumu - iepretim stresu parpilnajai
ikdienai, saspringtai psihologizacijai, ekspresijai. Sada objektiva ievirze vispar raksturiga jaunajam
nacionalajam skolam - ka tas izpaudas Arama Hacaturjana, Panco Vladigerova, Karola Simanovska,
Otorino Respigi, Manuela de Faljas dailradé.” (Dr. art. Ingrida Zemzare)

Ja gan, objektiva dailrades ievirze. Labais un launais, radosais un ardosais, dzivigais un
nicigais, gaisma un tumsa. Visi $ie antagonismi Skultes muazika tverti maksimali preteskigas krasas,
bez divdomigiem pustoniem. (Ari saviem studentiem profesors biezi izteica véléjumu komponéjot
Lsizvairities no divdomibam”) Humanie téli iemiesoti dzili izjusta minora vai gavil&josa, tira un spoza,
ritma stihijas piestravota mazora. Launo, destruktivo spéku uzziméjuma komponists atlaujas bat
,eksperimentals”: pielieto sarezgitus harmoniski skankartiskos kompleksus. Ikvienu savu simfonisko
dramu Adolfs Skulte balsta uz stingriem ¢etrdaliga (vélak - trisdaliga) simfonijas cikla pamatiem,
liekot téliem un varoniem skaudru cinu procesa nonakt pie bitiska galarezultata. Siem postulatiem,
gutiem Jazepa Vitola skola, kas balstas Nikolaja Rimska—Korsakova un Péterburgas Konservatorijas
tradicijas, Adolfs Skulte paliek uzticigs visa rado3a maza laika.

,Partitdra - ta ir glezna. Ar tembralam krasam gleznota glezna. - Ta reiz teicis Adolfs Skulte pats.
Pasmélies no ierosinosiem paraugiem (agrinais Stravinskis, Ravéls, Respigi), vins turpina versmaini
orkestrali gleznot ta, ka liek vina iek$é&ja konsekventa krasu — tonalitasu — tembru dzirde. Laika gaita
Skultes orkestris papildinas ar kori, klavierém, vibrafonu, saksofonu, elektrisko gitaru, paplasinatu
perkusiju grupu. Tas ir prieks par jauniegGtam (atgatam) krasam. Lidzigi ka latviesu gleznotajiem, kad
20. gs. 60. - 70. gados tie bez ierastajam Leningrada razotajam piepesi varéja iegadaties ari francu
,Lefranc”ellas krasas. Varbat nav nejausiba, ka starp Skultes tuvakajiem draugiem bija tadi prominenti
latviesu otas meistari ka mazigais saules pieladzéjs Janis Pauluks, peléko tonu niansu un atspidumu
filigranais tvéréjs Valdis Kalnroze, spektralo krasu un pusabstrakto formu ekspresivais konfrontétajs
Radolfs Pinnis. (K& atbildi uz simfoniju ,Ave sol” Pauluks reiz Skultem dava savu saules alegoriju un
turpmak neskopojas ar vértigiem ieteikumiem komponésanas joma...) Savus vitali gleznotos télus un
varonus Skulte tiesi vai netiesi uzved uz skatuves un ierauj temperamentigas dejas virpuli. Vins sarida
tos kaisligam konfliktam, nesaudzigi dramatiskai cinai (programmatiskai vai neprogrammatiskai).
Tads, ltk, Skultes mazikas gleznieciskums, skatuviskums, sizetiskums, dramiskums, ari — filmiskums.
(Cita starpa, Skulte ir kompongjis simfoniska formata muaziku vairakam kinofilmam.)



Ja uzvards,Skulte” nule kdda simtgades raksta tiek vests sakara ar vacu vardu,,Schulter” (plecs),
tad jateic, ka latvie3u mazikas celtni liela méra uz saviem pleciem tur simfoniki Adolfs Skulte un Janis
Ivanovs. Tiesi vini abi ir tie, kas piepildijusi sava skolotaja Jazepa Vitola véléjumu rakstit simfonijas, jo
vienigi ar partitaram iespé&jams tikt pamanitiem pasaules koncerta. Tiesi vini abi - katrs ar sava talanta
vienreizigumu - ir generéjusi latviesu simfonijas garu un kermeni, un Skultes Otra, Piekta un Devita
tapat ka Jana Ivanova Ceturta, Astota un Divdesmita nu ir tie drosie stirakmeni, uz kuriem stavu péc
stava var pacelties talakcelama éka.

Adolfs Skulte dzimis 1909. gada 28. oktobri Kijeva (Ukraina), kur komponista tévs bavuzneméjs
Péteris Skulte bija ieradies darba mekléjumos. Mates venécietes Viktorijas Ricolati (Rizzolatti) gimeni
uz Kijevu bija atvedusi lidzigi mérki - vinas tévs Pjetro Ricolati, péc profesijas skulptors, darbojas
galvenokart lietiskas télniecibas joma. Kaut Kijeva nodzivotais laiks ietvéra Pirma pasaules kara
un pilsonkara dramatiskos notikumus, atminas par 3o periodu Adolfs Skulte glabaja arvien gaisas,
dinamiskas, aktivitates pilnas. Abu muzikalo vecaku vadiba Adolfs un paréjie brali tika iesaistiti
majas muzicésana, teatralas, literaras un télotajmakslas nodarbés. Un pats svarigakais: Kijeva nakosa
komponista iekséja redze uznéma sevi dienvidzemes krasas (spilgtraibos tirgus, debesu zilgmi,
neparasti spozas zvaigznes), kas vélak, gidamas izpausmi simfoniskas gleznas, jau uz ziemelu skarba
fona kluva par parsteidzoso Skultes muzikas fenomenu.

1921. gada Skultes parbrauc Latvija. Adolfs uzsak macibas Rigas 1.9imnazija, kas atrodas pasa
Rigas centra. Latviesu literatdru Skultem maca neviens cits ka izcilais dzejnieks liroepikis Vilis Pladonis.
Galvenos muzikalos iespaidus bralu cetrotne (piektais vél ir zidainu autinos) tagad vai ik vakarus gast
operteatri. Visas galvenas repertuara operas Adolfs driz vien zin no galvas. Ar noliku gut dzivé drosu
profesionalo pamatu un turpinat téva amatu 1928.gada Adolfs iestajas Latvijas universitates Inzenieru
fakultate. Lai izglitotos $aja joma, jauneklim pietiek gan intereses, gan mantotu dotibu. Bet kas liek
vinam péc paris gadiem vért Konservatorijas durvis un visbeidzot izskirties par labu studijam Jazepa
Vitola kompozicijas klasé? Majas muzicésana, tieksme improvizét, daliba gimnazijas kori un orkestri,
popularmuazikas spélésana bralu kvarteta pilsétas zalumzonas kafejnica, operas apmekl&jumi un
jaunu dienu elks Pucini, galu gala - Jazepa Vitola fascinéjosa personiba? Tas viss kopa un drosi vien
vél ari no mates mantota skanu un krasu dailes un plastikas izjata, kas driz vien ari brali Bruno aizved
Konservatorijas virziena.

30. gadu pirmaja pusé Adolfu Skulti un citus toposos latviesu komponistus sasniedz
kairino$akie” 20.gadsimta muzikas paraugi - Riharda Strausa, Debisi, Ravéla, Skrjabina, Stravinska,
Prokofjeva, Onegera, Respigi simfoniskie darbi. Ne katru $o opusu izdodas iepazit partitaras veida.
Reizém jaiztiek vienigi ar dzirdes uztveri - tad labi noder Adolfa paskonstruétais radioaparats. Nok|at



parmérigi ciesas impresionisma vai ekspresionisma skavas jaunajiem pratiem nelauj Jazepa Vitola
arvien autoritativi stingras prasibas péc kompozicijas logikas un motivétibas.

1934. gada vasara Adolfs Skulte sacer savu pirmo simfonisko opusu — poému,Vilni”. Partitara top
pilnigi patstavigi, profesoram Vitolam to neatradot. Mazaka méra relativa orkestrésanas pieredze, vairak
gan iekséja dzirde un ,inZenieriska” intuicija ir tas, kas nodrosina skandarba veiksmi. Kopa ar trijam citu
autoru partitdram ,Vilnus” godalgo Radio rikotaja simfonisko partittru konkursa. Lidz pat masdienam
darbs tiek visai bieZi atskanots, tas kluvis par Adolfa Skultes simfonisma zimolu, pazisanas zimi.

Nilni” - caurcaurém impresionisma ietekméts darbs. Visa ta skanéjuma laika gandriz
nepartraukti iesaistiti visi orkestra instrumenti, tacu kopskana ne bridi nezaudé savu dzidrumu
un caurspidigumu. Vesela koloristisko instrumentu grupa - arfa, klavieres, celesta - te aicinata
uzspodrinat Gdens, gaisa un gaismas sajatu. Mazikai piemit dzivs, trauksmains, dienvidniecisks
caurviju temporitms. Kaut ,Vilni” ir latviski patriotiski ieceréts darbs (tas télo Latvijas liktenupes
Daugavas pladumu gar teiksmu bagatiem krastiem lidz pat jarai — paraléles ar Bedrziha Smetanas
JVltavu”), masu iztéles ainava vienlaikus iegUst ari Vidusjaras koloritu un atmosféru. Lidzigi duala ir
NVilnu” pamattéma. Sakdamas Ravéla mazai tuva vijigi jutekliska rakstura un intonativaja zZiméjuma,
ta kadencéjas dabigas dominantes atrisinajuma (latviski folkloriska iekrasa). Blakus galvenajai témai
Skulte ieved un varié divas témas - zimes. Viena ir Baumanu Karla kordziesmas ,Trimpula” citats
(nacionalas atmodas simbols), otra - tautasdziesma,,Pat, v&jini!’, kuru zin ikkurs latvietis un kura izteic
ilgas péc taluma, plasuma, augstuma.

Dzimis un pirmos dzives gadus vadijis sve3a zemé, ap ,Vilnu” sacerésanas laiku Adolfs Skulte
tomeér ir jau nacionali patriotiski saknota personiba. Absolvéjis latviesu gimnaziju (ne krievu un ne
vacu!), parstav pirmo latviesu komponistu plejadi, kas profesionali izglitojas 1919.gada dibinataja
Latvijas konservatorija. Skulte pieder paaudzei, kas, rakstnieka vardiem, ,savai valstij audzinata” Ta ir
paaudze, kurai driza nakotné tiks uzlikti smagi liktena parbaudijumi...

Vilnu” pirmatskanojuma un panakumu iedvesmots, Adolfs Skulte komponé simfonisko poému
,Brivibas piemineklis”(1936) — partittra gan kara laika zudusi. 1936.gada ar Stigu kvartetu Skulte absolvé
Jazepa Vitola kompozicijas klasi. Taja pasa gada Jazeps Vitols aicina Adolfu Skulti par savu asistentu
kompozicijas katedra. Ta sakas Skultes pedagogiska darbiba. Kopigais darbs satuvina Skulti un Vitolu
ari personiski. Nereti Skultem jauznemas asistenta pienakumi ari, dazu sadzives jautajumu risinot.
Pieméram, sirsnigi, tacu strikti pierunat profesoru pagodinat ar savu klatbatni vakarinas, kas 1937.
gada rikotas par godu Rigas viesim Igoram Stravinskim, kura mazikas adepts Vitols nu nekadi nebija...
Si notikuma sakara Skulte vélak stasta: ,Stravinski es toreiz gandriz vai dievinaju. Jau pazinu diezgan
labi ,Petrusku’, ,Ugunsputnu’, ,Svétpavasari”. Es |oti daudz no vina partitdram esmu macijies, ta ka par
savu skolotaju instrumentacija man jauzskata Stravinski. Dazkart es apséstos ar kadu vina partitiru un
parlasu to — uzreiz pasam gribas instrumentét — tik spécigs iespaids!”



Ka var spriest, sekojosajos gados daudz energijas Skultem nacas veltit darbam Konservatorija.
Gan tika ieceréti simfonija un instrumentals koncerts, tacu tie palika skicéjumos. Radosi sparnojosi
laikam gan nebija ari drizie satricinosie notikumi Latvija: padomju okupacija 1940.gada un péc gada
sekojosa pirma Latvijas iedzivotaju masveida deportacija uz Sibiriju. Savukart 1941.gada septembri
Skulte sanem véstuli no Jazepa Vitola, kura 78 gadus vecais rektors izsaka rigtas saubas, vai pietiks
nervu resursu aizstavét savus Konservatorijas macibspékus nu jau pret fasistiskas varas represijam.
Ir sakusies ,vacu laiki".. 1943.gada vasara ka davanu 80.dzim$anas diena Adolfs Skulte pasniedz
savam milotajam profesoram vina Pirmas simfonijas pirmas dalas péc klavierizvilkuma atjaunotu
instrumenté&jumu (partitdra bija pazudusi). Tas arf vienigais radosais veikums 3aja laika...

1944.gada nogalé kara iznakums jau izskirts. Maz ceribu, ka Sabiedroto spéki tomér paglabs
Baltiju un Latviju no jaunas padomju okupacijas. Atkartotas deportacijas un visa veida represijas radas
neaptveramos apméros (1949.gada masveida izvesanas $is nojautas papilnam piepildas). Bailodamies
par savu likteni, liela latviesu tautas, tai skaita inteligences, dala dodas béglu gaitas uz Rietumiem.
Aizbrauc Latvijas muzikalais zieds, tostarp Adolfa Skultes paaudzes komponisti - Helmers Pavasars,
Janis Kalnins, Volfgangs Darzins un citi. llgi un mokosi svarstijies, tomér aizbrauc ari profesors Jazeps
Vitols. Aizbrauc Adolfa Skultes piederigie - tévs, mate un etri brali. Vai Adolfs vélgjas viniem sekot?
Tas ir joprojam lidz galam neatbildéts jautajums. Tiesa gan, tolaik jaunais komponists ir jau nodibinajis
pats savu gimeni un pasaulé nacis vina déls Gvido.

Dzimtaja zemé, tacu ar atrautam dzimtas sakném... Turpmak $im sakném bus stidzét vien sirdi un
dvéselé? Jo stipri - mazika? Uz 3adas asas, tirdijosas skautnes noslédzas Adolfa Skultes pirmais dzives
céliens. Kas talak? Kristus vecums ir jau sasniegts un parsniegts. Ir iegats profesionals pamats zem kajam,
iemantota sava respektéjama vieta Latvijas mazikas dzivé. Noslédzies pirmais, agrinais dailrades periods
ar ta spozo virsotni — simfonisko poému,,Vilni". Bija jacelas vél augstakam un talakam briva radosa gara
un neiegrozotas makslinieciskas izpausmes lidojumam, tacu nu sis laiks ir beidzies. Ko nesis nakotne?

,Uz naidigajiem Rietumiem aizbégusi tuvinieki’- péckara PSRS tas bija pietiekami slikts
biografiskais raditajs, lai cilveks tiktu represéts, izoléts vai profesionali ierobeZots. Kas paglaba Adolfu
Skulti 3ajas liktens dzirnas? lespéjams, tas bija Jazepa Vitola asistenta statuss, pietiekami solida
profesionald un pedagogiska pieredze - péc kara Latvija bija palicis maz kvalificétu maziku, kas
spéja nodrosinat nepieciesamo izglitibas limeni Konservatorija. Varbat kads godavirs augséjos varas
eselonos bija bildis labu vardu, varbat vienkarsi izpalika tik ierastas denunciacijas...

Nak 1948. gads ar bédigi slaveno Zdanova dekrétu, kura par formalismu muzika asi kritizéti
redzamakie padomju komponisti Prokofjevs, Sostakovics, Hacaturjans, Latvija - Janis Ivanovs. Viniem
tiek sniegts ,isais kurss’, ka turpmak bus rakstit maziku: optimistiski, melodiski, tautiski. Adolfs Skulte
Saja situacija vélas bat visnotal ,pareizs”. Savai Pirmajai simfonijai (1954) vin$ pievieno nosaukumu



,Par mieru”. Starp simfonijas téliem un dramatiskajam norisém Skulte iekausé masu dziesmas un
marsa intonacijas. lekausé kontrapunktiski un orkestrali meistarigi. Var nepatikt simfonijas idejiskais
uzstadijums vai télu parak centigais plakatiskums, bet par vaju to nenosauksi. (lespéjams, Jazeps
Vitols batu bijis lepns par sava audzékna varésanu; par simfonijas filozofiju gan nu nekadi ne -
saskarsme ar bol$evismu vinam dzivé bijusi vairdkkartéja — ka Péterburga, ta Latvija...) Cetru dalu
cikla dramaturgiski un orkestrali parliecinosi realizéta pozitivo spéku cina ar vésturiski uzliktajiem
smagajiem parbaudijumiem, cina un visbeidzot uzvara. Simfonija ir panoramiska, ar plasu télu loku.
Rodas pat iespaids, ka komponists ar sajasmu izmanto dotajos apstaklos sev atvéléto iespéju radit
simfoniju, ar simfoniska orkestra krasam gleznot uz milzu formata audekla. Un, ja ieklausamies, - cik
maigas un jutigas te ir tauru saucieniem krasi kontrastéjosas liriskas atplauksmes epizodes. Gluzi ka
mates rokas saudzéjosais, dziedéjosais pieskariens...

Savu vokali instrumentalo Otro simfoniju ,Ave sol” (1959) Skulte raksta ar pilnu Raina
panteistiski simboliskas tada pasa nosaukuma poémas tekstu. Tas ir slavinajums saulei ka mazigajai
atjaunotajai, brives neséjai un barabérnu z&lotajai (varbat zinama radnieciba ar Sillera, Odu priekam”).
Rainis ir,,pareizais” dzejnieks, jo veltijis kvélus vardus proletaridtam un revoldcijai. Bet, cita starpa, vins
ir tikpat genials sava milas lirika un bibeliska drama (,Jazeps un vina brali”). Universals - ka Géte.
+Ave sol” klast par visizvérstako Skultes simfoniju (apméram 70 minates gara). Ta ir krasna. Bet vai
saule taja neiezaigotos vél nevaldamakas krasas, ja nebatu bijis Zdanova ,isa kursa”?... Péc Raina
simboliskas, ziedo3anas idejai veltitas dramas ,Spéléju, dancoju” motiviem Adolfs Skulte sacer baletu
,Brivibas sakta” (1950), kas gust ievéribu ari citds Padomijas metropolés un tiek novértéts ar PSRS
Valsts prémiju (otro augstako naudisko apbalvojumu péc Lenina prémijas). Visa turpmakaja dailradé
blakus simfonijai ka “status quo” Skultem bus balets un opera - savveida liriskais , sieviskais sparns.
Tadéjadi vins sava muzika it ka iemieso divas stihijas — konceptuali konstruktivo un poétiski artistisko.
,Horeografiska poéma” (1957) ir radnieciga Ravéla,Valsim’, jo ari te dota vala valsa ekstatiskai dabai.
Pamattéma iekrasota ,eiropeiski” dejiska, ar italisku sinkopi. Otrai témai turpreti latviski etnografisks
kolorits. Divéji raksturi, divéji téli. Divi, divi, kas tie divi? Kas bija tie abi, kas it stalti tur pavidéja svétkiem
posusos dejotaju virpuli? Vai ne mate un tévs - Viktorija un Péteris?...

Adolfa Skultes Tre$a simfonija,Kosmiska” (1963) slavina padomju kosmonautu uzvaras kosmosa
apguves lauka. Tacu i téma ari paver iespéjas bagatinat orkestra krasu paleti, pasi simfonijas tresaja
dala, kas télo Visuma neizmérojamas tales un to krasnumu. Un tas vairs netiek uztverts ka formalisms.
Ceturta simfonija ,Jaunatnes” (1965) savukart |auj attistit izdomu ritma joma un papildinat orkestra
sitamo instrumentu grupu. Simfonijas nosléguma perkusistiem uzticéta pat vesela kadence. Rakstot
baletu ,Negaiss pavasari” (1967), Skultem radosu dzinu vies latinamerikanu deju ritmu adaptacija
simfoniska auduma. Ka vésta sizets, uz revolucionaru procesu fona risinas kubiesu jaunekla Orlando
un latvieSu meitenes Annas milestibas stasts...



1960. - 70. gados Adolfs Skulte sacer tris kantates un oratoriju, kuru mérkis ir suminat padomju
valstij nozimigas gadskartas un tadéjadi lieku reizi apliecinat savu lojalitati pret pastavoso iekartu.
Dross paliek dross! Vispar jateic, ka péckara perioda Skultes radosa un profesionala karjera attistiju-
sies apbrinojami veiksmigi. Vin$ — profesors, kompozicijas katedras vaditajs, Komponistu savienibas
priekssédis, Rigas pasvaldibas deputats. Vins - divkartéjs PSRS Valsts prémijas laureats, Latvijas PSR
un PSRS Tautas makslinieks. Allaz tikusi demonstréta nevainojama ,uzvediba’, ari tad, kad 1967.gada
valsts iestades neiesaka braukt uz téva bérém ASV. Ta savus tuviniekus Skulte ari nekad vairs vaigu
vaiga neredz. Vai Skulte kluvis par sava liktena kilnieku? Vai bailes, $is Skultes paaudzes lauzu pieligtas
pavadones, aizgrauzusas jau lidz kaulu smadzeném? Var tikai apbrinot vina spéju térét tik daudz rado-
So resursu konjunktdras muzikas sacerésanai. Vai arf tam pamata tiesam bijis neremdinams vilinajums
rakstit simfonisku partitGru un garantéti dzirdét sava darba rezultatu kvalitativa atskanojuma? Ta sa-
kot, - no Jaunuma gat labumu? Daudz pieredzéjusais un aridzan cietusais akvarelists Kurts Fridrihsons
gan savulaik tika filozofiski paudis:,Un kad jas pardodaties, jus tomér ari mazliet pardodaties...” Drosi
vien ar to domajot ne tikai cilvécisko, bet ari maksliniecisko resursu zaud&jumus...

Turpreti sirds aicinata un lolota top opera ,Princese Gundega” (1971), kuras pamata Annas
Brigaderes brinika pasaku luga ar tadu pat nosaukumu. So ieceri Skulte briedinajis daudzu gadu
garuma. Pa divi lagi (divas redakcijas) ta vispirms bijusi mazika lugas iestudéjumam teatri. Galveno
varonu Gundegas un Mara témas gadu gaita izradijusas intonativi gana noturigas, tas prasijusas tikt
izvérstas un attistitas plasa suveréna skatuves darba ar pamatdomu: milestiba ir ta, kas atkausé un
lauz visstindzinosako burvju varu...

70. gadi. Lidz Gorbacova solitajam ,socialismam ar cilvécisku seju” vél talu ka lidz Ménesim, tacu
uz Sibiriju arf vairs ta uzreiz nesata. Ja skanradis saglabajis nevainojamu reputaciju, vins drikst it brivi
darboties neprogrammatiskas un gandriz jau,tiras” mazikas lauka. Derigi izradijusies veltijumi,lielajai,
nedalamajai Dzimtenei” nozimigas gadskartas. Tie ir ka ideologiskajiem cenzoriem drosi uzradama
caurlaide, un talak jau var visai brivi attistit savu kreativitati. Sos spéles likumus $kiet sapratis ari Adolfs
Skulte: tira neprogrammatiska simfonisma neviens neatsifrés autora istenos motivus, ja vien pats
nebas uz tiem ta vai citadi noradijis. 70. gadi iezZimé nosaciti tresa Skultes dailrades perioda sakumu,
atgitas ieksgjas brivibas iezvanu. Sis laikposms sakrit ar vina radosas domas pilnbriedu, ar patiesam
lielisku radoso kondiciju. Skulte atraisiti aumalaini glezno, pielietodams ari jaunas simfoniskas
krasas, parsteidzosus tembralus miks|us. Skulte joprojam proponé sizetiskumu, filmiskumu. Piekta
(1974) un Sesta simfonija (1976) veido savdabigu dilogiju, starp abam pastav tematiski intonativas
saiknes. Jatams, ka $ajos darbos galvenais varonis iziet cauri vairakiem skistisanas lokiem. Ja Piektas
atrisinajums ir tragisks, tad Sestas — uzvaross. Abas simfonijas risinas arkartigi kaisligs sizets, pat
kaisligaks, neka Skultes operas vai baletos, kurus, ka jau skatuves darbus, gribot negribot nacas



paklaut zinamai tradicijai. Més nekad neuzzinasim abu So simfoniju istas fabulas, bet dienvidnieciskais
kraszieds, kas briziem tuvs Respigi orkestralajam dasnumam, un tarantellas ritmi atseviskas epizodés
liek mums ka darbibas vietu iztéloties Vidusjaras krastu. Varbat te vieta atceréties prozaiki un
dramaturgu Luidzi Pirandello, kuru Skulte reiz tika pieminéjis ka garamejot, tacu, iespéjams, ne bez
motivacijas. Bet varbat visdrizak, izmantodams italiskas siZetiskas paraléles un alGzijas, Adolfs Skulte
mums te stasta pats savu dzivesstastu. Stasta versmaini un aizgttném, jo jat — laika nav atlicis daudz....

Sekojosas divas simfonijas — Septita, ,Saudzéjiet dabu!” (1981) un Astota (1984) — ir ka divi
lielformata ainavu gleznojumi, ar kuriem Skulte aicina lidzpilsonus bat atbildigiem par nebat ne
neizsmelamajiem dabas resursiem. Septitaja simfonija orkestra auduma polifoniski ievits koris. Astota
simfonija - slavinajums jarai.

1987. gada Adolfs Skulte pabeidz savu pédéjo, Devito simfoniju. Nav seviski jasasprindzina
uztveres spéjas, lai saklausitu taja atvadu noskanas. Parsteidzosi balts ka mazigas jaunibas sveiciens
uzmirdz rotaligs val$a motivs — gandriz ka kadrs no filmas. Nak,,blGza” epizode eleganta ,simfodzeza”
izpildijuma. Gluzi ka laba kino mazika. Ari sadu alaziju rifu komponists nav vairijies ietvert sava gulbja
dziesma. Un tad, ja, ilga un smeldziga aiziesana, izdzisana...

1991. gada Adolfs Skulte piedzivo Latvijas valsts neatkaribas atgasanu. Tiek atjaunotas daudzas
passaprotami svarigas valsts un sabiedriskas institticijas. Tiek pausta patiesiba lidz tam noklusétos vai
falsificétos véstures jautajumos. Majas atgriezas pusgadsimta laika trimda raditas latviesu kultaras
vértibas. Sviniga simfoniska koncerta Adolfs Skulte klausas sava ASV mitu$a un jau mirusa vecaka
brala Bruno (1905-1976) komponéto ,Baladi par kareivi, kurs neatgriezas”. No Valsts Prezidenta rokam
Adolfs Skulte sanem TriszvaigZnu ordeni - varbat vienigo patiesi gandarijoso apbalvojumu sava maza.

Profesora Jazepa Vitola aicinats, 1936.gada Adolfs Skulte uzsaka pedagoga darbibu Latvijas
konservatorija. Kops 3i laika vina kompozicijas klasi absolvéjusi vairak neka pussimts studentu. Ka
rezuméjot S0 devumu, Romualds Kalsons, Sodien viens no ievérojamakajiem Latvijas simfonikiem,
saka: ,Es gribétu profesoram pateikt lielu paldies par to, ka més esam tik dazadi. Jo dazadaki
komponisti, jo dazadakas personibas, jo bagataka masu kultara. Tas ari laikam ir Adolfa Skultes skolas

m

galvenais mérkis un,,noslépums”



Aleksandrs Vilumanis (1942) muzikalo izglitibu ieguvis Latvijas Mizikas akadémija sitamo
instrumentu, kordirigésanas, operas un simfoniskas dirigésanas specialitatés.

1962.gada saka stradat Latvijas Nacionalaja opera par orkestra makslinieku, suflieri,
kormeistaru, dirigenta asistentu, no 1970. gada - par dirigentu. Laika no 1972. gada lidz
1975. gadam stazéjies Leningradas Kirova operas un baleta teatri (Marijas teatr), péc stazésanas
sanemot izcilas atsauksmes.

Latvijas Nacionalas operas makslinieciskais vaditajs un galvenais dirigents (1975-1987,
1994-1996). LNO vina vadiba tiek izvérsts repertuars, pieméram, pirmo reizi PSRS iestudéjot Verdi
Makbetu”.

Bijis dirigents Sanktpéterburgas Marijas teatri (1990-1994).

Regulari uzstajies ari ar Latvijas Nacionalo simfonisko orkestri, Latvijas Radio un Rigas Skanu
ierakstu studija ieskanojot daudzus latviesu komponistu simfoniskos opusus. Skanu ierakstu firma
+Melodija” izdotas 20 Aleksandra Vilumana ierakstitas skanuplates, Rigas Skanu ierakstu studija —
20 kompaktdiski, tostarp Ineses Galantes un Egila Silina albumi .

lestud@jis operas un baletus Cehija, Krievija, Norvégija, Somija. Ar Latvijas Nacionalas operas
trupu viesojies Francija, Sveicé, Vacija, Austrija, Danija, Somija, Lielbritanija, Holandé, Belgija.

Aleksandra Vilumana repertuara ir ap 50 operu un 20 baletu.

Latvijas Nacionalais simfoniskais orkestris uzsaka darbibu 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 bijusi gan Janis Medins, Edgars Tons un Leonids Vigners, gan Vasilijs
Sinaiskis, Pauls Megi, Terje Mikelsens un Olari Eltss. Viesdirigentu statusa ar orkestri stradajusi
Georgs Snéfogts, Leo Blehs, Bruno Valters, Igors Stravinskis, Kirils Kondrasins, Mariss Jansons, Néme
Jervi un citi.

Kop3$ 2009. gada orkestra galvenais dirigents un makslinieciskais vaditajs ir Karels Marks
Sisons.

LNSO veiksmigi uzstajies daudzas Eiropas valstis. Orkestra sadarbibas partneri ir tadas
kompanijas ka Simex Classics (Norvégija), Ondine (Somija), Albany Records (ASV), Tokyo IMC
(Japana), Rikskonserter (Zviedrija), Konzertdirektion Kempf (Vacija), Armonia (Spanija) un citas






Imants Zemzaris

“In the music of Adolfs Skulte, a classical mind, a logical strictness, and an academic formal
seriousness coexists with a fiery sense of orchestral color, an impulsive dancingness, and a sensuous
concreteness, which is revealed throughout his work in an almost painterly artistic thinking, an almost
objectively captured sound painting. Skulte represents that constellation of twentieth-century
composers whose objective predisposition demanded a plastic beauty, mutability, and an aesthetic
vision of great integrity — as opposed to stress-filled everyday life, tense psychologization and
expressiveness. Overall, this objective predisposition was characteristic of the new national school, as
seen in the works of Aram Khachaturian, Pancho Vladigerov, Karol Szymanowski, Ottorino Respighi,
and Manuel de Falla.” (Ingrida Zemzare, Ph.D.)

Yes indeed, an objective predisposition. The Good and the evil, the creative and the destructive,
the living and the perishable, light and darkness - in Skulte’s music, all of these antagonisms are
expressed in maximally contradictory colors, without ambiguous half-tones. (The professor often
requested that his students “avoid ambiguities’) Humane characters are embodied in a deeply
felt minor key, or in an uplifting, pure, and bright major key charged with the element of rhythm.
When sketching evil and destructive powers, the composer allowed himself to be “experimental,”and
employed intricate harmonies and modal complexes. Skulte based each of his symphonic dramas
on a strong four-part (later a three-part) symphonic cycle, making his characters and protagonists
arrive, through a fierce battle process, at an essential end result. Skulte remained faithful to these
postulates, acquired at the Jazeps Vitols school and rooted in the traditions of Rimsky-Korsakov and
the St. Petersburg Conservatory, throughout his entire creative career.

Skulte once said, “A score is a painting. A painting made with timbral colors!” Having drawn
inspiration from encouraging sources (early Stravinsky, Ravel, Respighi), he continued his fiery
orchestral paintings as dictated by his very own sense of tonal - timbral - colors. Over time, Skulte’s
orchestra was supplemented with a choir, piano, vibraphone, saxophone, electric guitar, and
expanded percussion group. This exemplified his joy in newly attained (regained) colors, almost like
Latvian painters who, in the 1960s and 70s, could suddenly purchase French “Lefranc” oil colors in
addition to their accustomed Leningrad-made paints. Perhaps it's no accident that Skulte’s closest
friends included such prominent Latvian master painters as Janis Pauluks, the eternal sun-worshiper;
Valdis Kalnroze, the masterful perceiver of gray tonal nuances and reflections; and Radolfs Pinnis, the
expressive confronter of spectral colors and semi-abstract forms. (As an answer to the symphony
“Ave Sol’, Pauluks once gave Skulte a sun allegory, and later shared many valuable suggestions about
composing...) Directly or indirectly, Skulte brings his vitally drawn characters and protagonists onto



the stage, pulling them into a whirlwind of temperamental dance. He pits them in passionate conflict,
a mercilessly dramatic battle (programmatic or non-programmatic). That is the picturesqueness,
theatricality, narrative, dramaticism, and also the cinematicality of Skulte’s music. (Skulte has also
composed symphonic music for several films.)

The surname Skulte is supposedly derived from the German word “Schulter” (shoulder). And
indeed, the symphonists Adolfs Skulte and Janis Ivanovs hold the entire edifice of Latvian music on
their shoulders. They are the ones who fulfilled their teacher Jazeps Vitols's counsel about writing
symphonies, for only with symphonic scores can an artist achieve renown in the grand concert of
the world. It is precisely this pair of composers — each with his own singular talent - who generated
the spirit and body of the Latvian symphony. Skulte’s Second, Fifth, and Ninth Symphonies, as well
as Ivanovs's Fourth, Eighth, and Tenth, are the stable cornerstones on which the entire subsequent
structure, level upon level, could be erected.

Adolfs Skulte was born on October 28, 1909, in Kiev, Ukraine, where his father, the construction
engineer Péteris Skulte, had gone in search of work. Adolfs's mother was Victoria Rizzolatti of
Venice, whose family had traveled to Kiev for similar reasons. Her father, Pietro Rizzolatti, a sculptor
by trade, worked mostly in the field of applied sculpture. Though their time in Kiev coincided with
the First World War and the dramatic events of the civil war, Skulte’s memories of this period are
bright, dynamic, and full of activity. Encouraged by their musical parents, Adolfs and his brothers
participated in many musical, theatrical, literary, and artistic activities. And in Kiev, most importantly,
the future composer’s inner vision soaked up the colors of the South: colorful markets, the azure sky,
and unbelievably bright stars. After gaining expression in symphonic paintings, these elements, set
against the harsh Northern backdrop, later became the surprising phenomenon of Skulte’s music.

The Skulte family return to Latvia in 1921. Adolfs begins his studies at the Riga Secondary
School Number One, which is located in the very center of Riga. His Latvian literature teacher is
none other than renowned poet Vilis Pladonis, the author of many important lyrico-epic works.
The four brothers (the fifth is still in diapers) soak up musical inspiration almost every night at the
opera theatre. Adolfs soon knows all the principal operas by heart. With the intention of achieving a
sound professional basis for his life, and in order to continue his father’s profession, Adolfs enters the
Engineering Department at the University of Latvia in 1928. The young student has enough interest
and inherited skill to receive an education in this field. But what makes him open the doors of the
Conservatory a couple years later and ultimately decide in favor of study in Jazeps Vitols's composition
class? His musical performances at home? His desire to improvise, his participation in the high school
choir and orchestra, his performances of popular music in a quartet with his brothers in a park café,
his visits to the opera, his idol Puccini? In the end, Jazeps Vitols's own fascinating personality? All of



these together, plus his sense of the beauty and the dynamics of sound and colors, inherited from his
mother, which eventually brings his brother Bruno to the Conservatory as well.

In the early 1930s, Skulte and other future Latvian composers first hear the symphonic works of
the most“seductive” twentieth-century masters - Richard Strauss, Debussy, Ravel, Scriabin, Stravinsky,
Prokofiev, Honegger, and Respighi - though they don't always have access to the scores for their
opuses, and sometimes have to make due with their sense of hearing alone. In this respect, Skulte’s
homemade radio certainly came in handy. However, these young students are prevented from
falling into the exceedingly tight clutches of impressionism or expressionism by Vitols's authoritative
demands for compositional logic and motivation.

In the summer of 1934, Skulte composes his first symphonic work, the poem Vilni (“Waves”).
The score is written completely independently, unbeknownst to Professor Vitols. Skulte's relative
experience in orchestration and, to a greater extent, his inner ear and “engineering” intuition, are what
ensure the success of the piece. Together with scores by three other authors, “Waves” wins a prize
at a symphony competition organized by the Latvian Radio. Even today, the piece is still frequently
performed, and has become Skulte’s symphonic signature.

“Waves” is a work wholly influenced by impressionism. Each of the orchestra’s instruments
plays almost nonstop during the entire piece, yet the overall sound doesn’t lose its clarity and
transparency for a single moment. An entire group of colorful instruments — harp, piano, celesta —are
invited to conjure up the sensation of water, air, and light. The music features a living, tempestuous,
and southernly interweaving tempo. “Waves” is intended to be a patriotic Latvian work, depicting
the flow of the Latvian river of fate, the Daugava, alongside shores rich in legend, all the way to the
sea (drawing parallels with Bedfich Smetana’s “Vitava”). However, the landscape of our imagination
also acquires the color and atmosphere of the Mediterranean. The main theme of “Waves” has a
similar duality. It begins with a Ravel-like melodic sensuousness, but ends with a perfect cadence
employing a natural dominant (a Latvian folkloristic color). Skulte introduces and varies two more
themes, or signs, alongside the main theme. The first is a citation from Baumanu Karlis’s choral piece
“Trimpula” (@ symbol of the National Reawakening), and the second is the folksong “Pat, vé&jini!”
(Blow, Wind, Blow), which every Latvian knows, and which expresses a desire for distance, expanses,
and height.

Though he was born and spent his first few years abroad, Skulte had become rooted in national
patriotism by the time he composed Waves. Having graduated from a Latvian secondary school (not
Russian or German!), he represented the first group of Latvian composers to receive a professional
education at the Latvian Conservatory, founded in 1919. Skulte belongs to that generation who were,
in the words of one writer, “raised for their country” But it was a generation that would soon face
difficult challenges.



Inspired by the debut and achievements of “Waves’, Skulte composes a symphonic poem,
“Brivibas piemineklis” (Freedom Monument, 1936), whose score was lost during the war. Skulte
graduates from Jazeps Vitols's composition class in 1936, composing a String Quartet for his thesis.
That same year, Vitols invites Skulte to serve as his assistant in the composition department. So
begins Skulte’s career as a teacher. Working together brings the two men together. Skulte also
serves as Vitols's assistant in solving various personal matters. For example, he has to politely but
strictly convince the professor to attend a dinner organized in 1937 in honor of Igor Stravinsky, who
was visiting Riga. (Vitols was never a fan of Stravinsky’s work.) Skulte later explained: “At that time
| practically worshipped Stravinsky. | knew “Petrushka’; “Firebird’, and “Rites of Spring” pretty well.
I've learned quite a bit from his scores, so | consider him my teacher in instrumentation. Sometimes
| would sit down with one of his scores and read through it. Then I'd immediately want to compose
something myself — the impression was extremely powerful!”

As far as we can tell, during the coming years Skulte had to dedicate lots of energy to his work at
the Conservatory. He planned to write a symphony and an instrumental concerto, but they remained
rough sketches. The upcoming horrific events in Latvian history didn’t inspire much creativity either:
the Soviet occupation in 1940 and, a year later, in June, the mass deportation of Latvian citizens to
Siberia. But in September of 1941 Skulte receives a letter from Jazeps Vitols, in which the 78-year-
old rector expresses bitter doubts about whether he will have the nerve to defend his Conservatory
colleagues against the repressions of the Fascist regime. The “German period” has begun. In the
summer of 1943, as a gift to his beloved professor on his eightieth birthday, Skulte presents him a
renewed instrumentation of the first part of his First Symphony, after the piano excerpt (the score had
been lost). That was his only creative achievement during this period.

By late 1944 the war has been decided. There s little hope that the Allies will save the Baltics from
another Soviet occupation. The threat of repeat deportations and repressions looms on the horizon.
(In the mass deportations of 1949, these bad premonitions would tragically come true.) Fearing for
their fate, many Latvians, including a large portion of the intelligentsia, escape to the West. The very
core of Latvian music leaves the country, including many composers from Skulte’s generation, like
Helmers Pavasars, Janis Kalnins, and Volfgangs Darzins. After a long and difficult decision, Professor
Vitols leaves as well. So does Skulte’s family - his father, mother, and four brothers. Did Adolfs want
to follow them? That question remains unanswered. By that time, the young composer has a family
of his own - a wife and a young son, Gvido.

In the homeland, but with torn family roots ... Would these roots be forced to grow only in the
heart, in the soul? In music? The first act of Adolfs Skulte’s life concludes on this sharp, tormenting
note. What will come next? The age of Jesus has come and gone. Skulte has achieved a professional
basis underfoot, and inherited a respectable place in the Latvian music scene. The first, early period



of his work concludes with a radiant summit: the symphonic poem “Waves”. The flight of this free
creative spirit, and its unbridled artistic expression, should have risen even higher and even further,
but its time is now over. What will the future bring?

“Relatives escaped to the evil West": in the post-war U.S.S.R. this piece of biographical data was
enough for a person to be repressed, isolated, and professionally restricted. What saved Adolfs Skulte
from this turn of fate? Perhaps it was his status as Jazeps Vitols's assistant, his sufficiently respectable
professional and pedagogical experience. Few qualified musicians were left in post-war Latvia who
could ensure the required educational level at the Conservatory. Maybe some honest person in the
upper echelons of power had put in a good word, or maybe the usual denunciations were simply
forgotten?

Next came 1948 and the Zhdanov Doctrine, which sharply criticized the most distinguished
Soviet composers for formalism in their music. Prokofiev, Shostakovich, Khachaturian, and, in Latvia,
Janis Ivanovs were all subjected to a “brief course” in how to write music: optimistically, melodically,
and with folk music influences. Adolfs Skulte wants to be “correct” in these circumstances. To his First
Symphony (1954) he appends the title “For Peace”. Between the symphony’s characters and dramatic
events, Skulte fuses the intonations of a mass song and a march. He blends them with a mastery
of counterpoint and orchestration. One may not like the symphony’s conceptual position, or the
overly ambitious sloganism of the characters, but you can’t blame it for being weak. (Jazeps Vitols
might have been proud of his student’s adeptness, but he certainly would not have been proud of
the symphony’s philosophy. He had several run-ins with Bolshevism, both in St. Petersburg and in
Latvia.) The four-part cycle convincingly realizes, both dramatically and orchestrally, a battle between
positive forces and the difficult challenges posed by history — a battle and finally a victory. The
symphony is truly panoramic, with a wide range of characters. One gets the impression that the
composer is gleefully taking advantage of the opportunity given him, in the present circumstances,
to create a symphony - to paint with symphonic orchestra colors on a giant canvas. And if we listen
hard enough, we can hear the tenderness and sensitivity in the flourishingly lyrical episodes, which
contrast sharply with the call of horns. Almost like the caring, healing touches of a mother’s hand...

Skulte writes his vocal-instrumental Second Symphony, “Ave Sol” (1959), using the full text of
Rainis's pantheistic, symbolic poem of the same name. The symphony is a panegyric to the sun as an
eternal renewer, a bringer of freedom, and a guardian of orphans (perhaps there is a certain relation
to Schiller’s “Ode to Joy”). Rainis is a “correct” poet, because he has dedicated impassioned words to
the proletariat and to the revolution. But he is just as ingenious in his romantic lyrics and religious
dramas (“Joseph and His Brothers”). He is universal, like Goethe. At approximately 70 minutes long,
“Ave sol”is the most comprehensive of Skulte’s symphonies. Itis also very colorful. But would the sun



have shone into the work with even more unrestrained color if Skulte could have avoided Zhdanov’s
“brief course”?

Skulte writes the ballet “Brivibas sakta” (Freedom Broach, 1950) based on Rainis’s symbolic drama
about the concept of sacrifice, “Spéléju, dancoju” (I Played, | Danced). The ballet achieves acclaim in
other Soviet metropolises, and is awarded a U.S.S.R. State Prize, the second highest cash award prize
after the Lenin Prize. In all his subsequent work, ballets and operas would serve as a type of lyrical,
feminine wing alongside his symphonies. In this way he embodies two elements in his music: the
conceptually constructive and the poetically artistic. The “Horeografiska poéma” (Choreographic
Poem, 1957) is related to Ravel’s “La Valse", because here, too, the ecstatic nature of the waltz is given
free reign. The basic theme is dance-like and “European” in nature, with an Italian syncopation. The
second theme, in turn, has a Latvian ethnographic color. A dual nature, dual characters. Two, two,
who are these two? What is this pair that appears so nobly in the whirlwind of dancers dressed for a
celebration? Mother and father - Victoria and Péteris?

Skulte’s Third Symphony, “Kosmiska” (Cosmic,1963), exalts the achievements of Soviet astronauts
in the field of space exploration. This theme opens up the opportunity to enrich the orchestra’s color
palette, particularly in the third part of the symphony, which depicts the immeasurable distances
and brilliance of the universe. And this is no longer perceived as formalism. His Fourth Symphony,
“Jaunatnes” (Youth, 1965), allows Skulte to develop his imagination in the field of rhythm and enhance
the orchestra’s percussion group. At the end of the symphony the percussionists are even entrusted
with an entire cadence. When writing the ballet “Negaiss pavasari” (A Storm in Spring, 1967), Skulte
is inspired to make use of Latin American dance rhythms in a symphonic fabric. Here, a love story
between a young Cuban called Orlando and a Latvian girl named Anna unfolds against the backdrop
of revolution.

In the 1960s and 70s, Skulte writes three cantatas and an oratorio praising important Soviet
holidays, thus once again confirming his loyalty to the existing regime. Better safe than sorry!
Altogether, in the post-war period, Skulte’s creative and professional career is an incredible success.
He is a professor and the director of the composition department at the Conservatory (Academy
nowadays), as well as the chairman of the Composers Union and a deputy in the Riga City Council.
He is a two-time recipient of the U.S.S.R. State Prize, and earns the title of People’s Artist of the Latvian
S.S.R. and the U.S.S.R. He consistently demonstrates blameless “behavior,’ even when the authorities
recommend he not travel to his father’s funeral in the U.S., in 1967. Skulte will never see his relatives
again. Has he become a hostage of his fate? Has fear, that constant companion of the people of
Skulte’s generation, gnawed away to the very marrow? One can only marvel at Skulte’s ability to use
up so many creative resources in the composing of “official” music. Was this based on an implacable
desire to write symphonic scores whose eventual performance was guaranteed? As the much



experienced and much suffered watercolorist Kurts Fridrihsons once put it, rather philosophically,
“And when you sell out, you sell out a bit too...” With that he probably meant not only a loss of human
resources but also a loss of artistic resources.

On the contrary, the opera “Princese Gundega” (Princess Gundega, 1971), based on Anna
Brigadere’s wonderful fairytale play of the same name, was dearly cherished by Skulte. He had nurtured
this plan for many years. The work was originally created in two editions for theater productions. Over
the years, the themes of the two main protagonists, Gundega and Maris, demanded an expansion and
development into a wide-ranging, independent stage work, whose basic theme was a love that melts
and breaks the strongest magical spell.

The 1970s. Gorbachev’s promise of “socialism with a human face” is as far away as the moon,
though nobody sends you to Siberia right away anymore, either. Because the composer has
preserved a flawless reputation, he is allowed to work freely in the field of non-programmatic and
almost“pure” music. His tributes to the “enormous, indivisible Homeland” on important holidays have
turned out to be very useful. They are like a sure pass to show to the ideological censors; afterwards,
you are free to develop your creativity. Skulte seems to have understood these rules of the game. In
non-programmatic symphonic music, nobody will decode the author’s true motives, unless he has
somehow pointed them out himself.

The 1970s mark the beginning of what might be called Skulte’s third creative period—the
proclamation of a regained inner freedom. This period coincides with the full maturity of his creative
thinking and a truly marvelous creative conditioning. Skulte paints in unfettered streams, employing
new symphonic colors and surprising timbral mixtures. He continues to advocate a narrative and
cinematic approach. His Fifth Symphony (1974) and Sixth Symphony (1976) form a unique duology,
with thematically tonal links between the two. In these works, we feel that the main protagonist
passes through several circles of purification. If the resolution of the Fifth Symphony is tragic, then
that of the Sixth is victorious. An incredibly passionate story plays out in both symphonies, even more
passionate than in Skulte’s operas and ballets, which, being stage works, were forced to adhere to a
certain tradition. We will never learn the true fables of these symphonies, but the southern colors, at
times close to Respighi’s orchestral munificence, and the tarantella rhythms in individual episodes
make us imagine that the action is taking place on the Mediterranean coast. Maybe this is the place
to recall Italian novelist and playwright Luigi Pirandello, whom Skulte once mentioned in passing,
though not without motivation. Perhaps it is more likely that, by employing Italianate narrative
parallels and allusions, Skulte is telling his own life story. He tells it passionately and ardently, because
he feels that there isn't much time left.
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The next two symphonies - his Seventh, “Saudzéjiet dabu!” (Preserve Nature!, 1981), and the
Eighth Symphony (1984)—are like two large-scale landscape paintings with which Skulte invites his
peers to take responsibility for our limited natural resources. In the Seventh Symphony, a chorus has
been polyphonically interwoven into the orchestra. The Eighth Symphony is a panegyric to the sea.

Skulte completes his final symphony, the Ninth, in 1987. You don't have to strain your sense
of perception to hear the echoes of farewell in the music. The playful waltz motif glimmers with a
surprisingly white color, like the greeting of eternal youth, almost like a scene from a film. It also
features a “blues” episode in an elegant symphonic jazz arrangement, sounding almost like a good
film soundtrack — another riff of allusions that the composer encompasses in his swan song. And
then, yes, a long and impassioned departure, an extinguishing...

In 1991, Adolfs Skulte gets to witness the regaining of Latvian independence. Many important
state and social institutions are renewed. The truth is finally revealed about historical matters that had
previously been silenced or falsified. Latvian cultural values created over half a century of exile finally
return home. In a celebratory symphonic concert, Skulte hears “Balade par kareivi, kur$ neatgriezas”
(Ballad of the Soldier Who Didn’t Return), composed by his brother Bruno (1905-1976), who had lived
and died in the United States. Skulte receives the Order of the Three Stars from the President’s own
hands - perhaps the only truly gratifying award in the composer’s life.

In 1936, upon the invitation of Professor Jazeps Vitols, Adolfs Skulte began his teaching career
at the Latvian Conservatory. Since that time, almost fifty students graduated from his composition
class. In summarizing Skulte’s contribution to music education, Romualds Kalsons, one of the most
renowned Latvian symphonic composers working today, said, “I would like to say thank you to the
professor for the fact that we are all so different. The more varied our composers, the more varied our
personalities, the richer our culture. This was the main goal and the ‘secret’ to Adolfs Skulte’s school.”



Aleksandrs Vilumanis (1942) studied percussion performance and choral, opera, and
symphony conducting at the Latvian Academy of Music.

In 1962, Vilumanis began working at the Latvian National Opera as an orchestra member,
prompter, chorus master, and assistant conductor. He became a conductor at the opera in 1970.
From 1972 to 1975 Vilumanis trained at the Kirov Opera and Ballet Theater in Leningrad (Mariinsky),
where he was highly acclaimed.

Vilumanis served as the artistic director and chief conductor of the Latvian National Opera
from 1975 to 1987, and again from 1994 to 1996. Under his direction, the LNO expanded its
repertoire, and was the first in the Soviet Union to stage Verdi’s “Macbeth’.

From 1990 to 1994, Vilumanis served as a conductor at the Mariinsky Theater in St. Petersburg.

He regularly performs with the Latvian National Symphony Orchestra, with whom he has
recorded many Latvian symphonic opuses at the Latvian Radio and the Riga Recording Studio. The
record label Melodiya has released twenty LPs with music conducted by Vilumanis, and his work
has been featured on twenty CDs issued by the Riga Recording Studio, including albums by Inese
Galante and Egils Silins.

Vilumanis has produced operas and ballets in the Czech Republic, Russia, Norway, and Finland.
With the Latvian National Opera he has toured France, Switzerland, Germany, Austria, Denmark,
Finland, Great Britain, Holland, and Belgium. Vilumanis's repertoire includes approximately fifty
operas and twenty ballets.

Latvian National Symphony Orchestra is the largest and most important orchestra in Latvia.
Its rich history stretches back to 1926, when the orchestra was founded as the Latvian Radio
Orchestra. Today, the orchestra regularly performs concerts, debuts Latvian contemporary music,
participates in radio and television broadcasts, and makes recordings.

The principal conductors of the LNSO have included such renowned musicians as Janis
Medins, Edgars Tons, Leonids Vigners, Vassily Sinaisky, Paul Magi, Terje Mikkelsen, and Olari Elts.
Many well-known guest conductors have also appeared with the orchestra, including Georg
Schneevoigt, Leo Blech, Bruno Walter, Igor Stravinsky, Erich Kleiber, Kiril Kondrashin, Mariss
Jansons, and Neeme Jarvi. Since 2009, Karel Mark Chichon has served as the chief conductor and
artistic director of the LNSO.

The LNSO has performed to great critical acclaim in many European countries. The LNSO'’s
partners include such companies as Simex Classics (Norway), Ondine (Finland), Albany Records
(U.S.A), Tokyo IMC (Japan), Rikskonserter (Sweden), Konzertdirektion Kempf (Germany), and
Armonia (Spain).
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