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1.-3. Koncerts klavierem ar orkestri / Concerto for Piano and Orchestra (1959) 26'03
(1.) Moderato. Maestoso. Rubato 11'56
(2.) Andante moderato 621
(3.) Allegro con brio 7'46
4.-6.  14.simfonija/ Symphony Nr. 14 “Sinfonia da camera” (1971) 2152
(4.) Moderato. Allegro. Moderato 827
(5.) Andante 804
(6.) Allegro 521
7.-10. 20. simfonija / Symphony Nr. 20 (1981) 2656
(7.) Moderato tranquillo 9'49
(8.) Adagio 757
(9.) Menuetto. Reminiscenca 235
(10.) Allegro con brio 6'35

Kopa/Total: 74'51
Igors Tukovs, klavieres / Igor Zhukov, piano (1.-3.)
Latvijas Nacionalais simfoniskais orkestris / Latvian National Symphony Orchestra (1.-3.,7.-10.)
Latvijas Filharmonijas kamerorkestris /Latvian Philharmonic Chamber Orchestra (4.-6.)
Dirigenti / Conductors: Vasilijs Sinaiskis/Vassily Sinaisky (1.-3.,7.-10.), Tovijs LifSics (4.-6.)

Skanu rezisori / Sound engineers: Igors Ivanovs (1.-6.), Jazeps Kulbergs (7.-10.)
@ Latvijas Radio ieraksti/Radio Latvia recordings: 1971. (4-6.), 1977. (1.-3.), 1982. (7.-10.)
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BUdams apveltits ar izcila un

reti spilgta miniatarista talantu,
Janis Ivanovs sava dailradeé
tomér neatlaidigi ir kultivéjis un
audzejis simfonijas zanru. Vai vins
to sajutis un apzinajies ka misiju,
sUtibu — ienest latvieSu muzika
tik |oti trakstoSos lielos mérogus,
dramiskos un tragédiskos véjus?
Jana Ivanova simfoniju evolUcija
batiba ir visa latviesu simfonisma
izaugsmes cels.



Japiekrit muzikologa Arnolda Klotina lakoniskajam un precizajam raksturojumam, ka Ivanova
"dailrades evolciju, tému loku batiski ietekméjusi vésturiskie notikumi. Dzimtene un cilvéks to
filozofiskajos un psihologiskajos aspektos ir vina radoso centienu stimuli, dailrades pamattémas.
Makslinieciskas domasanas galvena iezime — romantisks poémiskums vienotiba ar asu konfliktu
dramaturgiju.”

Sim diskam — komponista vizitkartei — gribéjam izvéléties tos Jana Ivanova skandarbus,
kas vina dzives laika un musdienas atskanoti visbiezak, bijusi klausitaju un muziku iecienitakie.
Parltkojot iespaidigo Ivanova dailrades klastu, kluva skaidrs, ka popularu un daudzatskanotu
opusu taja ir lielumlielais vairums, un viena diska formata iesp&jams ietilpinat tikai nelielu dalu
no tiem. Tadé| likas svarigi, lai vizitkarte atspogulotu Ivanova idejisko un maksliniecisko centienu
piepildijumu, proti, ka vélromantisma augsné déstits jaunas nacionalas skolas skanradis dinamiska
un pat dramatiska evolUcijas cela tapis par véra nemamu 20.gadsimta muzikas parstavi.

Klavierkoncerts (1959) pilna spektra reprezenté komponista attieksmi pret instrumentu,
kas mUza garuma bijis vina uzticamakais lidzbiedrs. Klavieres — radoso mekléjumu laboratorija
un apsléptako dvéseles kustibu seismografs. Viens no pirmajiem un vélak daudzkart Koncertu
atskanojis izcilais krievu pianists (ar latviskam sakném) Igors Zukovs, likdams atklaties nevien
notim, bet — svarigak — tam, kas starp tam.

Cetrpadsmito simfoniju (“Sinfonia da camera”, 1971) tas muzikalas pievilcibas un mobilo
gabaritu dé| (stigu sastavs, 22 minates) ar prieku spéléjusi visi Latvijas kamerorkestri, no studentu
kolektiviem Iidz pieredzéjusiem profesionaliem. Ka latviesu muzikas lepnumu Latvijas Filharmonijas
kamerorkestris Tovija LifSica vadiba to célis prieksa tuvaku un talaku zemju klausitajiem.

Divdesmita simfonija (1981) spozi vainago visu Jana Ivanova simfonika celu. Meistara
pédéjo sesu simfoniju ieintereséts interprets bijis Vasilijs Sinaiskis, Latvijas Nacionala simfoniska
orkestra makslinieciskais vaditajs un galvenais dirigents no 1975. lidz 1987. gadam.

|

Janis Ivanovs dzimis 1906. gada 9. oktobri Preilos, Latgalé — Latvijas austrumu regiona.

Tapat ka vairumam latvieSu kultdras celmlauzu, ari Janim lvanovam bérniba svesas nav bijusas
ganu gaitas. Tur, dzimtas Latgales daba, vins uzkrajis krasu un télu bagatibu, kas ka iedvesmas avots
kalpojusi visu vina skanraza mazu — no agrinajiem simfoniskajiem télojumiem un solodziesmam
[idz vélinajam kora vokalizém. Latgales ainavai — laukiem, pakalniem un ezeriem — piemit Tpass



gleznainums, célums un itin ka plasaki mérogi, salidzinot ar citam Latvijas dalam. Pakapjoties kada
no augstieném, var nojaust talumus. Tur labi domajas globalas domas. Varbut nav nejausiba, ka no
ST pasa novada nacis dizakais latvieSu dzejnieks, dramaturgs un filozofs Rainis.

No mates Tatjanas Ivanovas nakosais komponists kops agram dienam sanem pura
tautasdziesmu neizsmelamo dasnumu. Tacu lvanovu gimenes tradicijas nav vienvienigi un tipiski
zemnieciskas. Piederiba vecticibnieku kopienai neizslédz to, ka tévs Andrejs Ivanovs, lietpratigs
elektrotehnikis badams, uztur sava maja apgaismibas un pasizglitosanas garu. Tiek celtas goda
pasaules literatUras vértibas, muzika, télotajmaksla. Kad bez muzikalam interesém vecaki pamana
ari déla dotibas zimésana un gleznosana, novértétas un atbalstitas tiek ka vienas ta otras. Skaidrs,
ka sada labvélibas gaisotné jaunekla nakotnes vizijas parsniedz caurméra ganuzéna sapnus. Savus
pirmos muzikalos saceréjumus Janis daili kaligrafiskiem burtiem paraksta: “Johann Iwanoff”. 1993.
gada vaicata, ka iztélojas savu dzivesbiedru zénibas gados, Leonora Ivanova zin sacit: “Vinam
nevarégjusi ta vienkarsi likt “stavét pie ratiem”.

Vésturisko un geografisko apstaklu ietekmé Latgale ir izveidojusies atskiriga no paréjas
Latvijas. Latgale atrodas krustcelés, ta robezojas ar Lietuvu, Baltkrieviju un Krieviju. Etniska sastava
zina Latgale ir visraibakais Latvijas regions - to apdzivo latviedi (latgaliesi), lietuviesi, krievi, poli,
baltkrievi, ebreji un citas tautibas. Latgale ir Latvijas katolicisma citadele (tur atrodas pazistama
Aglona), bet tikpat tradicionalas tur ir ari pareizticigo un vecticibnieku religiskas kopienas. Laikmetu
griezos Latgale tikusi dévéta gan par Polijas Inflanti, gan Vitebskas gubernu, gan Latvijas austrumu
priekSposteni. Dazadu nelabvéligu procesu rezultata Latgalei gadsimtu gaita nacies iemantot
nomales, atpalikusa novada statusu.

|

Pirma pasaules kara béglu liktenis aizved Ivanovu gimeni uz Krieviju. Sakumskolas gadi Janim
aizrit Vitebska un Smolenska. (Diez vai béglu laiks, pareizinot mérotos kilometrus ar svesuma
pavaditajiem gadiem, nakamajam komponistam nek|Ust par vina mudza ievérojamako odiseju?
Nekad vélak vins uz talam zemém nav celojis. Vins izradijies askétiska, konvencionala dzivesveida un
spartaniska darba ritma piekritéjs.) Tolaik sastaptie laudis bada mérdéta un globalu satricinajumu
parnemta zemé (1917. gada apvérsums un sekojosais pilsonu kars), negaiditu patiesas makslas
un dailes brinumu iemirdzésanas uz nezina un bezceriba grimstosas apkartnes fona - ka ta reize,
kad uz stacijas perona méginajumu sariko gara parbrauciena nogurdinatie simfoniska orkestra



muziki - tas viss devis vielu daudziem vélakajiem radosi piepilditajiem gadiem, daudziem opusiem,
pédéjas simfonijas retrospekcijas ieskaitot. lespéjams, jau tad, kaut vardos nenoformuléts, vél tikai
zemapzina skaidrojas radosa cilvéka istenais uzdevumes: ne izskaistinat dzivi, bet atspogulot to lidz
mielém patiesi.

|

1920. gada Ivanovu gimene atgriezas dzimtené, nu jau neatkaribu ieguvusaja Latvija.
Kad pabeigti rudens darbi téva majas, Janis dodas uz Rigu, lai privatskolotaja vadiba gatavotos
jestajeksameniem Konservatorija. Ikreiz uzturésanas galvaspilséta sanak par isu, bet ko lai dara -
beidzas iztikas lidzekli.

Ar 1924. gada lauku darbi ieilgst lidz vélam rudenim, kad uznemsana Konservatorija jau
beigusies. Ivanovs tomér nolemj doties uz Rigu un méginat. Noklausijies vairakas Ivanova
kompozicijas, rektors Jazeps Vitols ieskaita vinu studentu pulka, tomér vispirms — klavieru klasé.
Péc profesora parliecibas, “atraisot rokas”ka pianistam, sekmigak raisisies ari komponista fantazija.

1926. gada Janis Ivanovs klast par Jazepa Vitola kompozicijas klases studentu. Seko pieci
studiju gadi pamatkursa un divi gadi meistarklasé.

lvanova studiju laika saceréjumos jutama Sopéna un agrina Skrjabina ietekme, bet nevar
nepamanit arf tiri ivanoviskus vaibstus: zinamu smagnéjibu, aprautu starainibu, iespitigumu un
ragtenumu. Vins ir latgalietis. Un ka vélak pusjokojot médzis teikt: “lvanovu ir daudz, bet Janis
Ivanovs — tikai viens!

1933. gada ar diplomdarbu - viendaligo Pirmo simfoniju (“Poema sinfonia”) Janis lvanovs
absolvé Jazepa Vitola kompozicijas klasi, vienlaikus ieglstot pianista un simfoniska orkestra
dirigenta atestaciju. Simfonijai bijis laimigs liktenis. Péc pirmatskanojuma 1934. gada Jana Medina
vadiba to vairakkart dirigéjusi horvats Lavro Matacics (Riga, Belgrada, Zagreba) un krievu maestro
Isajs Dobroveins (Milana, Varsava). Simfonija izskanéjusi ari pasa autora interpretacija.

Konservatoriju beidzot, lvanova komponista konta bez Simfonijas ir arf Pirmais stigu kvartets
(1932), Sonate (1931) un Téma ar variacijam klavierem (1930). Gan Kvartets, gan Sonates divas
vidéjas dalas ka patstavigi skandarbi (Poéma un Skerco) joprojam dzivo muziku repertuara. Bet
Variacijas 1959. gada jauna redakcija partapusas par Variacijam — etidem.

Péc Konservatorijas absolvésanas Janis Ivanovs strada Latvijas radio ka tonmeistars (skanu
rezisors) un dirigents. Sis laiks komponistam k|Ust sava zina par jaunu macibu periodu. Tie$a saskare



ar orkestri dzivajas radioparraidés lauj vinam smalkas niansés izjaust simfoniska skanéjuma dabu. Radio
nosu bibliotéka un fonotéka Ivanovs iepazist pasaules jaunakos muzikalos sasniegumus. Tie ir Debisi,
Ravéla, Dika, Skrjabina, Simanovska, Stravinska, Onegéra, Respigi, Bartoka darbi, kuri uz talaika Rigas
muzikalaja dzivé dominéjosa klasiska un vélromantiska fona skiet izaicinosa eksotika. Lai ari palénam
un apdomigi (ne tik azartiski ka vienaudzi kolégi Volfgangs Darzing, Adolfs Skulte, Margeris Zaring), bet
kaut ko no Siem iespaidiem Ivanovs parmem arf sava jaunradé. Visspilgtak tas izpauzas simfoniskaja
télojuma “Varaviksne” (1939) - Skrjabina un Debist harmoniski un orkestrali impulséta opusa.

30. gados Jana Ivanova komponista rokraksts ir jau ieguvis visai savpatigus vaibstus. Visupirms
to veido Latgales folklora dzili smelts meloss, kas tuvs ari slaviskam dziesmiskumam. Harmoniskaja
valoda vélromantiska pamatievirze nereti papildinata ar impresionistiskiem uzslanojumiem.
Raksturigas ir tercu uzbaves, akordu paralélismi. Savukart orkestracijas blivais konturéjums, tumsas,
elégiski sabiezinatas krasas sarado Ivanovu ar Sibéliusu un Franku.

Saja laika lvanova dailrade attistas divos saturiski saistitos un paralélos, tacu diferencéjamos
virzienos. Pirmo parstav programmatiski dzimtenes un dabas témam veltiti saceréjumi: svita
“Latgales ainavas’ (1935), simfoniskie télojumi“Padebesu kalns” (1938) un “Varaviksne” (1939). Siem
opusiem vél piepulcéjamas apméram 30 solodziesmas ar laikabiedru novadnieku dzejtekstiem un
tikpat daudz tautasdziesmu apdares.

Otru, neprogrammatisko jomu reprezenté Pirma (1933), Otra (1935) un Tresa simfonija (1938),
ka ari Cellokoncerts (1938/1945). Ari $ie darbi izaugusi no dzimtas zemes tematikas un télainibas,
artajos sadzirdam Latgales tautasdziesmu atbalsis. Tacu te, ka liekas, dabas téli savijas ar romantiski
baladiskiem sizetiem. Uz dabas fona iznak cilvéks pats ar atvértu sirdi un dvéseli, un mazika jarod
vieta psihologismam, dramatiskam kolizijam. Tiek arT taujats péc Visuvienigas Substances, péc
Pirmcélona.

Jana Ivanova pirmie orkestra darbi un itipasi pirmas tris simfonijas ir batisks pienesums latviesu
simfonisma un konkréti latviesu simfonijas tapsana. Der atceréties, ka Iidz Otrajam pasaules
karam kopa ar Jazepa Vitola, Jazepa un Jana Medinu un Pétera Barisona simfonijam Ivanova triade
veido vél tikai pirmo latviesu simfoniju desmitnieku.

Ka spilgti un programmas viegli ietilpinami darbi orkestru repertuara ari sodien ir simfoniskie
télojumi“Padebesu kalns”un “Varaviksne” Bet Cellokoncerts, nav $aubu, kluvis par latviesu klasiskas
muzikas zimolu.
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30. gados Ivanovs censas sekot vai visam, ko intelekta attistibai sniedz dzive galvaspilséta. Ving
redzams makslas izstadés. Vina draugu loka ir gleznotaji, ar kuriem kopa vins apmeklgjis Vilhelma
Purvisa krasu harmonijas macibu stundas Makslas akadémija. lvanovs klausas Tautas universitates
priekslasijumus, izmanto bibliotéku pakalpojumus. Vinu aizrauj Knuta Hamsuna romanu
atskabargainie galveno varonu raksturi. Sugesté Fridriha Nices brivdomigais vétru un dzinu cilvéks.
Ivanovam izskirosi tuva ir individa, personibas loma dzives un patiesibas izcina.

Intereses sniedzas ari senvéstures apguves virziena. lvanovu saista legendas par antikajam
civilizacijam, kuras, izpelnidamas Dieva dusmas, nolemtas bojaejai. Uzzinas mekl&jumi dazadu
zinatnisku un fantastisku gramatu starpa noved pie Platona “Dialogiem”. Rodas doma radit
simfoniski skatuvisku tragédiju triadi, kur simfoniskajam sastavam pievienotos vél ari teicéjs, solisti,
koris, balets, scenografija, gaismas. 30. gadu beigas Ivanovs sak darbu pie iecerétas trilogijas pirmas
dalas - savas Ceturtas simfonijas “Atlantida”. (Ka jau sinkrétiski skatuviskam darbam Ivanovs veido
“Atlantidai” ko lidzigu libretam. Si ir vieniga reize, kad vin$ pats sacer savam opusam vardisku
programmu. Turpmakajos gados vina attieksme pret savas muzikas verbaliem skaidrojumiem
arvien ir atturiga, pat noliedzosa.)

Bet vai tikai eksotikas vilinajums liek kerties pie tik grandioza, nebdt ne viegli veicama
projekta? Drizak ta ir to dienu smagnéjosi tumstosa gaisotne, ko nemana varbut vien trula
vienaldziba grimis laikabiedrs. Nevar nesajust procesus Eiropa, kaut mazas, neitralas valsts statusu
strikti ievérojosie sazinas lidzekli par tiem vésta bikli. Un, kad vacu fasistu karaspéks iesolo Polija un
Padomju Savieniba novieto savas karabazes Baltijas valstis, klUst skaidrs: 30.gadu pasaule, 5 ziedosa
Atlantida, driz nogrims kataklizmas vilnos uz neatgriesanos.

Ivanova "Atlantida” tuva Bélas Bartoka Divertismentam, Artdra Onegéra “Miruso dejai” un
Otrajai simfonijai, Bohuslava Martinu Dubultkoncertam. Ta top ka pravietotajs, bridinatajs darbs.

Jau pavisam driz Jaunas priekSnojautas materializéjas ari Latvija. 1940.gada 16.junija Daugavpilt
tiek rikoti Latgales dziesmu svétki. Ar 8000 dalibniekiem un vairak neka 50 000 apmeklétajiem
tie klast par pasu lielako Latgalé rikoto $ada veida pasakumu. Starp speciali Siem svétkiem
komponétajiem skandarbiem ir ari Jana lvanova poéma putéju orkestrim “Razna”. Atcela uz majam
dala svétku dalibnieku sastop Sarkanarmijas tankus, kas liela skaita dodas Rigas virziena. Visticamak,
$0s tankus redz ari lvanovs.
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Ne abas okupacijas (padomju,1940 — 1941, un vacu fasistu, 1941 — 1945), ne kara
laiks nav labvéligakie apstakli plasdimensionalas vizijas realizésanai un tas skatuviskam
jedzivinajumam. Tadé] tas “Atlantidas” veidols, kadam partitdra punkts tiek pielikts 1941,
gada un kas péc diviem gadiem tiek atskanots simfoniska koncerta, paliek ka galigais. Par
sakotnéjo vérienigi sinkrétisko ieceri vairs liecina vien sieviesu kora vokalize simfonijas
otraja, 1énaja dala (Poseidona meitu dziedajums) un viriskiga rituala deja tresaja, skerco dala.
Eksotiska kolorita labad triskarsais orkestra sastavs papildinats ar trim alta saksofoniem un
Celestu.

Sis abas vidéjas, zanriskas simfonijas dalas ki masiva arka iek|auj maléjas — bojaejas vestitajas
un paudéjas. Tas ir neiegrozots simfonisks verdums, tie ir fatali milzu vilni, kas pace| izmisiga
dzivotgribas sauciena un péc lauj krist zudibas bezdibeni. Pirmoreiz Ivanova mazika ienak tik
kapinata pretspéku sadursme. “Atlantida”ir pirma istena simfonija drama ne vien Ivanova radosaja
konta, bet vispar latviesu muazika.

Lidzigi ka simfonisko télojumu “Varaviksne’, ari Ceturto simfoniju “Atlantida” iespaidojusi
20.gadsimta simfonisma paraugi. Bez impresionistiskam krasam te samanami postimpresionisma
un ekspresionisma iestravojumi.

|

Ka rit Jana Ivanova dzive 40. gadu pirmaja pusé — 3aja globalu satricingjumu laika, kad,
nomainoties divam lielvaru okupacijam, nebutiba vai svesuma tiek aizrauti daudzi vina kolégi,
tuvi draugi? Varétu teikt, liktenis vinam ir saudzéjoss. Saja laika Ivanovs ir jau precéjies. Par majas
harmoniju gada iejatiga un saprotosa dzivesbiedre Leonora. Kop$ 1939.gada paris ieguvis ipaSuma
nelielu divistabu dzivokli klusas Rigas ielas sétasmaja, kas ir vinu miteklis lidz pat maza galam.
1940. gada piedzimst déls Igors, nakamais pianists un sava téva muzikala mantojuma kartotajs un
pétnieks, ari skanu rezisors Latvijas radio.

Sakoties padomju okupacijai, lvanovam ka Radio tonmeistaram un dirigentam nakas
piedzivot visas groteskas repertuara parmainas, ko uzspieZ jauna vara. Radio étera janodrosina
padomju masu dziesmu jatams ipatsvars ar ideologiski taranéjosiem tekstiem. Nepaklauties
sim diktatam, sabotét to? Labak né, jo par darbinieku “drosibu” gada Sarkanarmijas tanka stobrs,
kas kops 1940. gada 17. junija notéméts pret Radio namu. Kaut ar zudumiem, tomér raidijumu



programmas izdodas saglabat kaut cik pienacigu klasiskas mazikas proporciju, un arf lvanova pasa
darbi tajas skan saméra regulari.

Redzamakos latviesu komponistus aicina sacerét skandarbus, kas slavinatu jauno sabiedriski
politisko iekartu — padomju socialismu. Par $o pakalpojumu tiek soliti honorari, kas ievérojami
parsniedz lidz tam pienemtos tarifus. Top dziesmas ar atbilstosiem vardiem, dzejnieki steidz rakstit
libretus vélisti neiecerétiem, tacu jau pasutitiem skatuves darbiem — operam un baletiem. lvanovs
izSkiras par instrumentalu skandarbu. Vina “kolaboracijas” opuss ir piecas mindtes gara “Sviniga
preltdija” simfoniskam orkestrim. To pirmatskano 1940. gada 6. novembra koncerta par godu
1917. gada oktobra bolseviku apvérsuma (revollcijas) gadadienai. Turpmakajas desmitgadés
darbs izradijies arvien piemérots ka politisku svétku koncertu ievaditajs.

Lidzar pirmajam okupacijas dienam saktas represijas kulminé 1941. gada 14.junija deportacijas,
kad no Latvijas tiek aizvesti vairak neka 15 000 mierigo iedzivotaju. Otra pasaules kara sakuma,
hitleriskajai armijai jau tuvu esot Rigai, artilérijas $avini sagrauj daju vecpilsétas, tostarp Melngalvju
namu, kur izvietota laba tiesa Radio nosu bibliotékas un orkestra instrumenti. Steiga atkapdamies
uz austrumiem, padomju militaristi padara nelietojamas Radio ierakstu un raidosas iekartas.

1941. gada 1.julija gluzi ka atbrivotajs Riga iesolo vacu fasistu karaspéks. Sakas “vacu laiks’, un
Radio atkal jamaina repertuars. Tiek svitrota visa komponistu ebreju mazika, ka arf ienaidniekvalstis
(Anglija, Francija, ASV) péc 1933. gada sacerétie skandarbi.

Lai turpinatu stradat Radio, latvieSiem (Ostlandes iedzimtajiem) obligati japrot vacu valoda.
Jauztur labas attiecibas ar jaunajiem, no Lielvacijas ieradusamies darba kolégiem. Sis attiecibas
gan dazkart ar bez direktivam izveidojas normali cilvéciskas, jo neba jau visi Riga rezidéjosie
vaciesi ir nacionalsocialisti fanatiki. (Kad ar plausu karsoni smagi saslimt lvanova mazgadigais déls
Igors, Radio koléges vacietes sarlpétais penicilins izglabj bérna dzivibu.) Labi, augligi kontakti
rodas arf ar vacu mazikiem, kuri itin kupla skaita viesojas Riga. Dala to ir tieSam augstas raudzes
skanumakslinieki: dirigenti Hermanis Abendrots un Fricis Lémanis, vijolnieks Georgs Kalenkampfs,
pianists Vilhelms Kempfs un citi.

Ka Radio tonmeistaram Ivanovam 3ai laika liela darba slodze. Vinam janodrosina regularas
koncertu translacijas no dazadam izbraukumu vietam Riga un Latvija.

1943. gada rudeni Ceturtas simfonijas “Atlantida” pirmatskanojums notiek Bruno Skultes
vadiba. Péc atskanojuma autoru, savu bijuso studentu, aizgrabts apskauj profesors Jazeps Vitols.
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Piepildas vina novéléjums nakosajai skanrazu paaudzei rakstit simfonijas, jo, vinaprat, vienigi
ar respektéjamam partitdram latviesu muzikai ir izredzes tikt pamanitai pasaules foruma.
Labvéligas atsauksmes publicé ari vacu okupacijas laika prese. Par to japabrinas, jo vai gan ar
"Atlantidu” tobrid, 1943. gada otraja pusé, pietiekami jausami netiek pravietots Otra pasaules
kara iznakums? Der atzimét, ka 1943. gada Riga izskan ari ievérojama igaunu skanraza Eduarda
Tubina Tresa simfonija (“Heroiska") - bargs liecinajums par iepriekséjo, padomju, okupaciju.

Pienak Otra pasaules kara beigu céliens. Pamezdami Latviju un Rigu, vacu fasisti veic masivus
laupianas un postisanas darbus. Tiek aizdedzinats Radio nams. Kad 1944. gada 13. oktobri Riga
atgriezas padomju armija un apklust $avinu troksnis, Janis lvanovs ir viens no pirmajiem, kuri keras
pie Radio atjaunosanas. Tikpat ka tuksa vieta japulcina orkestris, jagada instrumenti, notis. Vélak par
nopelniem $aja grataja laika padomju vara apbalvo Ivanovu ar medalu “Par pasaizliedzigu darbu
Lielaja Tévijas kara 1941 — 1945". 1944. gada rudeni lvanovs k|Gst par Radio maksliniecisko vaditaju
(Iidz 1963. gadam). Tad pat sakas ari vina pedagodiska darbiba Latvijas konservatorija, tagadéja
MuUzikas akadémija (lidz maza beigam).

1945. lestajies ilgi gaiditais un alktais miers. Vai nu paveras labvéligi apstakli iesakto un
piespiedus atlikto ieceru pabeigsanai? Diezin vai. Jo ne "Atlantidas” sinkrétiska saga, ne zuduso
civilizaciju trilogija nav tematika, kurai zalo gaismu spidinatu padomju ideologiska doktrina. Un
vai §1s témas joprojam ir aktualas pasam Ivanovam? Piecos kara gados pasaule kjuvusi cita. Citads
kluvis ari komponists, mainijies vina skats uz paradibam un lietam. Senatnes eksotika nu kluvusi
par lieku un viegli atmetamu rotu. Krasnajiem izteiksmes lidzekliem (skatuvei, instrumentarijam,
Zanriskumam) vértiba vairs tik, cik varbut teatralam drapé&jumam. Patiesibas vardi, izradas, ir skarbi
un gandriz kaili. Piecos gados tapusi cita muazika — melnbalta, grafiska. Ta ir Piekta simfonija (1945).

|

Do mazoru Ivanovs — talo tonalitasu, tatad izsmalcinatu, surdinétu nokrasu cienitajs — sava
muzika neizmanto biezi. Do mazoram nav krasas, tas var bat apzilbinosi saulesbalts un var bt
nedzivs ka likauts. Tomér, uzklajot Do mazoram vienvarda minoru vai visas divpadsmittonu
skankartas pakapes ka lidztiesigas esibas sastavdalas, var iegUt ainu, kas sava pietiekami dzilaja un
telpiskaja gaisménu spélé nebdt neatpaliek no pilna krasu spektra.

"Te ietvéries viss, kas bija krajies tos gadus,” savu Piekto simfoniju komenté Janis lvanovs.
Cetrdaligaja simfonija ietvéries daudz, pat varbat parak daudz. Blakus “Atlantidai” ta ir otra pati



apjomigaka no Ivanova simfonijam. ST mazika ir ekspresionistiski sastrédzinata, gizmaina. Teli cits
ar citu diskuté, it ka partrauc pusvarda, jo japavésta kas vél svarigaks, neatliekamaks.

Kad simfonija piedzivo savu Rigas pirmatskanojumu Latvijas Padomju komponistu savienibas
pirmaja plénuma 1946. gada junija sakuma, to dzird ari Maskavas viesis Arams Hacaturjans.
Péckoncertu diskusijas vins saka: “Ja man jautatu, kas man Ivanova darba nepatika, (..) = mani
mazliet kaitinaja darba fragmentarisms. Es personigi milu lielus, plasus télojumus. lvanova darba
ir briniskigas vietas — tu gribi paklausities, iedzilinaties, bet autors domu partrauc, dod atkal citu —
jaunu —domu, ta radas ne mazak interesanta, tu ceri — nu gan vin$ to attistis, bet neka — atkal atmet.
Tiesa, autors sacija, ka vins ta apzinati rikojies, ka to prasa vina makslinieciskais nodoms.”

Simfonijas klavierizvilkumu jau gadu ieprieks 1945. gada 18. novembri komponista darba
atskaité Latvijas komponistu savieniba nospélé pianists Hermanis Brauns. Ka tas tagad pienemts
padomju iestadés un organizacijas, “brivi demokratiskas” sanaksmes un diskusijas stingros politiski
ideologiskos grozos tur un virza ieceltie funkcionari, kas komponistu tincina par simfonijas ideju,
meérki, programmu, atbilstibu socialistiskajam realismam.

Un te nu Ivanovs saka savus hrestomatiskos vardus: “Lai neparmet man jaunibu — man jau
ir 40 gadu! Es rakstu tikai to, par ko simtprocentigi esmu parliecinats. ks sedésu uz sava vezuma,
dziedasu un brauksu(...). Klavierizvilkums nevar dot pilnigu ainu par manu darbu. Mans uzskats, ka
simfonija jaraksta bez klavierizvilkuma. To esmu lidz $im darijis, vienigi ligums ar Maskavu man lika
sai Piektajai simfonijai dot art klavierizvilkumu. Savu Piekto simfoniju saku marta ménesi, rakstiju ar
jaunu programmu, gribéju attélot to, ko pardzivoju. Pardzivojumu neaprakstisu, atlausos noklusét.”

lesp&jams, $ajos vardos no visa toreiz un vélak teikta visvairak izpaudas latgaliskais spits. Dzive
driz vien paradija, cik lielu postu var nest vardi un cik piesardzigam jabat to izvélé.

Atbilstosi liguma noteikumiem Piekto simfoniju pirmatskano Maskavas Valsts akadémiska
Liela teatra orkestris Abrama Stasévi¢a vadiba 1946. gada 10. maija. Autors laipni aicinats bat klat
pirmatskanojuma. Simfonija izskan ari Maskavas radio, driz péc tam — Leningrada, Kijeva, Odesa.
Lidz ar to Ivanovs iegUst neceréti lielu sava jaundarba klausitaju pulku, pie tam, varétu domat, - ar
atvértaku un mazak aizspriedumainu uztveri neka Riga.

Muzikologs Ludvigs Karklin$, dzili analizédams Ivanova dailradi dazados laikposmos, Piektas
simfonijas tematisma atradis radniecibu ar Onegéra, Prokofleva un Sostakovi¢a pirmskara un
karalaika simfonijam. Tas ir laikmeta intonativais fonds, kopigi un vienlaicigi sajustais laikmeta gars,
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kas sarado Ivanova Piekto ar Sostakovica Sesto (1939), Septito (1941) un Astoto (1943), Prokofjeva
Sesto (1945), Onegéra Otro (1941) un Treso (1946) un varbdt arl Ravéla Klavierkoncertu kreisajai
rokai (1930). Ta pati nebutibas skarta pamiruma sajlta, ta pati nenovérsami atnakosa pavasara
nojauta.

1947. gada Ivanovs sacer Otro stigu kvartetu, sava zina Piektas simfonijas kamerzanra
dubultnieku. Tapat ka simfonija, tas ir Cetrdaligs, apjomigs (30 minGtes gars), ar tonalo asi
do minors — Do mazors. Pats autors izsakas: “Tas domas, kuras izraisija kvarteta télus, prasijas
jetérpjamas zemos, tumsos tembros, skarbas skanas, cietos ritmos. Tas bija audzéjusi ta pati zeme,
kas Piekto simfoniju."

Pirmajas divas dalas ziméts peléks, seju zaudéjis cilvéks, kurs gandriz automatiski veic savas
ikdienas gaitas, bez prieka, bez jatu dalibas. Bet lidz ar skerco dalas knudinoso valsi atgriezas
dzivibas alkas, tuva pavasara jutona. Energijas un parliecibas pilnais finals gluzi ka nevaldama palu
straume sarauj un izples kvartetiskos ramjus un sasniedz gandriz vai orkestralu skanéjumu.

Turpmakajos dailrades periodos reizé ar katru pavérsiena vai stirakmens simfoniju lvanovam
top viens vai vairaki satura un stilistika radniecigi kameropusi.

|

1948. gada 10. februari PSRS kompartijas centralkomiteja nak klaja ar lemumu, ta dévéto
Zdanova doktrinu, kura noradits uz daudzu padomju komponistu dailrades formalistisko ievirzi.
Par savu lidzgingjo devumu tiek pelti un nosoditi Dmitrijs Sostakovi¢s, Sergejs Prokofjevs, Arams
Hacaturjans, Nikolajs Mjaskovskis. “Formalisma kritiku" sanem ari redzamakie savienoto republiku
muzikas parstavji, no latviesu skanraziem ka pirmais — Janis Ivanovs. Ideologiski estétiska prasiba
skan neparprotami: ir jaraksta vienkarsa, melodiska un tautiska, tautas masam saprotama mazika.

Vado$os padomju komponistus aicina publiski atzit un nozélot savus estétiskos nomaldus. Tas
jadara ari Janim Ivanovam. Saja situacija Ilvanovs nevélas k|ut par disidentu vai garigu emigrantu,
nevélas nok|dt sabiedribas pelékaja zona. Galu gala vins pasaulé vairs nav viens, brivs ka putns.
Vinu saista atbildiba par gimeni. lvanovs padodas. Sper soli atpakal.

Ka apliecingjumu gribai laboties Ivanovs iecer liriski episku, pagalam dziesmotu simfoniju
par savu dzimto novadu - Latgali. Sis nodoms komponistam parak “kaulus nelauz” Gan jau vina
manuskriptu mapé vél patapusas iestrades no 30. gados izsapnotas dzimtenes télojumu sérijas, ka
turpinajums “Raznai’, “Latgales ainavam’, "Padebesu kalnam”.



Lai iecere tiktu akceptéta, varas oficiozi pagér toposa skandarba vardisku programmu. To
lvanova vieta uzraksta muzikologs Arvids Darkévics, veikls tekstu kombinators. Lk, vina uzrakstitas
programmas fragments, spozs “padomiju stila ziedu” paraugs:

"Par Latgales ezeriem un kalniem skan latgalieSiem tuva, skaidra un briva krievu dziesma, kas nes
brivi un laimi manai tautai. Zemnieku stabules meldija skan tagad vareni un spécigi. Sensenais verdzibas
jugs nokratits, atbrivotie tautas spéki celas pretim laimigai dzivei. Par Latgali atausa brivibas rits”

Sesta, “Latgales” simfonija (1949) piepilda, Skiet, visus ideologu sapnus: $§i muzika ir izteikti
melodiska, ar tautasdziesmu citatiem vai alzijam dasni papildinata, finals pauz neparprotamu
optimismu, jaunas dzives uzvaru. Bet Sodien, klausoties ar laika distanci un abstrahé&joties no
vésturiska konteksta, negribas ari ipasi iebilst pret so simfoniju dziesmu, kuras témas ir patiesi
skaistas un originalas un izsaka komponista siltas jatas pret savu dzimto novadu. Konjunktaras
darbu Ivanovs veicis ar pascienu. Ir tapusi himna Latgalei — sirsnigi izjusta, starojosi aicinosa reiz
pacelties no muzam “atpalikusa regiona” dakstim.

Taja pasa 1949. gada “Latgales” simfonija piedzivo atskanojumus Riga, Vilna, Tallina, Maskava,
Leningrada, Socos, Kijeva. Driz vien ta izskan ari vairakas Varsavas bloka zemés, to iepazist Francija,
Italija, Argentina. Tik lielu auditoriju Ivanova muzika iekaro pirmoreiz. Pasam to neapzinoties,
Ivanovs kst par Latgales véstnesi plasa pasaulé un — $o misiju pilda godam.

Gadu veélak lvanovs par Sesto simfoniju sanem nozimigus valsts apbalvojumus, to skaita PSRS
Valsts prémiju (sauktu “Stalina prémija”). Vinu ievél par PSRS Augstakas padomes deputatu.

Bet ta pasa 1949. gada 25. marta naktl pari Latvijai parvelas otrs masveida deportaciju
vilnis (42 000 izsatito). Uz Sibiriju tiek aizvests ari lvanova dzivesbiedres Leonoras bralis. Ka ar o
liktena triecienu sadzivo atskanojumu, pagodinajumu un atkalatzisanas eiforija? Ka ar jaunradi un
personisko labklajibu saprotas komponista sirdsbalss?...

lesp&jams, lvanovs dalgji notic briniskajiem lozungiem par vistaisnigakas, visdemokratiskakas
iekartas radisanu, kuras varda pielaujami un nepiecieSsami pat upuri. Sabiedriskie, saimnieciskie
un ekonomiskie parkartojumi Latvija un ipasi komponista dzimtaja Latgalé, ka ari aktivie procesi
kultGras dzivé (pasa neceréta publicitate) sakotnéji skiet vilinosi. Vel nav zudis ari saras, tacu pasu
roku veidojamas péckara atjaunotnes entuziasms. Un neaizmirsisim, ka $is laikposms ir lvanova
garigo un fizisko spéku pilnbrieds un varbut personiski vislaimigakais laiks. Jo vinam ir milosa,
uzticiga sieva. Ir allaz siltas un spodras majas. Un ik ritu modino$s saulstars — augoss déls.
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Lai vai ka, bet uzspiestais "bezkonfliktu” laiks — 40. gadu beigas un 50. pirma puse — k|Ust par
pasu saulainako, harmoniskako Ivanova dailrades periodu. Ne pirms, ne péc tam vina skandarbu
forma nav tik parskatama, izsvérta, klasicistiski sakartota. Reti skaistu un etniski savdabigu melodiju
bagatiba rodama Vijolkoncerta (1951) un Septitaja simfonija (1953). Klaviermazika sis laiks atnes
loti popularas un joprojam biezi spélétas Variacijas mi minora (1948; veltijums délam Igoram) un
Piecas preludijas (1953). lecienits tauta Ivanovs klUst ar muziku kinofilmam “Salna pavasari” (1955)
un "Zvejnieka déls” (1956).

Vai konflikti Ivanova maksla zudusi uz neatgriesanos?

|

Uz Rigas dzelcelstacijas perona paradijusies divaini, neredzéti laudis: pelékam, izdzisusam
sejam, izkritusiem matiem un zobiem, skrandainas drébés, ubagu neslavam plecos. Kas vini tadi,
no kurienes? Neskaidra jutona parnem ridziniekus, mulsi mingjumi celo no cita pie cita...

1956. gada februari notiek padomju kompartijas 20. kongress, no kura tribines Nikita Hrusc¢ovs
pazino: parak ilgi Stalina personibas kults kroplojis padomju lauzu dzivi, postijis gimenes, izdzésis
miljoniem dzivibu. Tadé| reabilitéjami it visi, kuri tikusi nepatiesi apvainoti nodarijumos un
varmacigi atrauti no savu maju pavardiem.

Tie ir vini — izdzivojusie, kuri no izsttijuma vietam nu atgriezas majas...

ValstT un sabiedriba sakas process, kas ieceréts ka liela méroga pasattirisanas, katarse. Tas
iegUst apziméjumu “atkusnis”.

Bet jau gadu pirms pasludinata atkusna Rigas teatru publiku sava vara némusi “Karala Lira"
izrade Krievu dramas teatri ar izcilo Juriju Jurovski titulloma. Izradi savilnots noskatas ari Janis
Ivanovs, péc kam meklé un parlasa visas pieejamas Sekspira tragédijas.

“Lira” iestudéjums apbruno Ivanovu ar drosmi tagad pasam radit jaundarbu - tragisku,
skistijosu, caurcaurem patiesu. “Nost, nost, jus liekas grabazas!”- sis Lira sauciens labi der ka Astotas
simfonijas (1956) moto. Un ka dzili sapiga skandarba rezuméjums - “Karala Lira” noslégumrindas:
“Mums sara laika smagums japacies; Lai sakam brivi to, kas sirdis spiez”” Astota simfonija ir tautas
liktenu un personigas pieredzes skaudrs $kérsgriezums, viena no lvanova simfonisma augstakajam
virsotném.

Astotas simfonijas pirmatskanojums notiek 1956.gada 9.oktobri Leonida Vignera vadiba. Sis ir
Jana Ivanova piecdesmit gadu jubilejas koncerts, kura programma péc ilga partraukuma izskan art

"



Ceturta simfonija “Atlantida”. Bet 1958.gada Arvids Jansons dirigé Astoto simfoniju festivala “Pragas
pavasaris”

1957. gada top simfonisks télojums “Lacplésis’ kura atveidu radusi ikkatra latviesa sirdi muzdien
aukléti, no folkloras smelti un literatara, maksla, muzika daudzkart adaptéti téli: spékavirs un brivibas
cinitajs Lacplésis, tautas vieduma metafora Spidola, dzimtenes un uzticibas simbols Laimdota, zemju
un tautu iekarotajs un paklavéjs Melnais bruninieks. Kaut katram no Siem téliem komponists atradis
iezZimigu intonativo raksturojumu, tie tomér ciesi un caurvijus saistiti formas grodajos ietvaros, ka
izcirsti vienota monolita bareljefa. Telojums tapis gandriz vienlaikus ar Astoto simfoniju, kas izskaidro
paraléles abu opusu tematisma un télainiba. Dominé spékpilni Zesti, masivas, muskulotas kontdras.
Orkestracijas palete: dubultojumi, tumsas, piesatinatas zemes krasas.

llga laika posma Janis Ivanovs briedinajis klavierkoncerta ieceri. Pastav versija, ka pirms mums
zinama Klavierkoncerta ticis komponéts cits koncerts, kuru, lidz pusei uzrakstitu, autors iznicingjis.

Klavierem Jana lvanova dzivé iripasa loma. Sis instruments bija tas, kas sava laika péc profesora
Jazepa Vitola silta ieteikuma “atraisija rokas” (tiesa un plasaka nozimé) vél gluzi jaunajam Latvijas
konservatorijas studentam. Muzikologe Vizbulite Bérzina uzsver, ka klavieres “visos laikos bijis
uzticams komponista mekl&jumu un atklasmiju liecinieks. Klavieres ir sabiedrotais, kam pirmajam
komponists uztic jaunu darbu ieceres. Klavierdarbi Janim lvanovam dazkart ir jaunu pagriezienu
ievaditaji, pionieri, kas iet vél neuzpléstos muzikas télainibas un valodas lidumos”

Jana Ivanova Klavierkoncerts (1959) uzskatams par parejas darbu. Tas vél saglaba muzikas
valodas iezimes no Astotas simfonijas un “Lacplésa’; bet reizé ari iezvana 60.gadu visai radikalo
pavérsienu. Ar Klavierkoncertu Ivanova muazika ienak pilséta, lai gan laukus, dabu, visu zemi
kopuma Ivanova dailrade jau nepamet nekad.

Nevienam no trijiem Ivanova instrumentalajiem koncertiem nepiemit spoZa virtuozitate.
Soloinstrumenti tajos nevis kalpo ka riki, ar kuru palidzibu solistam apliecinat tehnisko varésanu,
bet gan (reizém atsakot sadiem muaziku ldgumiem un vélmém) pauz domas, jatas — izteiktas
pirmam kartam caur tematismu, melodiku, konfliktéjosu monologu. Klavierkoncerts noslédz Jana
Ivanova koncertu triadi, un koncerta Zanrs taja ir dramatizéts, tuvinats simfonijai. Par to liecina
krasaks télu pretmetiskums, visu cikla daju tematiska vienotiba, klavieru skanéjuma “simfonizacija”.

Pirmas dalas galvena partija sastav no diviem kontrast&josiem, antagoniskiem elementiem:
pretkustibas un lejupkustibas. Ka griba un Saubas, téze un antitéze Sie téli nosaka visas dalas un



18 patiesiba visa koncerta talako attistibu. “Negaiditas, |oti brivas ritmu, tempu un dinamikas mainas
ienes muzika asus pretstatus. Deklamatoriska, recitéjosa, improvizatoriska tipa veidojumus, it ka
brivas, atklatas “sarunas pie klavierem” nomaina tvirti, aktivi ritmi, noteikti, briziem pat motoriski
tempi” (Vizbulite Bérzina).

Lidz ar Klavierkoncertu Janis Ivanovs it ka atvadas no dzimtas zemes siltajiem, pazistamajiem
mérogiem un dodas lukot plasakus apvarsnus. Patiesiba jau 30. / 40.gadu briedumdarbos ving
sevi postuléjis ka pasaules pilsoni, ka cilvéces senatnes noslépumu izzinataju un nakotnes
jausmu atminétaju. Tagad, rakstot Devito simfoniju (1960), lvanovs atgriezas uz tas mekléjumu
un atradumu trases, uz kuras vins bijis jau Piektas simfonijas tapsanas perioda. Atgriezas un sper
drosus solus talak. leklausisimies Devitas simfonijas pirmas dalas galvenaja partija, galéjo registru
nospriegotaja orkestra tutti. Ta ir priekSstatu un mérogu izplesana, pasaules paplasinasana, alkaina
izlausanas! Ivanovs raksta atbilstosi savam iekséjam radosajam aicinajumam, raksta ta, ka vélas.
Vinu vairs nesasaista dogmatiski iegrozojumi.

|

Trijos gados kops 1956. gada saktajam parmainam socialisms Latvija mazpamazam iegUst
cilvéciskaku seju. Vietgjas kompartijas lémumi kalpo pirmkart latvieSu tautas dzivo spéku
atjaunotnei. Tas notiek, pateicoties pie varas esosajiem reformkomunistiem, kuri, budami
Hruscova vaditas atklatibas un pasattirisanas politikas iedvesmoti, tic, ka spés uzcelt plaukstosu
un ziedosu, tautas parvalditu, socialistisku un nacionalu Latviju. Tomér pasmaju karjeristi gatavo
revansu. 1959.gada vini nostta uz Maskavu véstijumu, kura apstdz republikas vaditajus aktiva un
agresiva nacionalisma. Riga ierodas pats Nikita Sergejevi¢s un nolasa bargu lekciju par socialistisko
internacionalismu un padomju tautu nesatricinamo draudzibu. Driz vien seko represivs trieciens:
tiek atstadinata lidzsingja vadiba un liels skaits (apméram 2000) nacionali domajosu komunistu
un bezpartejisko dazada limena administrativos postenos. Vinu vieta nak prokrieviski noskanoti
ielikteni, vairs nav skérsJu Latvijas intensivai rusifikacijai un infrastruktaras izpostisanai. Sekmigi
tiek istenots maskéts genocids (garigs un fizisks) pret latvie$u tautu. ST procesa redzama puse
ir, pieméram, tautas tradicionalo saulgriezu svétku Janu (Ligo) aizliegsana, kad ar ugunsdzéséju
palidzibu tiek apdzésti kops senlaikiem iecienitie ritualie ugunskuri. Bet neredzama puse - tie ir
taustekli, kurus jo dienas jo dzilak sabiedribas struktira un apzina laiz VDK. Ka $ajos apstaklos ar
jaunradi un oficiali ieredzéta statusu spéj sadzivot komponista sirdsapzina?



Maz mums ir vardisku (drukatu) liectbu par Jana Ivanova attiecibam ar varu, politiku (tadu,
ka, pieméram, Sostakovica memuaru). Ivanovs netika rakstijis dienasgramatu vai piezimes uz
manuskriptu malam. Kada no intervijam, vaicats par realitates atspulgiem dailradé, lvanovs atbild
visai stoiciski: “Makslinieks ka fotografs visu mazu, visos apstak|os fiksé istenibas iespaidus: lielus un
mazus notikumus visas tautas un atsevisku cilveku dzivé, savus un citu pardzivojumus, noskanas,
dabas krasas, skanas. Tikai uznémumi tiek attistiti ne vienmér uzreiz, nakosaja diena, bet péc
gada, citreiz desmit, trisdesmit...Viss glabajas kaut kur atmina, jauni iespaidi saplUst ar agrakajiem
un grati, gandriz neiespé&jami noteikt, kuri ir svarigakie muzikas téla izraisisana. Vai ligo dziesmas
altzija Devitas simfonijas finala arf butu uzskatama par fotouznémumu, pie tam tadu, kas tapis uz
karstam pédam? ...

"Atkusnis” neturpinas ilgi. Valsts varas vartu sargi bailés no visaptverosas pavasara aukas steidz
vartus atkal vért ciet. Tomér sabiedriskajiem un kultlras procesiem dogmatiskus iemauktus uzlikt
vairs neizdodas. Milzu kapacitate piemit intelektualajam rosmém lielakajos Padomijas centros. Kaist
disidentiskas zemstravas: no rokas roka, nopietni riskéjot, masinraksta kopiju veida celo Aleksandra
Solzenicina manuskripti. Ikviens jauns Dmitrija Sostakovi¢a opuss vai Jevgenija Jevtusenko dzejolis
tiek kaismigi gaidrti.

Janis Ivanovs komponé radosa kontrapunkta ar savu laikabiedru devumu — ar Ojara Vaciesa
dzejgramatas "Elpa” socialas atbildibas piesatinatajiem vardiem, ar Jana Pauluka saules, jaunibas
energijas un prieka eksplozijam vai ikviena vina audekla. Par tautas identitates un pilsoniskas
apzinas uzturétaju klust inteligence. Ja Latvijas politiska un ekonomiska vara nonakusi svesas rokas,
tad vienigo atlikuso bastionu — garigo — janosarga radosajiem |audim. So misiju uznemas Latvijas
radosas savienibas (rakstnieki, makslinieki, komponisti) un pilda to Iidz pat Latvijas valstiskas
neatkaribas atgtsanai 1991. gada.

40. un 50. gadu "dzelzs priekskars” nu ir manami sarQséjis, caur ta spraugam arvien drosak
ieplUst pasaules elpa. Noteiktu vietu Rigas koncertzalés atgust Debisi, Ravéla, Malera, Skrjabina,
Simanovska, Stravinska, Bartoka, Respigi, Barbera, Gérdvina muzika. Par passaprotamu programmu
sastavdalu klist Prokofjeva un Sostakovica simfoniskie opusi. Atbraukusie viesdirigenti un
viesorkestri iepazistina ridziniekus ar Artlra Onegéra, Hansa Eislera, Bendzamina Britena, Bohuslava
Martinu, AnrT Ditijé un citu darbiem. Poju muziki blakus Vitolda Lutoslavska un Tadeusa Berda
partitiram Soké Rigas publiku ar Ksistofa Penderecka svaigi tapuso séru maziku “Hirosimas upuru
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20 pieminai’. Bet Parizes orkestris savas krasainajas programmas liek iezaigoties “Marteno vilnu’
eksotiskajam tembram. So programmu ieintereséts klausitajs un dazkart ari laikrakstu uzaicinats
recenzents ir Janis Ivanovs. Ir saisto$i viesu atvesto salidzinat ar savu pasa veikumu. Saméroties,
radosi impulséties.

|

60. gados Janis Ivanovs rada virkni opusu, kas izteiksmes zina |auj vinu pilntiesigi uzskatit par
divdesmita gadsimta komponistu. lvanova skanu valoda k|Gst aizvien lakoniskaka, grafiskaka, vins
adapté neoklasicisma principus. Kadu milzigu evollcijas ceJu nogajis Ivanova tematisms — no
Sopéniskiun skrjabiniskiiekrasotam, liriski episkam, tipiskiromantiskam melodijam dailrades sakotné
[idz divpadsmittonu témam 60. gados! Divpadsmit skanas kartojot dazadas vertikalas kombinacijas
uz tonala pamata, ka ari, lietojot poliskankartu un politonalitasu elementus, harmoniskajai valodai
tiek pieskirts spriegums un disonantums. Paradas arf jaunatrastas ritma formulas. Orkestra sastava
tiek ievestas klavieres, ta kapinot kopskanas dinamismu. Izteiksmé viseksperimentalakais lvanovs
ir sava Desmitaja (1963) un Divpadsmitaja simfonija (“Sinfonia energica’, 1967). Pédéja sasniedz
lakonisma rekordu, ta ir pati isaka no pilna simfoniska sastava briedumgadu simfonijam — vien 24
mindtes. Savus ieskatus par simfonijas zanra metamorfozém Ivanovs pauz sekojosi: “Sodien, kad
dzives attistibas tempi ta pieaugusi, kad katra diena, katra stunda nes jaunas, neredzétas atklasmes,
jaunus notikumus, cilvéka uzvaras par dabu, art mazikai japieskanojas dzives likumiem. Masdienu
klausitajam vairs nevar likt klausities cetrdesmit, piecdesmit minGsu garu simfoniju. Sodien vairs
nevar likt ilgi izsekot kada viena muzikas téla attistibai”

Kamermduzika 60. gadi Ivanovam atnes Treso stigu kvartetu (1961), “Sonata brevis” (1962) un
"Andante replicato” (1963) klavierém.

Sai laika Janis Ivanovs atrodas latviesu jaunas mazikas avangarda, kopsoli ar vinu iet nakosas
komponistu paaudzes drosmigakie, meklgjosakie parstavji — Romualds Grinblats, Artlrs Grinups,
Edmunds Goldsteins un citi. Ivanovs priecajas par vinam atvéléto radoso brivibu, izbauda iespéju
meklét un rast kreativi, inovativi. Bet, skiet, vinu nav vadijusas kadas arogances vai modernisma
tieksmes par katru cenu. Pamatojums jaunatklasmém cits. Ivanovs, badams butiba tradicionalists
(zemes cilvéks, cilveks dzili un ciesi tauta), nav varéjis sava muzika nereagét uz globalajam
parmainam, ko cilvécei nesusas divdesmita gadsimta milzigas kataklizmas. Brazmaini uz prieksu
traucies laiks, atnesdams nezéligas parvértibas — tadé| bijis jamainas ari mazikai.



Interesanti, ka tajos pasos 60. gados lidztekus pieminétajiem nozimigajiem opusiem Ivanovs
sacer nelielu vokalizi jauktajam korim “Rudens dziesma“(1964). Diez vai toreiz kadam ienak prata, ka
ar So it ka necilo saceréjumu komponists iezvana jaunu laika garu nevien sava, bet pat visa latvieSu
mzika - “jauno romantiku’ Tikai kad 1971. gada pirmoreiz izskan Cetrpadsmita simfonija, “Sinfonia
da camera’, nevienam vairs nav saubu: visi esam septindesmito gadu jaunadaptétas romantikas
liecinieki un lidzdzivotaji. Péc Cetrpadsmitas pirmatskanojuma klausitajus sava vara ilgi notur $is
muzikas silta atklatiba, intimitate. 1zcila latviesu vijolnieka Valda Zarina spélétais Otras dalas sonorais
vijoles solo uz plUstosi slidoso stigu vertikalu fona skiet ka spogulis, kura pats autors ielkojas ilgak
neka citkart. leltkojas ka sava paralélaja pasaulé. Kritika pécak raksta:“Sis darbs ir ka pérle, ko izsme)
no klusam dzilem! Recenzentu izprovocéts izteikties par simfoniju, Ivanovs atzist, ka “ta rakstita
ar sirds asinim un taja salijusas dzives izauklétas vismaigakas un reizé ari visskaudrakas dvéseles
skanas”. Simfonijas tapsanu rosinajis 1967.gada dibinatais Latvijas Filharmonijas kamerorkestris ar
ta ilggadigo vaditaju Toviju LifSicu. Lidz ar interesi par pirmsklasicisma muzikalo mantojumu un
vélmi péc pietuvinatakas, personiskakas muzicéSanas $adi kamerorkestra sastavi tolaik rodas ari
Vilna, Maskava, Leningrada, Kijeva un citur.

Ja Piecpadsmita (“Symphonia ipsa’, 1972) un Sespadsmita simfonija (1974) vél it ka atvadas
no dzives sartpétajam kolizijam un konfliktiem, tad Septinpadsmita (1976), Astonpadsmita (1977)
un Devinpadsmita simfonija (1979) iezimé laiku, kura, saucot talka atminas un reminiscences, tiek
mekléta harmonija, miers, izlidzinajums. Sim simfonijam saturiski piek|aujas ari Klavieru trio (1976).

1972. gada tiek pabeigts 24 skicéjumu” cikls klavierém, kas kl|dst par suveréna ivanoviska
klavierstila kvintesenci.

Eksisté dazadi viedokli par Jana Ivanova simfonika razigumu, par to, kalab gan vinam bijis
nepieciesams sacerét tik daudz — divdesmit vienu simfoniju. Vai vins tiesam bijis tik mazikas parpilns,
véstijumu parbagats? Vai ari, stingri turédamies nemitiga simfoniju radisanas ritma, vins spéjis
atsvabinaties no iekséjas spriedzes? DaZs ironiski nodévéjis lvanovu par maratonistu, sportistu.
Grati te rast viennozimigu atbildi. lespéjams, varétu bat izvirzama vél viena hipotéze: visa radosa
muUza garuma lvanovs tiecies uzrakstit savu idealo simfoniju, tadu, kas vinu pasu apmierinatu
pilniba, simtprocentigi. Skiet, Divdesmita simfonija (1981) tada visbeidzot ari ir, un iepriekigjo
simfoniju virkne, kaut ar neapsaubamam virsotném, bijusi ka ilgs un neatlaidigs sagatavojums sai
vienai, idealajai. Divdesmita — tas ir priekspédéjais vards Jana Ivanova simfoniju plejadé. Varbat
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tadé| visdramatiskak, vissmeldzigak, visizmisigak pateikts. Krasak neka jebkad Seit polarizéjas abas
Ivanova vélinaja dailrades perioda izvirzitas pamatsféras: tagadne (realitates skaudras atskarsmes,
liktens nepielidzamiba) un pagajusais laiks (atminas, reminiscences, nepiepilditas ceribas). Pirmas
izteiksme (divpadsmittonu témas) novedinata lidz maksimalam lakonismam, nervozi aprautiem
Zestiem. Savukart otrajai atvélétas nevien epizodes (salas) dalu ietvaros, bet pat vesela tresa dala,
kas ir agrina, 30. gados tapusa menueta dinamizéts parveids. Simfonija beidzas nesamierinati,
tragiski.

Nepabeigtas Divdesmit pirmas simfonijas (1983) tris dalas péc autora atstatam noradém
teicami orkestréjis Jana Ivanova kompozicijas klases absolvents Juris Karlsons.

Pasa maza nogalé Ivanovs savu skandarbu klasta var ierakstit vél ari 15 jaukta kora vokalizu
un 20 klavierpreltdiju ciklus. Dazos gadijumos viens un tas pats muzikalais materials realizéts gan
ka vokalize, gan preltdija. Vokalizés dazviet instrumentala faktara, preltdijas — balsim tuvinata.
“Migla’, "Zimé&jums”, “Lietaina diena’, "Gajputni’, “Rudens dziesma”.. Atsakoties no dzejteksta, bet ta
vieta dodot poétiskus nosaukumus, Ivanovs |aujas otrai savai jaunu dienu aizrautnei — glezniecibai.
Glezniecibai ar skanu krasam, harmonijam, tonalitatém. Briziem te atplaiksnas kaut kas no krievu
liturgiskajiem kora dziedajumiem (tala atmina no dziedasanas baznicas un laicigajos koros toreiz,
zéna gados, béglu laika). Bet turpat blakus — latviska kora krasa, diatoniska, Melngailim tuva. Saja
salikuma tad laikam ari rodams muzikali latgaliskais. Sos divus krasziedus sava mazika apvienojis
Janis Ivanovs, latgalietis.

Janis Ivanovs aiziet maziba 1983. gada 27. marta.

|

Jana lvanova simfoniskos darbus interpretéjusi dirigenti Lavro Matacics, Isajs Dobroveins, Janis
Medins, Leonids Vigners, Aleksandrs Hauks, Arvids Jansons, Pjetro Ardzento, Kurts Zanderlings,
Edgars Tons, Eri Klass, Jorma Panula, Genadijs Rozdestvenskis, Fuats Mansurovs, Mir¢a Basarabs,
Romans Matsovs, Natans Rahlins, Karls Eliasbergs, Tovijs Lifsics, Leons Reiters, Vasilijs Sinaiskis, Pauls
Megi, Imants Resnis, Andris Vecumnieks, Normunds Sné, Atvars Lakstigala un citi.
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Being endowed with an outstanding and
uncommonly vivid miniaturist talent, Janis
lvanovs has, nevertheless, persistently
cultivated and developed the symphonic
genre as a significant component of

his creative work. Did he sense this and
acknowledge it as his mission and life’s
purpose — to bring to Latvian music the
scope and breadth, the almost theatrical
winds of drama and tragedy so evidently
missing therein? For the evolution of Janis
lvanovs's symphonies essentially is the
developmental path of Latvian symphonic
music in general.
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One must agree with the laconic and precise characterisation by musicologist Arnolds Klotins,
where he states that “the evolution of Ivanovs's creative work was heavily influenced by historic
events. The philosophical and psychological aspects of homeland and the individual are the stimuli
for his creative efforts, fundamental themes of his creative work. The most characteristic trait of his
artistic thought process — romantic poem-type development fused with the dramaturgy of sharp
conflict”

For the purposes of this album — a showcase of the composer’s output — we wished to select
those works by Janis Ivanovs which have been most frequently performed throughout his lifetime
up to this day, and have also been most well received by performers and listeners alike. Upon
reviewing the impressive range of his creative output, it became clear that the overwhelming
majority are popular and frequently performed works, and that a single disc could accommodate
only a small portion of them. It therefore seemed important that this selection reflects the very
essence of the fruition of lvanovs's conceptual and artistic efforts. Namely, that the composer who
sprung out of late romanticism into the new nationalist movement, developed dynamically and
even dramatically into a noteworthy representative of 20th century music.

Concerto for Piano and orchestra (1959) in full scope represents the composer’s attitude
toward the instrument that was to be his most trustworthy lifelong companion. The piano - his
laboratory for creative experiments and seismograph of the most imperceptible movements of his
inner being. One of the first to premier the Concerto and who later performed it frequently, Igor
Zhukov, eminent Russian pianist of Latvian descent, reveals not only its musical notation but, more
importantly, the emotional content within.

Symphony Nr.14 (“Sinfonia da camera”, 1971), due to its musical charisma and compact
dimensions (written for strings, duration 22 minutes), has been performed, with pleasure, by all
of Latvia's chamber orchestras, from student groups to experienced professionals. Under the
direction of Tovijs LifSics the Chamber Orchestra of the Latvian Philharmonic has presented this
work as the pride of Latvian music to listeners in countries near and far.

Symphony Nr.20 (1981) brilliantly crowns the entire symphonic path taken by Janis Ivanovs.
Vassily Sinaisky, artistic director and principal conductor of the Latvian National Symphony
Orchestra from 1975 to 1987, has been a very engaged interpreter of the master’s last six
symphonies.
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Janis Ivanovs was born on the 9" of October, 1906, in Preili, Latgale - located in the Eastern
region of Latvia.

Similar to most pioneers of Latvian culture, Janis lvanovs was no stranger to herding during
his childhood. There in the natural surroundings of his native Latgale he gathered the richness of
colours and images that would become a source of inspiration for the remainder of his creative
life — from early symphonic poems and solo songs to choral vocalises of his later period. The
Latgalian landscape - fields, hills, lakes — inherently picturesque, noble and, when compared to
other regions of Latvia, offers a seemingly broader perspective. When reaching a hilltop in the
highlands one gets a sense of distance. This perspective encourages thinking global thoughts. It
may not be coincidence that Latvia's greatest poet, playwright and philosopher Rainis also hails
from this part of Latvia.

Already in early childhood the future composer receives the rich and inexhaustible legacy of
folk songs from his mother, Tatjana Ivanova. However, the lvanovs family traditions were not solely
and typically rural. His father, Andrejs Ivanovs, an adept electro technician, maintained the spirit
of enlightenment and self-teaching in his household, in spite of being a member of the church of
Old Believers. Recognized classics in world literature, music, theatre were honoured there. When
parents noticed that their son showed talent not only in music, but was interested in drawing
and painting as well, they supported developing skills in both art forms. Clearly, the visions for the
future of a young boy growing up in such a nurturing environment exceeded those of a typical
herder. In beautiful calligraphic handwriting Janis signs his first musical essays “Johann lwanoff”. In
1993 when Leonora lvanova was asked to imagine her spouse in early childhood, she replied:“he
was not one who could offhandedly be told to “mind your place™.

Due to the influence of historical and geographical conditions Latgale has developed
differently from the rest of Latvia. Latgale is located in a crossroads, it shares borders with Lithuania,
Belarussia and Russia. From an ethnic standpoint Latgale is the most diverse region in Latvia — it
is inhabited by Latvians (Latgalians), Lithuanians, Russians, Polish, Belarussians, Jewish and other
nationalities. Latgale is the citadel of Catholicism in Latvia (the well-known basilica of Aglona is
located there), but communities of Russian Orthodox and Old Believers are just as firmly rooted
there. Over the sands of time Latgale has been known by many names, it was called Inflanty when
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occupied by the Polish empire, named the Vitebsk province during czarist Russian regime, and
even nicknamed the Eastern outpost of Latvia. Due to various adverse historical processes Latgale
has, over the centuries, earned the reputation of being a peripheral and backwards region.

|

At the end of WWI fate brings the Ivanovs family to Russia as refugees. The first years
of elementary school Janis spends in Vitebsk and Smolensk. (Might not this refugee period,
considering the kilometres travelled and years spent far from home, become the future composer’s
most significant life's odyssey? Never again did he travel to distant lands. He turned out to be a
person who lived an austere, conventional lifestyle with a rigorous work routine.) The people he
met at that time in Russia - the country weakened by hunger and by shocks of global proportions
(the 1917 uprising and ensuing civil war), the first sparkle of unexpected but genuine art and the
wonder of beauty on a backdrop of confusion, sinking into hopelessness — just like the time when
the musicians of a symphony orchestra, exhausted from the long journey, held their rehearsal
on the platform in the train station — this all gave substance to many creatively fulfilling later
years and many works, including the last symphonic retrospectives. Possibly at that time, not yet
verbally formulated, still developing in the subconscious, the real mission of his creative persona
was taking shape: not to beautify life, but rather to reflect life as it is, true to a fault.

|

In 1920 the Ivanovs family returns to their homeland, now newly independent Latvia. When
the harvest chores at his father’s farm were completed, Janis heads to Riga, where he takes private
lessons to prepare for entrance exams to the Conservatory. Each time his trips to the capitol city
are too brief, but what's to be done — his means run out.

Again in 1924 the harvesting responsibilities on his father's farm extend into late autumn,
when admission to the Conservatory has been finalised. However, Ivanovs decides to travel to
Riga and try anyway. After listening to several of his compositions, rector Jazeps Vitols accepts
Ivanovs to the Conservatory, but first, to the department of piano performance. The professor is
convinced that by developing his piano playing technique, his imagination as a composer will be
more easily released.

In 1926 Janis Ivanovs is admitted to the composition class of professor Jazeps Vitols. Five years
of study in the basic study program are followed by two years of master's work.



The influence of Chopin and Scriabin are perceptible in the student’s compositions, yet one
cannot miss the features already clearly lvanovs: a certain heaviness, abrupt angularity, spitefulness
and bitterness. For he is Latgalian. And, as he later half-jokingly was wont to say: “There are many
Ivanovs, but only one Janis Ivanovs”.

Janis Ivanovs graduates from Jazeps Vitols's composition class in 1933 with his work —
Symphony Nr.1 in a single movement (“Poema sinfonia”), at the same time receiving certificates
of his qualification as both pianist and symphonic orchestra conductor. This symphony has had
a happy fate. After the premier performance in 1934 under the direction of Janis Medins, it was
conducted on numerous occasions by Croatian Lavro von Mataci¢ (Riga, Belgrade, Zagreb) and
Russian maestro Issay Dobrowen (Milan, Warsaw). The Symphony has also been performed with
the author himself conducting.

Upon completing his studies at the Conservatory, Ivanovs the composer had added to
his portfolio the First String Quartet (1932), Sonata (1931) and Theme and Variations for Piano
(1930). To this day the Quartet and the two middle sections of the Sonata (Poem and Scherzo)
are still actively performed in concert. But the Variations were revised and in 1959 published as
Variations — Etudes.

After completing his studies at the Conservatory Janis Ivanovs works at the Latvian Radio
as a sound engineer and conductor. This, in a sense, becomes a new learning period for the
composer. Direct contact with the orchestra in live radio broadcasts allows him to understand the
nature of symphonic sound to the smallest of nuances. In the music library of the radio Ivanovs
familiarizes himself with the latest musical accomplishments. They are works by Debussy, Ravel,
Dukas, Scriabin, Szymanovski, Stravinsky, Honegger, Respighi, Bartok, which seemed defiantly
exotic when compared to the predominantly classical and late-romantic influences shaping the
musical life of Riga at that time. Albeit gradually and deliberately (not as excitedly as peers and
colleagues Volfgangs Darzins, Adolfs Skulte, Margeris Zarins), Ivanovs incorporates some of these
impressions into his new compositions. This is most strikingly evident in the symphonic poem
"Varaviksne” (Rainbow), composed in 1939, a work with the harmonic heart and orchestral quality
of Scriabin and Debussy.

By the Thirties the characteristic composition style of Janis Ivanovs has developed very unique
traits. First and foremost is melodic line that is drawn from the depths of Latgalian folklore, which
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is also close to Slavic broadly lyrical melodies. The harmonic language, being fundamentally late
romantic, is often supplemented with impressionistic layers. Structures of thirds, parallel chords are
characteristic. However, the dense contouring, dark, sorrowfully thick colouring of his orchestration
relates lvanovs to Sibelius and Franck.

During this time his creative work develops in two parallel and, in terms of content,
interrelated yet discernable directions. The first is represented by programmatic compositions
on pastoral themes and devoted to his birthplace: Suite “Latgalian landscapes” (1935), symphonic
poems “Cloud Mountain”(1938) and “Rainbow" (1939). In addition to these works come 30 songs
for solo voice setting poems by his peers and fellow countrymen, and a similar number of folk
song arrangements.

The second, non-programmatic direction is represented by Symphonies Nr. 1 (1933), Nr. 2
(1935) and Nr.3 (1938), as well as Concerto for cello and orchestra (1938/1945). These works as well
have sprung from the themes and imagery of his native land. But from a background of images of
nature emerges the individual himself, with an open heart and soul, and the element of human
psychology, dramatic collisions must be accommodated within the music. Questioning about
omni-unified Content, about the original Source begins.

First orchestral works by Janis Ivanovs and, more notably, his first three symphonies are
essential contributions to Latvian symphonic music, even more specifically, to the creation and
establishment of Latvian symphonies. It's useful to recall that up until WWII, counting the
symphonies of Jazeps Vitols, brothers Jazeps and Janis Medins and Péteris Barisons, the addition of
the first three by Ivanovs round out the list of first ten Latvian symphonies ever written.

To this day the colourful symphonic poems “Cloud Mountain”and “Rainbow” are works easily
incorporated into orchestral programming. But the Concerto for Cello, without a doubt, has
become the symbol of Latvian classical music.

|

In the Thirties Ivanovs strives to take advantage of nearly all opportunities for facilitating
intellectual development that are offered by life in the capitol city. He is seen at art exhibits. His
circle of friends includes artists and together they attend lessons on the harmony of colours taught
by Vilhelms Purvitis at the Academy of Art. Ivanovs attends lectures given by the Folk University,
utilizes library services. He is swept away by the thorny characters of heroes in novels by Knut



Hamsun. He is tantalized by the free-thinking man presented in writings of Friedrich Nietzsche.
For Ivanovs the role of the individual personality in life’s struggle toward truth is an issue distinctly
close to his heart.

His intellectual endeavours also include becoming well versed in ancient history. lvanovs is
very interested in the legends of antique civilizations which, upon invoking the wrath of God,
condemn themselves to ruin. His search for knowledge leads him to many books on science and
fiction, among them Plato’s “Dialogues” The idea came to him to create a tragic triad for the stage,
where a narrator, ballet, stage design and lighting would join forces with a symphonic orchestra.
In the late Thirties Ivanovs begins work on the first movement of this trilogy, which would be of his
Symphony Nr. 4 “Atlantis” (Because it is a syncretic work for the stage he puts together something
of a libretto for "Atlantis” This is the only time he writes a textual program for one of his own
works. In the following years he distances himself from writings on his music and even comes to
denounce the practise)

Might the exotic temptation of this idea be the sole reason for him to begin work on a project of
such grand scope, that can in no way be considered an easy task? It would sooner be the increasingly
stifling atmosphere of impending darkness of the day that remained unnoticed, possibly, only by
peers whose sensibilities were dulled by indifference. In spite of the fact that the mass media of
a small, neutral country cautiously reported events, one could not be unaware of the processes
unfolding in Europe. And when the forces of fascist Germany march into Poland and when the Soviet
Union place their military war bases in the Baltic countries it becomes clear: the world of the Thirties,
this blossoming Atlantis, will soon sink under the waves of cataclysm, never to return again.

"Atlantis” by Ivanovs is close to Divertimento by Bela Bartok, “La danse des morts” and
Symphony Nr. 2 by Arthur Honegger, Double concerto by Bohuslav Martind. It emerges as a work
of prophecy and warning.

Soon thereafter the evil premonitions are fulfilled in Latvia as well. On 16 July 1940 the
Latgalian Song Festival is held in Daugavpils. Boasting 8000 participants and more than 50 000
people in attendance it becomes the largest event of its kind held in Latgale. Among works
especially commissioned for this festival is "Razna’, poem for wind orchestra by Janis Ivanovs. After
the festival concluded some of its participants cross paths with a large number of Red Army tanks
headed for Riga. Most likely Ivanovs also sees these tanks.
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Neither of the occupations (Soviet, 1940 — 1941, and fascist Germany, 1941 — 1945), nor war
time offer favourable conditions for implementing visions of broadest dimensions or theatrical
expressions in a staged version. For this reason the score of “Atlantis’, completed in 1941 and
performed in concert two years later, was to be its final version. The only aspect bearing witness to
the original grand syncretic project is the vocalise for female choir in the slow second movement
(the Song of Poseidon’s daughters) of the symphony and the masculine ritual dance in the third
Scherzo movement. In the name of exotic colour the triple-sized orchestra is supplemented with
three alto saxophones and celeste.

The first and last movements - messengers and expressions of ruin - serve as a massive arch
connecting the both middle movements of the symphony. It is an unbridled symphonic eruption,
they are huge fatal waves that raise desperate calls for survival and then release, plunging into
forsaken abyss. Such a forceful conflict of opposing powers appears in his music for the first time.
"Atlantis” by Ivanovs is the first real symphonic drama, not only in the context of his creative body
of work, but in Latvian music altogether.

Just as the symphonic poem “Rainbow” was influenced by examples of 20th century
symphonic music, so did the impressionistic colours of the Fourth Symphony “Atlantis” suggest
early currents of postimpressionism and expressionism.

|

How did the life of Janis Ivanovs unfold in the first half of the Forties — this time of global
shocks when the occupation of one super-power replaces another and, in the process, tears away
many of his colleagues and close friends, placing them in exile or even destruction? It might be
said that fate is kind to him. During this time Ivanovs gets married. His sensitive and understanding
wife Leonora provides harmony in their private life. In 1939 the couple acquires a small two-room
flat in the courtyard of a quiet street in Riga, which is where they make their home until the end of
their days. Their son Igors, future pianist, curator and researcher of his father's musical legacy and
sound engineer with the Latvian Radio, is born in 1940.

Upon the onset of the Soviet occupation Ivanovs, as conductor and sound engineer at the
Latvian Radio, experiences many grotesque changes in repertoire policy, dictated by the new
regime. Radio broadcasting had to ensure a majority of soviet themed songs with lyrics that



rammed ideology on the sound waves. Should he disobey and sabotage this directive? Most
likely not, because the “security” of employees is ensured by the barrel of a Red Army tank that has
been aimed at the Latvian Radio building since 17 June 1940. Losses not withstanding, broadcast
programming succeeds in maintaining a proper proportion of classical music, and his own works
are played with some regularity.

The most prominent Latvian composers are invited to write compositions that praise the new
socio-political order — soviet socialism. In return they are promised honoraria that considerably
exceed standard fees typically paid at that time. And so songs are written with appropriate lyrics,
poets hastily write libretti for stage productions - ballets and operas — to which they haven't yet
been inspired to write, but which have, nonetheless, already been commissioned. lvanovs chooses
in favour of an instrumental composition. His “collaborational” opus is the “Ceremonial Prelude” for
symphonic orchestra, duration of five minutes. It is premiered 6 November 1940 to honour the
anniversary of the Bolshevik coup (revolution) that took place October, 1917. In future decades this
work consistently proves to be appropriate as an opening number in festive concerts of political
content.

Repressions marking the onset of the occupation culminate with deportations on 14 June
1941, when 15 000 peaceful inhabitants of Latvia were deported. At the beginning of WWIl when
Hitler's army approaches Riga, the artillery’s shots destroy part of the old town, among others,
the Blackheads House, where a good part of the music library and instruments of Latvian Radio
are stored. Hurrying to flee eastward, the soviet military destroyed the Radio’s recording and
broadcasting equipment.

On July 1, 1941 the German fascist army marches into Riga almost as a liberator. This marks
the beginning of the “German era’, which means that Radio should once again revise repertoire
policy. Music written by Jews, as well as composers from enemy countries (England, France, United
States) in the years following 1933, was deleted.

In order to continue working at the Radio, it is mandatory for Latvians (natives of Ostland)
to understand and speak the German language. Positive relations must be maintained with the
new colleagues from Greater Germany. Occasionally these relations were friendly of themselves,
irrespective of directives given, because not all Germans residing in Riga are National Socialist
fanatics. (When composer’s son Igor, at that time still a minor, becomes seriously ill with
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pneumonia, a German colleague from the radio obtained penicillin that saved the boy’s life).
Positive and fruitful contacts were established with German musicians, who visited Riga in large
numbers. A good many of them are truly musicians of the highest class: conductors Hermann
Abendroth and Fritz Lehmann, violinist Georg Kulenkampff, pianist Wilhelm Kempff and others.

As a sound engineer at the Radio Ivanovs has a heavy workload during this time. It is his
responsibility to ensure radio broadcasts of live concert performances held in Riga and other
locations in Latvia.

The premier performance of Symphony Nr. 4 “Atlantis” takes place in Autumn of 1943 under
the direction of Bruno Skulte. After the performance its composer is embraced by a very moved
professor Jazeps Vitols, congratulating his former student. This man’s wish that the next generation
of young composers write symphonies is fulfilled, for, in his opinion, the only hope for Latvian
music to be noticed at the global level is by offering respectable scores. Positive reviews appeared
in the German-run publications of that occupation. This is somewhat amazing, for doesn'‘t "Atlantis’,
at that point in time, the latter part of 1943, foresee, with some degree of accuracy, the outcome
of WWII? It is noteworthy that in 1943 Riga witnesses another significant performance, namely
Estonian composer Eduard Tubin’s Symphony Nr. 3 “Heroic”— which is a severely critical witness of
the previous, soviet, occupation.

The end of WWII approaches. German fascists pilfer massively when retreating from Riga
and Latvia. The Latvian Radio building is burned. When the Soviet army returns to Riga on 13
October 1944 and the shots of combat subside, Janis Ivanovs is among the first to lend his hand
to renewing the Radio. Nearly from scratch an orchestra must be gathered, instruments and music
procured. Some time later the Soviet regime awards lvanovs a medal for his accomplishments
during this difficult time “In honour of selfless work done in the Great Patriotic War from 1941 —
1945" In Autumn of 1944 Ivanovs becomes artistic director of the Radio (until 1963). At the same
time he begins teaching at the Latvian Conservatory of Music, today called the Academy of Music,
which he continues to do till the end of his days.

The long awaited peace so ardently longed for arrives in 1945. Perhaps favourable conditions
now unfold for completing works conceived and worked on earlier, but which had been forced
to be set aside? Probably not. For neither the syncretic saga of “Atlantis” nor the trilogy of lost
civilizations are themes that would receive a green light from the Soviet ideological doctrine. And



are these themes still significant for lvanovs himself? The world has changed over the past five war
years. The composer has also changed, his view of things and phenomena is different.

The exotic flavours of days gone by have become a superfluous and easily discarded
ornament. The value of colourful elements of expression (for the stage, for instrumentation and
genre) is now no more than theatrical drapery. Words of truth, as they appear, are stark and nearly
bare. A different music has emerged within five years — black and white, graphic. It is Symphony
Nr.5(1945).

|

Ivanovs — who typically prefers remote tonalities, therefore elegant, muted hues - does not
employ the key of C major frequently in his music. C major lacks colour, it can be dazzlingly
snow-white and can be lifeless as shroud. Yet, when the ¢ minor or all the twelve tones of a
mode are layered on C major, one can achieve a scene so sufficient in depth and dimensional
plays of light and shadow that it is in no way inferior to a full colour spectrum.

Regarding his Symphony Nr. 5 Janis lvanovs comments, "Herein is everything that has
been accumulated over those years” The four-part symphony includes much, perhaps even too
much. After "Atlantis”it is the second longest of his symphonies. This music is expressionistically
congested, crowded. Characters debate with one another, as if interrupting in mid-sentence, for
there is something even more important and urgent to express.

The premier performance of this symphony in Riga occurred at the beginning of June, 1946,
during the first plenum of Latvia's Soviet Composers Union, and Aram Khachaturian, guest from
Moscow, attended the performance. In post-concert discussions he says: "If | were asked what |
did not like in the work of Ivanovs, (...) its fragmented nature bothered me. Personally, | adore
large, grand images. There are wonderful parts in this work — you want to listen, really delve into
it, but the author interrupts this thought and gives again another — a new thought, which turns
out no less interesting, so you hope — well, he'll certainly develop this one, but, alas, again it is
cast aside. In fairness, the author has stated that he has done so consciously, as dictated by his
artistic intention.”

The piano reduction of this symphony was performed by Hermanis Brauns a year earlier,on 18
November 1945, at the Latvian Composers Union during the composer’s annual review. As is now
the accepted practise in soviet institutions and organisations, appointed functionaries hold the
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reins and lead the “free and democratic” meetings and discussions, which question the composer
about his intention, objective, program for the work and its suitability to socialistic realism.

And then Ivanovs utters his textbook phrases: ‘I cannot be reproached for being young — I'm
already 40 years old! | write only that, of which | am 100% convinced. I'l sit upon my cart, sing
and ride(...) The piano reduction cannot provide a complete picture of my work. It is my opinion
that a symphony should be written without piano reduction. | have done so previously, but for
this Symphony Nr. 5 the contract with Moscow obliged me to provide a piano reduction as well. |
began my Fifth Symphony in the month of March, wrote with a new agenda in mind, desiring to
illustrate that which | have experienced. | shall not describe the experience in words, but rather
take the liberty to keep silent!

Perhaps these words, all that was said at that time and subsequently, were mostly an
expression of Latgalian spite. Life soon demonstrated just how ruinous words can prove to be and
how carefully one must choose them.

In accordance with terms of the contract, Symphony Nr. 5 was premiered by the State
Academic Bolshoi Theatre Orchestra in Moscow, under the direction of Abram Stasevich on 10
May 1946.The author was kindly invited to the premiere performance. The symphony is broadcast
by Radio Moscow and, soon thereafter — in Leningrad, Kiev, Odessa. Accordingly, lvanovs gathers
an unexpectedly large group of listeners of the new piece and, one might reason, more open and
less prone to preconceptions than listeners in Riga.

Having analysed, in depth, creative output of Janis Ivanovs over various time periods,
musicologist Ludvigs Karkling found thematic kinship in his Fifth symphony to the pre-war
symphonies of Honegger, Prokofiev and Shostakovich. It is the intonative stock of that time,
a common and simultaneously perceived spirit of that age which relates Ivanovs's Fifth to
Shostakovich's Sixth (1939), Seventh (1941) and Eighth (1943), Prokofiev’s Sixth (1945), Honegger's
Second (1941) and Third (1946) and possibly also Ravel's Piano Concerto for the Left Hand (1930).
The same misgivings of slowly wasting away tinged by the suggestion of non-existence, that same
hint of unavoidably approaching spring.

In 1947 Ivanovs pens the Second String Quartet, in a sense, the chamber-sized counterpart of
the Fifth symphony. It is in four parts, as is the symphony, extensive (30 minutes long), with tonal
axes C minor — C major. The author himself comments: “The thoughts precipitating images in this



quartet demanded low, dark timbres, harsh sounds, hard rhythms. These thoughts have sprung
from the same soil as the Fifth symphony”.

The first two movements illustrate a grey, faceless person who automatically goes through
the motions of his daily life, void of joy and emotions. But with the onset of the tingling waltz
in the Scherzo movement, the desire to live returns, suggesting that spring is upon us. As an
uncontrollable stream in spring floods, the energetic and fully confident conclusion tears out the
typical frame of quartet, achieving a nearly orchestral sound.

In subsequent creative periods, with each turning-point or cornerstone symphony, lvanovs
also creates one or more chamber works that are related to the large form in content and stylistics.

|

On 10™ February 1948 the Central Committee of the USSR issued a decree, the so-called
Zhdanov doctrine, wherein the “formalism” in the music of many prominent Soviet composers
was examined. Dmitry Shostakovich, Sergey Prokofiev, Aram Khachaturian, Nikolai Myaskovsky
were objects of fault-finding and persecution. The most prominent composers from the so-called
soviet republics were also criticised for formalism in their work and among the first Latvians — Janis
Ivanovs. Idealogical esthetic guidelines were patently clear: one must write simple, melodic and
folksy music easily understood by the masses.

Leading Soviet composers were asked to publicly acknowledge and repent for their
esthetically misguided delusions. Janis lvanovs must also do the same. In this situation Ivanovs
does not wish to become a dissident or spiritual emigrant, does not want to enter the grey zone of
society. After all, he is not alone anymore in this world, free as a bird. He is bound by a responsibility
for his family. Ivanovs surrenders. Takes a step backward.

As witness to his good will and intention to reform Ivanovs conceives a lyrically epic symphony,
ultimately songlike, about his native region - Latgale. This intention is not a difficult task for the
composer. Certainly some sketches remained in his manuscript notebooks that were written in the
Thirties when ruminating over images from the landscapes of his childhood, as a continuation of
"Razna’,"Latgalian Landscapes’,“Cloud Mountain”.

In order for the concept to be approved the authorities require a written program of the work
in progress. Musicologist Arvids Darkevics, a clever manipulator of words, writes this for lvanovs.
Here is a fragment of his program notes, a brilliant example of Soviet-style drivelprose:
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“From across the lakes and hills of Latgale comes the clear and free Russian song, that brings
freedom and happiness to my people. Melodies of farmer’s flutes now sound mighty and strong.
The age-old burden of slavery has been shaken, renewed strengths of the people are rising toward
a happy future. The dawn of freedom has broken over Latgale!

The Sixth Symphony “Latgale” (1949) fulfills the dreams of ideologists: this music is
distinctly melodic, generously full of quotes or allussions to folk melodies, and its conclusion
expresses unmistakeable optimism, triumph of the new life order. Yet today, listening with
the perspective of time and removed from its historical context, one cannot particularly
object to this symphonic song, with truly beautiful and original themes that express
warmth the composer feels toward the countryside of his birth. Though conforming to
conjuncture, lvanovs completes the work with self-respect. An anthem to Latgale is created —
sincerely emotional, radiantly inviting to finally rise above the stigma of the “ever backwards"
region.

That same year, 1949, the symphony “Latgale”is performed in Riga, Vilnius, Tallinn, Moscow,
Leningrad, Sochi, Kiev. Soon enough it is performed in numerous Warsaw pact member countries,
audiences in France, Italy and Argentina are introduced to the work. This is the first time his music
reaches such a broad audience. Though not consciously, lvanovs becomes ambassador of Latgale
to the whole wide world and - this mission he fulfills respectably.

A year later lvanovs receives important national awards for the Sixth symphony, among them
the USSR State Prize (known as Stalin's Prize). He is elected to serve as a representative in the
Supreme Council of the Soviet Union,.

But in that same year, during the night of 25 March 1949, a second wave of massive
deportations rolls over Latvia (42 000 deportees). lvanovs's brother-in-law (brother of his wife
Leonora) was deported to Siberia. How can the euphoria of increasing performances of his works,
awards and renewed acclaim co-exist with this shock of fate? How is the composer’s conscience
to reconcile with the opportunities presented for continuing his creative work and ensuring his
personal livelihood?...

Perhaps Ivanovs partially bought into the wonderful slogans for the creation of the most
just, most democratic regime, for the sake of which sacrifices are acceptable and even necessary.
The social, administrative and economic restructuring in Latvia and, especially in the composer’s



birthplace of Latgale, as well as active processes in the cultural milieu (his own unexpected
publicity) initially seemed alluring. The bitter enthusiasm of post-war rebuilding still is not lost.
And let us not forget that this time period is the age when Ivanovs is at the peak of his spiritual
and physical capabilities and, quite possibly, the most happy time of his personal life. For he has a
loving, faithful wife. His home is warm and clean. And each morning he is awoken by that ray of
sunshine - his growing son.

Be that as it may, the ‘conflict-free”time — the late Forties and first half of the Fifties — becomes
the most sunny, harmonic period in his creative work. Neither before nor after this period is the
form of Ivanovs works so clear, grounded, classically ordered. Unusually beautiful and ethnically
distinctive melodies are to be found in Concerto for Violin (1951) and Symphony Nr.7 (1953). This
time period produces noteworthy additions to piano repertoire, the popular and still frequently
performed Variations in E minor (1948; dedicated to his son Igors) and Five Preludes (1953). Ivanovs
becomes popular among the wider public for his movie soundtracks “Frost in the Spring” (1955)
and “The Fisherman’s Son"(1956).

Have the inner conflicts expressed in his art been lost, with no hope of return?

|

Peculiar, previously unseen people have appeared on the platform in Riga’s train station: dim,
grey faces, thinned hair and rotting teeth, clad in tattered clothing, carrying beggar’s satchels on
their shoulders. Who are they, from where did they come? Vague suspicions overtake the city's
inhabitants, confused guesses are passed from one to another...

The 20™ Congress of the Soviet Communist party is held in February, 1956, where Nikita
Khruschev declares from the podium that Stalin's personality cult has crippled the lives of Soviet
citizens for too long, that it has ruined families and extinguished the lives of millions. For this
reason all who had been unjustly accused of offenses and forcibly torn from the hearths of their
homes are to be rehabilitated.

These are they, the people on the train platform — deportation survivors, now returning home
from their places of exile...

A process begins that is intended as a sort of self-cleansing of society, a catharsys. It becomes
known as the Thaw.

However, already one year before the proclamation of the Thaw, theatre audiences in Riga
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were overtaken by a production of “King Lear” perfomed in the Russian Drama Theatre with the
great Yuri Yurowski in the title role. An enthralled Janis Ivanovs is in the audience and afterward
he finds and rereads all Shakespeare tragedies he can find. This performance of “Lear” arms
Ivanovs with courage to now write a new work - tragic, redeeming, genuine throughout. Lear’s
cry "Off, off, you lendings!”is a fitting motto for the Eighth symphony (1956). And as a deeply
painful summary of the work — the final lines of “King Lear”: “The weight of this sad time we
must obey; Speak what we feel, not what we ought to say”. The Eighth symphony is a piercing
cross-section of the fate of the nation and of personal experience, one of highest peaks of his
symphonic work.

The premier performance of the Eighth symphony takes place 9 October 1956, under the
direction of Leonids Vigners. This concert is held in honour of composer’s 50th birthday and the
program also includes, after a long interval, the Fourth symphony “Atlantis” And in 1958 Arvids
Jansons conducts the Eighth symphony in the festival “Prague Spring”.

The symphonic poem “Lacplésis”is written in 1957, and portrays the characters nurtured in
the heart of every Latvian, which are drawn from folklore and frequently adapted in the literature,
arts and music: strongman and freedom fighter Lacplésis (Bear-fighter), metaphor for folk wisdom
Spidola (Woman of Light), symbol of homeland and fidelity Laimdota (Loyal She), conqueror of
other lands and enslaver Melnais Bruninieks (Knight of Darkness).

Although the composer has created a characteristic musical portrayal for each of the
characters, they are, nonetheless, closely interwoven and intrinsically tied to the fundamental
framework of form, as if carved into a unified bas-relief. The poem is written almost at the same
time as Symphony Nr.8, which explains parallels between the thematics and imagery of both
works. Powerful gestures, massive, muscled contours dominate. The palette for orchestration:
doubling and dark, saturated earthy colours.

Janis Ivanovs developed his concept for the piano concerto over a considerable period of
time. There is a story that a different concerto was written previous to the Concerto known to us,
but that the author destroyed it halfway through the composing process.

The piano has a special role in the life of Janis Ivanovs. This was the instrument that was warmly
recommended by professor Jazeps Vitols to loosen the hands (in both the literal and wider sense,
to free his imagination) of the young student of the Latvian Conservatory. Musicologist Vizbulite



Bérzina emphasises that the piano “has been a faithful witness to the explorations and revelations
of the composer throughout his lifetime. The piano is an ally to which the composer first entrusts
the early ideas of new works. For Janis Ivanovs his works for piano sometimes introduce new
directions, as pioniers that take on yet untilled clearings of the imagery of music language”

Janis Ivanovs's Concerto for Piano and Orchestra (1959) should be considered a transitional
work. It still retains signs of musical language from the Eighth symphony and “Lacplésis’ but at the
same time heralds a rather radical devopment of the Sixties. Through the Concerto for Piano the
music of lvanovs extends into the city, yet the countryside, nature and the land in general never
disappear from his works altogether.

None of his three instrumental concertos exhibit brilliant virtuosity. The instruments they are
written for serve not as an instrument for the soloist to demonstrate his technical abilities (thereby
sometimes refusing the requests and wishes of musicians who gladly perform such works) , but
rather express ideas and feelings, which are primarily communicated by the means of conflicting
monologue.

Concerto for Piano concludes the triad of Ivanovs's concertos and in it, the genre is dramatized
to the point of becoming a near-symphony. This is evidenced by sharply contrasting images, all
movements being unified thematically and the “symphonisation” of the piano sound.

The main theme of the first movement consists of two contrasting, antagonistic elements:
contrary motion and descending motion. As will and doubt, thesis and antithesis, these images
define the development of the entire movement and, actually, the entire concerto. “Unexpected,
very free changes in rhythm, tempo and dynamics bring sharp contrasts into the music. Speech-
like, reciting, formations of improvisational nature, as if free and open “‘conversation at the piano”
is replaced by firm, active rhythms, distinct and, at times, even motoric tempi” (Vizbulite Bérzina)

With his Concerto for piano Janis Ivanovs seemingly bids farewell to the warm, familiar scale
of his birthplace and embarks on a search for broader horizons. In truth, he had already postulated
himself as a citizen of the world in the mature works of his thirties and forties, investigating secrets
of the past and unravelling ambiguities of the future. Now, while writing the Ninth symphony
(1960), Ivanovs returns to that track of “seek and find” which he had already begun during the
period in which he created the Fifth symphony. Returns and takes confident steps further. Let
us listen to the main theme of the first movement of the Ninth symphony, to instrumentation
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in extreme registers that fully tension the tutti of the orchestra. Now that is broadening of
perceptions and scope, expansion of the world, the breakthrough hungered for! Ivanovs writes
according to his inner creative calling, writes as he wants to write. He is no longer bound by
dogmatic limitations.

|

During the three years that followed changes begun in 1956, socialism in Latvia gradually
acquires a human face. Decisions of the local Communist party serve, foremostly, to rejuvenate
the life force of the Latvian people. This is made possible thanks to the reformed communists that
have come into power and who, advocating the policy of openness led by Khruschev, believe they
will be able to build a blossoming and thriving, socialistic and national Latvia governed by the
people. However, career-oriented homeboys prepare their revanche. In 1959 they send a report to
Moscow in which leaders of the republic are accused of active and aggressive nationalism. Nikita
Sergeyevich himself arrives in Riga and delivers a harsh lecture on socialist internationalism and
the unshakeable friendship of the Soviet peoples. A repressive blow follows soon thereafter: the
current Latvian leadership along with a large number (approximately 2000) of nationally minded
communists and independents filling administration positions at various levels are relieved of their
duties. They are replaced by pro-russian stool pigeons, thereby ensuring there are no obstacles to
the intensive russification of Latvia and destruction of its infrastructure. Covert genocide (spiritual
and physical) against the Latvian people is successfully implemented. One visible manifestation
of this process is, for example, the banning of Latvian traditional summer solstice celebration Jani
(Ligo), when the bonfires that have been part of a centuries old ritual were extinguished, not
without the assistance of firefighters. But the intangible aspect — namely, tentacles of the KGB that
reached, day by day and ever deeper, into the structure and conscience of society. How, in these
conditions, can creative processes and officially recognized status coexist with the composer’s
conscience?

Scarce are the written (published) accounts that describe his relations to power, politics (such
as Shostakovich's memoires). lvanovs did not keep a diary or make notes in the margins of his
manuscripts. During one of his interviews, when asked about the reflection of reality in his work,
lvanovs replied rather stoically: "An artist is like a fotographer, taking mental pictures in every
situation, recording his impressions of reality: events large and small affecting the entire nation



or individuals, his own experiences and those of others, moods, colours of nature, sounds. But
the pictures are not developed immediately or even the next day, but maybe after a year or ten,
thirty... Itis all kept somewhere in memory, new observations converge with previous ones and it
is impossible to determine which of them most significantly contribute to the resulting a musical
image” Can the allusion to a “Ligo” folk song in the conclusion of the Ninth symphony also be
considered a photograph, moreover, one taken just recently?

The “Thaw” does not continue for long. Gatekeepers of the state’s power, fearing all-
encompassing spring stormwinds, hasten to, once again, lock the gates. However, it is no longer
possible to set a dogmatic bridle on social and cultural processes that have been set in motion.
A great capacity for intellectual activity is inherent in the largest Soviet centres. Undercurrents of
a dissidentual nature burn: although at great risk, typewritten copies of Aleksandr Solzhenitsyn's
manuscripts are passed from one to another. Each new work by Dmitry Shostakovich or poem by
Yevgeny Yevtushenko is anticipated passionately.

Janis Ivanovs composes in creative counterpoint to the contribution of his peers - to the
saturated message of social responsibility in“Elpa’(Breath), a book of poems by Ojars Vacietis, to the
sun-filled explosions of joy and youthful energy in nearly each and every painting by Janis Pauluks.
Intelligentsia becomes care-taker of the nation’s identity and civic conscience. As Latvia’s political
and economic power had gone to foreign hands, then the only remaining bastion - the spiritual —
must be safeguarded by creative people. The Latvian Creative Unions (writers, artists, composers)
take on this mission and continue to fullfil it until Latvia regains national independence in 1991.

The Iron Curtain of the Forties and Fifties is now noticeably rusted, and through its gaps global
winds flow with increasing certainty. A distinct position in the concerthalls of Riga is reclaimed by
the music of Debussy, Ravel, Mahler, Scriabin, Szymanowski, Stravinsky, Bartok, Respighi, Barber,
Gershwin. Symphonic works by Prokofiev and Shostakovich become obvious programming
choices. Guest condcutors and visiting orchestras introduce Riga audiences to works by Arthur
Honegger, Hans Eisler, Benjamin Britten, Bohuslav Martind, Henri Dutilleux and others. In addition
to the effect of music by Witold Lutostawski and Tadeusz Baird, audiences in Riga were shocked
by the newly composed elegiac work by Krzysztof Penderecki “Threnody to the Victims of
Hiroshima'’, as performed by Polish musicians. In their colourful programming L'Orchestre de Paris
makes “Ondes Martenot” glimmer in its exotic timbre. Janis Ivanovs attends these concerts as an
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avid listener, on occasion, is invited to write reviews for the newspapers. It is most interesting to
compare what guests have performered with your own accomplishments. To gauge yourself and
receive creative impulse.

|

During the Sixties Janis lvanovs writes a series of works which fully allow him to be regarded
a twentieth century composer. His expression becomes ever more laconic, graphic, he adapts
neoclassical principles. What a path of evolution has been taken thematically — from Chopinesque
and Scriabin-like, lyrically epic or typically romantic melodies during his early creative period
to twelve-tone themes in the Sixties! By ordering twelve tones in various vertical combinations
on a tonal base, as well as using polymodal and polytonal elements, the harmonic language is
given tension and an element of dissonance. Newly discovered rhythmic formulas appear. The
piano is included in the roster of orchestra instruments, thereby increasing the dynamism of the
overall sound. Expressively lvanovs is most experimental in his Tenth (1963) and Twelfth (“Sinfonia
energica’, 1967) symphonies. The latter attains a record in laconic expression, for it is the shortest of
symphonies for full orchestra written in his mature period — a mere 24 minutes in duration. lvanovs
expresses his views on the metamorphosis which has taken place in symphonic genre as follows:
“Today, when the speed at which life develops has increased so greatly that each day, each hour
brings with it new, unseen discoveries, new events, triumphs of man over nature, music must also
adjust to the rules of life. Today the listener cannot be made to listen to symphonies forty and fifty
minutes long. Nowadays the listener cannot be expected to follow the lengthy development of a
single musical character”

As far as chamber music goes, the Sixties bring to Ivanovs the Third String Quartet (1961),
“Sonata brevis”(1962) and "Andante replicato” (1963) for piano.

During this time period Janis Ivanovs is at the fore-front of new Latvian music, and keeping
pace with him are the boldest and most explorative representatives of the next generation of
composers - Romualds Grinblats, Artars Grinups, Edmunds Goldsteins and others. lvanovs is happy
that he has been awarded creative freedom, enjoys the opportunity to write creatively, innovatively.
But his endeavours are not lead by some arrogance or inclination toward modernism at all costs.
The basis for new revelations is something else. Because Ivanovs, fundamentally a traditionalist (a
man of the earth, a man deeply and closely tied to his people), was unable to separate his music



from the global changes that were wrought upon humanity by the tremendous cataclysms of
the twentieth century. Time had raced forward at the speed of wind, bringing with it ruthless
changes - therefore, music had to change as well.

[tis interesting to note that also in the Sixties, alongside the previously mentioned significant
works, Ivanovs pens a little vocalise for mixed choir, "Autumn song” (1964). Unlikely anyone would
imagine that this seemingly humble essay heralds in a new spirit of the age, not only in his own,
but in all of Latvian music — the “New romanticism” Only in 1971 when the Fourteenth symphony
“Sinfonia da camera” was first performed, it is understood without a doubt: we are all witness to
and living within the newly adapted romanticism of the Seventies. After the premier performance
of the Fourteenth, the warm openness and intimacy of the music held listeners spellbound for
some time. The sonorous violin solo of the Second movement, as performed by the great violinist
Valdis Zarins, on a vertically flowing, sliding background of strings seemed like a mirror in which
the composer gazes a bit longer than usual. Gazes into what seems to be his parallel world.
Reviews later appear: “This work is like a pearl retrieved from quiet depths!” Provoked by critics
to express his views about the symphony, lvanovs admits, that “it was written with blood from
my heart and within it have merged life's most tender and, at the same time, also the starkest
sounds of the soul”. Creation of the symphony was inspired by the Latvian Philharmonic Chamber
orchestra, founded in 1967, and its director of many years, Tovijs LifSics. In response to growing
interest in the pre-classical musical heritage and desire for a closer, more personal manner of
music-making similar chamber orchestras were established in Vilnius, Moscow, Leningrad, Kiev
and elsewhere.

If the Fifteenth (“Symphonia ipsa’ 1972) and Sixteenth (1974) symphonies still seem to be
a bid of farewell to the collisions and conflicts imposed upon by life, then Seventeenth (1976),
Eighteenth (1977) and Nineteenth (1979) symphonies mark the period where, summoning upon
memories and reminiscences, harmony, peace and reconciliation are sought. Having content
closely similar to these symphonies comes the Piano Trio (1976).

A cycle of "24 Scetches” for piano is completed in 1972 that becomes the supreme
quintessence of lvanovs piano style.

A number of different opinions stand regarding the bounty of Janis Ivanovs symphonic
output, some questioning why it was necessary for him to write so many, twenty-one
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symphonies. Was he really so overflowing with music or had such an abundance of messages
to convey? Or rather, did strictly adhering to the rhythm of constantly writing symphonic
music enable him to free himself from inner tension? Some ironically have termed Ivanovs a
marathon man, an athlete. It's difficult to arrive at an answer to which all would concur. Perhaps
one more hypothesis may be asserted: that for his entire lifetime Ivanovs strove to write his
ideal symphony, one that satisfied himself 100%, completely. It appears that the Twentieth
symphony (1981) is finally that kind of symphony and the previous string of symphonies, albeit
with their indisputable peaks, has been as a long and unrelenting preparation for this one, the ideal.
The Twentieth — it is Janis Ivanovs's penultimate word in his galaxy of symphonies. Perhaps that
is why it is stated with such drama, melancholy, desperation. The two basic concepts explored by
Ivanovs in his late creative period are more sharply polarised than ever before: the present (the
stark understanding of reality, unrelenting fate) and the time gone by (memories, reminiscences,
unfulfilled expectations). Expression of the first (twelve-tone themes) is honed to the ultimate laconic
expression, nervous and abrupt motions. However the second concept is expressed not episodically
as"islands"within the movements, but rather forms the entire third movement, which is a dynamically
revised minuet written in the Thirties. The symphony ends tragically, without reconciliation.

The three movements of the unfinished Twenty first symphony (1983) have been skilfully
orchestrated, according to directions left by the author, by Juris Karlsons, graduate of the
composition class of Janis Ivanovs.

In his twilight years Ivanovs adds 15 more vocalises for mixed choir and a cycle of 20 piano
preludes to his list of compositions. In some cases the same musical material has been crafted
both as vocalise and as prelude. The vocalises have, in some places, an instrumental texture while
the preludes — come close to writing for voice.“Fog’,"A Drawing’,"A Rainy Day’,"Migrating Birds’,"An
Autumn Song"... By foregoing poem texts and providing poetic titles instead, lvanovs yields to the
second passion of his youth — painting. Painting with sound colours, harmonies, tonalities. At times
there is a flicker of Russian liturgical choral singing (a distant memory from singing in both church
and lay choirs at the time of his boyhood, as a refugee). But right alongside — a very Latvian choral
colour, diatonic, the kind favoured by Melngailis. It is in this combination that a musically Latgalian
quality can probably be found. Janis lvanovs, Latgalian, in his music has joined both these colours.

Janis Ivanovs passed away 27 March 1983.



|

The symphonic works of Janis Ivanovs have been interpreted by conductors Lovro von
Mataci¢, Issay Dobrowen, Janis Medins, Leonids Vigners, Alexander Hauk, Arvids Jansons, Pietro
Argento, Kurt Sanderling, Edgars Tons, Eri Klass, Jorma Panula, Gennady Rozhdestvensky, Fuat
Mansurov, Mircea Basarab, Roman Matsov, Natan Rakhlin, Karl Eliasberg, Tovijs Lifsics, Leons Reiters,
Vassily Sinaisky, Paul Mdgi, Imants Resnis, Andris Vecumnieks, Normunds Sné, Atvars Lakstigala and
others.

Imants Zemzaris
X.2013

Translated by Laurie Cinkuss
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Pianists Igors Zukovs dzimis 1936. gada. Klavierspéli studéjis Maskavas konservatorija pie
Emila Gilelsa un Heinriha Neihauza. Konservatoriju absolvéja 1960. gada, jau budams Margeritas
Longas-Tibo konkursa 2. vietas ieguvéjs. Igors Zukovs darbojies arf ka dirigents, vadidams pasa
radito Jauno Maskavas kamerorkestri. Ka dirigents vin$ devindesmitajos gados sadarbojies ari ar
kamerorkestri “Latvijas Filharmoniki”.

Latvijas Nacionalais simfoniskais orkestris ir lielakais un nozimigakais orkestris Latvija. Tas
uzsaka darbibu 1926. gada ka Latvijas Radio orkestris. Sodien orkestra aktivitates ietver gan aktivu
koncertdarbibu, gan latviesu muazikas 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.

No 2009. lidz 2013. gadam orkestra galvenais dirigents un makslinieciskais vaditajs bija Karels
Marks Sisons. Kop$ 2014. gada orkestri vada Andris Poga.

LNSO veiksmigi uzstajies daudzas Eiropas valstis: Austrija, Bulgarija, Cehija, Gibraltara,
Griekija, Italija, Japana, Krievija, Polija, Portugalé, Niderlandé, Norvégija, Somija, Spanija, Sveice,
Vacija un Zviedrija.



Latvijas Filharmonijas kamerorkestris dibinats 1967. gada. Tas bija viens no pirmajiem
kamerorkestriem Padomju Savieniba, kas specializéjas gan laikmetigaja, gan baroka laika muzika.
Septindesmitajos un astondesmitajos gados orkestris regulari koncertéja arzemes, ik gadu tur
sniedzot pat 60 koncertus. Vini muzicéjusi kopa ar daudziem izciliem solistiem, tostarp Emilu
Gilelsu, Igoru Oistrahu, Nataliju GGtmani, Eliso Virsaladzi un Gidonu Krémeru.

Sakot ar 1969. gadu, vairak neka 30 gadus Latvijas Filharmonijas kamerorkestra makslinieciskais
vadrtajs un galvenais dirigents bija Tovijs LifSics. Pateicoties orkestra un Tovija LifSica rosinagjumam,
viniem jaundarbus ir komponéjusi jo daudzi latviesu komponisti — Margeris Zarins, Pauls Dambis,
Péteris Plakidis, Péteris Vasks, Imants Zemzaris un citi. Ir veikti neskaitami ieraksti Latvijas Radio, izdotas
skanuplates. ArT Jana Ivanova 14. simfonija radusies, domajot tiesi par siem atskanotajmaksliniekiem.
2011. gada Tovijs LifSics sanéma Latvijas Lielo mazikas balvu par mdza ieguldijumu.

Vasilijs Sinaiskis studéja Leningradas konservatorija pie Iljas Musina. 1973. gada vins uzvaréja
Herberta fon Karajana konkursa Berliné. Latvijas Nacionala simfoniska orkestra galvenais dirigents
vins bija no 1975. lidz 1987. gadam. Péc tam Vasilijs Sinaiskis ir bijis Maskavas Filharmoniska orkestra
galvenais dirigents un makslinieciskais vaditajs, BBC Filharmoniska orkestra galvenais viesdirigents.
Ving sadarbojies ar Klivlendas, Losandzelosas, Londonas un Cehijas filharmoniskajiem orkestriem,
ar Berlines, Stutgartes, Hamburgas un Francijas Radio orkestriem, ar Amsterdamas Karalisko
“Concertgebouw” orkestri, Leipcigas “Gewandhaus” orkestri un citiem. BUdams izcils operu
dirigents, vins biezi vada operu inscenéjumus dazados opernamos — Vines valsts opera, Maskavas
Lielaja teatri, Sanfrancisko opera, Anglijas Nacionalaja opera, Berlines Komiskaja opera un citur.
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Pianist Igor Zhukov was born in 1936. He studied in the Moscow Conservatory with Emil
Gilels and with Heinrich Neuhaus. He graduated in 1960, having won second prize in the Long-
Thibaud Piano Competition in Paris.

Apart from a career as a pianist, Zhukov also conducted his own ensemble — the Moscow
New Chamber Orchestra. He has also conducted the Chamber orchestra “Latvijas Filharmoniki”in
the 1990ties.

The Latvian National Symphony Orchestra (LNSO) was founded in 1926 as the Latvian
Radio Symphony Orchestra and was granted it's current name after the independence of the
Republic of Latvia in 1990.

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.
From the season 2009/10 to December 2012, Karel Mark Chichon held the post of Chief Conductor
and Artistic Director of the LNSO. From 2014 the Chief Conductor will be Andris Poga.

The LNSO has collaborated with such celebrity conductors as Leo Blech, Valery Gergiev, Mariss
Jansons, Neeme Jarvi, Kristjan Jarvi, Paavo Jarvi, Kiril Kondrashin, Kurt Masur, Andris Nelsons,
Krzysztof Penderecky, Gennady Rozhdestvensky, Leonard Slatkin, Yuri Simonov, Vassily Sinaisky,
Igor Stravinsky, Bruno Walter, with numerous distinguished soloists.

The LNSO has reinforced its reputation through its extensive touring throughout the world
to countries such as Austria, Bulgaria, Czech Republic, Finland, Germany, Gibraltar, Greece, Italy,
Japan, Poland, Portugal, Sweden, Netherlands, Norway, Russia, Spain and Switzerland.



The Latvian Philharmonic Chamber Orchestra, founded in 1967, was one of the first
chamber orchestras in the former USSR to specialize in both contemporary music and the baroque
period. In the 1970s and 80s, the orchestra was on tour regularly, performing abroad up to sixty
concerts per year.

Conductor Tovijs LifSics was the artistic director and chief conductor of the Latvian
Philharmonic Chamber orchestra for more than thirty years, beginning in 1969. The Latvian
Philharmonic Chamber Orchestra and Tovijs LifSics have initiated the creation of numerous
compositions by Latvian composers, such as Margeris Zarins, Pauls Dambis, Péteris Plakidis, Péteris
Vasks, Imants Zemzaris, and many others. Janis lvanovs's Fourteenth Symphony was also written
for these very special musicians.

Conductor Vassily Sinaisky studied at the Leningrad Conservatoire with llya Musin. In 1973
he won the Gold Medal at the Herbert von Karajan Competition in Berlin. Sinaisky became Chief
Conductor of the Latvian National Symphony orchestra in 1976, a position he held for more than
ten years. He then became Music Director and Principal Conductor of the Moscow Philharmonic.
He has been also the Principal Guest Conductor of the BBC Philharmonic Orchestra.

Sinaisky enjoys regular collaborations with such orchestras as the Cleveland Orchestra, Los
Angeles Philharmonic, London Philharmonic, Berlin Radio Symphony, Stuttgart Radio Symphony
and Czech Philharmonic, the Royal Concertgebouw Orchestra, Gewandhausorchester Leipzig,
NDR Sinfonieorchester Hamburg, Orchestre Philharmonique de Radio France and NHK Symphony,
Tokyo. Sinaisky is a distinguished opera conductor and has conducted opera performances at
Vienna's Theater an der Wien, Moscow Bolshoi Theater, San Francisco Opera, English National
Opera, Komische Oper Berlin, a.o.
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