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PETERIS PLAKIDIS

ltissaid that PETERIS PLAKIDIS (1947-2017) was not a prolific composer but that his compositions have always
been regularly performed. The musicologist Arnolds Klotins says: “His compositions remain in the repertoires of musicians or return
there again and again over the course of decades, and, as we know, that is a relatively rare thing in contemporary music. This love
for Plakidis'work is rooted in its accessibility to performers; his scores have a quality that is not always so common in contemporary
music, namely, everything written in them — all of the texture, from monophony to aleatoric swirling — is also truly controllable by
ear and justified in the actual sound!

The truth of this statement is confirmed on this album by four of Plakidis’symphonic works that the Latvian National Symphony
Orchestra (LNSO) has frequently performed. Moreover, the LNSO has chosen to perform Plakidis'work on very significant occasions,
commissioning new works from him for season-opening or anniversary concerts, including in the 1970s and 80s, when the
orchestra was conducted by Vassily Sinaisky.

Plakidis'music speaks in a very clear language and tells vivid stories. Music critics have even referred to it as crystal clear in terms of
expression. However, Plakidis spoke very little about his own work, often only briefly commenting on the composition’s form or
some particular technique he had applied. Nevertheless, the vivid imagery in his music sparks our imagination as well as our desire
to link it with the life we all live.

A significant work in this sense is Glance Back (Atskatisanas), which premiered in 1991 and might be called a kind of boundary
marker, a way-stop on Plakidis'creative path.

The 1990s. Latvia has regained its independence, and the life of the entire nation, including the field of culture, must be
reorganised to correspond to the country’s new turn towards capitalism and the free market. The state can no longer support
artistic activities and institutions, which had previously been heavily subsidised. Former structures collapse, orchestras and chamber
ensembles close. At times, the 1990s are frighteningly desolate.

Also frightening is the fact that Plakidis falls silent. He no longer composes. Well, he still writes music, but he is no longer the same
Plakidis we knew before. Back when the premiere of each of his compositions was a significant event, no matter whether a solo or
choir song, chamber music or a symphonic work.

Almost all he does now in his music - including his symphonic work — is jest, cleverly and elegantly parodying his beloved Brahms,
Weber and Rossini. Of course, in this he is still professionally brilliant. But for some reason, it doesn't seem on par with the earlier
Plakidis, whose music was created with a profound feeling of a composer’s responsibility to his fellow human beings and his own
countrymen. The Plakidis whose truths expressed in sound rang out like a confirmation, like a revelation and a comfort. Even when
advancing at the pace of a funeral procession, like a funeral toll. Like Glance Back.

Did Plakidis truly fall silent and then radically change his style and the pathos of this oeuvre merely in response to exterior
conditions? | do not think so.

I believe that this permanent stylistic metamorphosis took place due to Plakidis' professional honesty. In the 1970s and 80s, the
dominant aesthetic and stylistic vein in his music was Latvia itself, the image of his native country and his own people. But now this
well of aesthetics and style had run dry. The idealistic dream — his country’s freedom — had been achieved. He did not wish, nor was
he able, to reproduce himself. But to prove this statement, we must continue to look back.

In the mid-1980s, composers Péteris Vasks and Imants Zemzaris discussed the need to speak in one’s native language in one’s
music — to speak Latvian in their own music. There was no lack of reasons for this call. First of all, of course, the fact that the Soviet
regime’s policy of Russification was reducing Latvians to a minority in their own land and making the Latvian language a kind of
persona non grata, thus threatening its survival.

It seems that Plakidis never spoke about “speaking Latvian in one’s music”. He simply did it. And already since the mid-1970s, a full
decade before the discussions of his colleagues. Truly, it seems that he was one of the very first to cultivate this paradigm, which
lasted almost three decades.

Because following the premiere of Legend (Legenda, 1975), music critics keenly commented on Plakidis'innovative approach to
melding elements of folk music into a“new, aleatory and heterophonic orchestral language!’

Plakidis himself said:“When writing Legend for symphony orchestra, in which | used only seven tones instead of twelve, | felt like
I'had gone out into the fresh air. It was very pleasant to refrain from chromaticism, from dissonant accumulations of chromatic
notes, because pure diatonicism — even if it is played all at once, say, in a cluster — nevertheless sounds very clear. It seems to have
very much air. In any case, this period of creating purely diatonic music is one of the most pleasant in my whole career”

Itis precisely at this time, in the mid-1970s, that Plakidis consolidated the form of expression that we may most definitely call
“speaking Latvian in one’'s music”. In order to describe this style, we must address the importance of Latvian folklore in the genesis
of Plakidis'personal style.

Clearly, it is also folklore that helped a characteristically national sound emerge at the very beginning of professional Latvian music
in the 19" century. How and why did Plakidis take over this same concept in the late 20" century?
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Plakidis made his debut as a composer in the late 1960s, a time when the so-called ‘new folklore wave”was gaining in popularity
across eastern Europe, manifesting itself most vividly in Latvia with the choral music of Pauls Dambis. However, Plakidis' own vocal
and instrumental chamber works, as well as his symphonic music, still contained no traces of folklore. Instead, it reflected the
lightness of 1960s modernism in its geometric, plastic and stylish beauty.

In the late 1960 and early 1970s, Plakidis composed quite a bit for theatre and cinema. He played piano, both improvisation and
special compositions, for the avantgarde performances of the Riga Pantomime Theatre. Already then, he was very fond of chamber
music and often performed with chamber musician friends.

All of this contributed to Plakidis'style. It is full of sharp contrasts and dramatic effects, but at the same time it is very laconic and
precise. His music is dominated by a concerto-like dialogic expression, because Plakidis loved to pose questions, to raise objections,
to search for and find answers in and through music. He enjoyed conversing through music.

In the 1970s and 80s, images, signs and symbols rooted in Latvian folklore became the main object of discussion and driving
force in Plakidis'work. It is precisely the inspiration and “tools” provided by folklore that allowed him to develop his own unique
"Plakidesque”style, which soon attracted many followers.

What exactly does Latvian folklore offer a professional composer?

Due to its long period of isolation (until the abolishment of serfdom in the 19th century), the musical heritage of the Latvian
peasantry preserved intact very old strata of folklore, some even dating back to the Bronze Age. These are characterised by ancient
modes; melodies spanning tetrachords, trichords and even seconds; and drone as the oldest example of polyphony. Just as in
Hungary during the time of Kodély and Bartok, these ancient songs had already disappeared from active music-making practices
amongst the Latvian folk in the 20th century. They therefore offered very fresh and modern-sounding material to a forward-
thinking composer.

Beginning with Legend, Plakidis began to use the diatonic and ancient modes more consistently in his music. Also melodic motifs
covering a narrow diapason, which are characteristic of the oldest music material in Latvian folklore. Also intervals common to folk
music, such as perfect fourths and fifths as well as, of course, augmented fourths (as heard in that masterpiece of Latvian vocal folk
music, the garais sauciens, or ‘long call; from Barta in western Latvia). Also important to Plakidis were allusions to the playing of folk
music instruments — especially wooden flutes, the goat’s horn and other wind instruments — as well as the ornamented, signalling
motifs in the calls of livestock herders.

Plakidis always wove these “elements of construction”into a dramatically focused, masterfully built sound that each time added
up to a different, unique story. The images conjured in Plakidis'scores may range from an explosive battaglia scene in Legend to
an almost pantheistic, orgy-like impression in the Interplay concerto for orchestra and soloist group, from bitter yet enlightened
seriousness in Glance Back to an intellectually tense debate in the Concerto for two oboes and string orchestra.

Latvian folklore is stylistically present and formational in more than half of the approximately twenty scores for symphony orchestra
by Plakidis.

In trying to define the role, significance and meaning of folklore in Plakidis' music, | believe it must be sought somewhere between
symbol and argument. It serves as an argument in a conversation about the nation’s future and the individual as a part of that nation.
And as a symbol, it is able to provide true catharsis in the solutions to Plakidis' masterfully woven musical debates (or characterisations).
Because, almost like haiku, the four-line verses of Latvian folk songs also contain a comprehensive panorama of the ancient,
mythological worldview. In each verse, both the personal and the universal is present in the parallels between human and nature.

And yet. | believe folk music permeated Plakidis' music not merely for its purely musical or textual qualities. To find the real reason
for its integration into the work of an absolutely modern and professionally minded 20™-century composer, we must still search
"beyond the text’, into the context in which this integration took place.

The 1970s were a very contradictory period in Soviet Latvia. Beyond the bright facade of internationalism and generously funded
cultural life, a very focused destruction of the Latvian nation was taking place at all possible levels and in all possible forms: in the
economic, social and, of course, also the ideological and cultural spheres. Precisely for this reason, it seems that this decade of
deepest stagnation and denial of the true history and character of Latvians encouraged the creation of splendid art inspired by
folklore. Poets, painters and composers took a stand against the official ideology each with his or her own means of expression.
Ojars Vacietis, Vizma BelSevica, Mara Zalite, Janis Peters, Dzemma Skulme, Liga Purmale, Péteris Pétersons, Mara Kimele. From poetry
to cinema, from theatre to the visual arts. And also music. Likewise, Plakidis meditated on, visualised and dreamt about his people’s
true history, nature and potential future.

The significance of context in the transformations of his work is also confirmed by Plakidis“stylistic burnout”in the 1990s, a step
that had apparently been dictated by his sense of honesty and an artist’s social responsibility. Because it was no longer necessary to
speak about these very essential themes. And, as mentioned before, Plakidis never wished to duplicate himself.

To recall and directly feel the pathos of the 1970s and 80s — the pathos in writing, speaking, dreaming and struggling through one’s
art — we here republish an excerpt from Imants Zemzaris' essay about Plakidis'Canto (Dziedajums), first published in the Literature
and Art (LiteratQra un Maksla) periodical in 1987.

And to conclude this reflection, a few apt lines about Plakidis' Variations for Orchestra (Variacijas orkestrim) from an article by
composer Talivaldis Kenins that appeared in the February 15, 1997, edition of the Latvia in America (Latvija Amerika) newspaper:‘ls
not each one of us a bit of a romantic, including Plakidis? Classically framed, the wave of emotional experience in his music pulls us
along. That alone suffices to explain how convincingly beautiful this composition is, with flowing enthusiasm, a lustrous orchestral
language and explosive tension. The finale arrives as if suddenly, but not unexpectedly: the composer has spoken”

Inara Jakubone

THE STEPS OF' A GRAND IDEA

Péteris Plakidis'Canto (Dziedajums) is dedicated to the 60 anniversary of the Latvian National Symphony Orchestra and features
the cohesion, power and radiance of each instrument group. And there will forever be a climb up a green hill, but a blind abyss will
forever lurk beyond it...

“In writing the Canto for symphony orchestra, | would like to make the string section and also the harp sing, but also, of course, the
wind instruments, including the brass, maximally saturating the broad, horizontal melodic lines. Even if just for the sake that this
sort of thing has been less characteristic of my work. For once, | wanted to stretch out and compose with a broader stroke. | feel this
composition as a convergence with our nature and with my people in the way that | perceive them!

A meagre comment from the composer. Mostly about technique. Perhaps this is how the composer’s ethics manifest themselves —
by not making known or imposing the content of the programme, by not babbling about the thoughts and ideas contained in
awork. In the music — that's where it can all be found. Each listener will carry away from the music whatever is most important

to him or her, whatever is most needed at that particular moment; each will hear the music differently. And afterwards, no one is
forbidden from composing his or her own version or writing his or her own novella about the music they've just heard.

Attempts to converge with one’s native land, with the eternal, the changeless, the mighty — this demands great simplicity of
means, broad and unbroken modal fields.

Modality of rhythm. The entire work is a procession, a clear approach in three, in triple metre (sixes and nines also appear, but three
is the predominant rhythm). Is it some sort of magical minuet? A polonaise? A grand march? The length of an entire lifetime?

Sixty years long? Seventy years? The entire span from the very beginning to the very..? So, steps as a symbol. The steps of a great
history, of a grand idea. No instrument gets a procession going like the bass guitar. A single bass guitar against the whole orchestra.
Timbrally, it pushes off, as the foot pushes off from the ground. And with this upbeat, the procession can begin. The bass guitar
“throws a log on the fire" from time to time, keeping up the time, until it very gradually melts into the procession, which becomes
ever grander and grander.

Modality of key. The whole trumpet and horn group plays in a reserved mode, and the landscape is coloured in, conjured in a
single unique, especially ancient-like colour: here it's heroes and chieftains blowing horns, calling together their troops, calling
them to the road, to the march. (...)

The landscape of one's native land. Almost all of our master composers have left us lasting paintings of their native land in sound.
Perhaps Alfréds Kalnins, Péteris Barisons, Helmers Pavasars and Janis Ivanovs in particular. Plakidis also produced his own before
Canto, such as Legend (Le§enda) and Interplay (Sasauksanas). Balanced, harmonically weighed, as if predicted long ago, because
the heavy arc of clouds in our land leans up against the arc of the hill in proportions that at our latitude will never be drastic,
extreme, exceptional. As we walk up the hill and see the horizon, all we realise is that our native land is, to quote a beloved song,
“Too big to hold in my lap/ And embrace/ A little too small to release on its own/ Out into the wide world” Thus is the modality
programmed into this music.

The development very gradually gathers into a storm cloud. A slope, which is suddenly followed by an abyss - yes, except that the
black blindness of these abysses has always been unexpected, imperceptible.. The thread is broken. The end? Is that it? No, the
harp (kokle) episode stitches it, weaves it together, and the march continues.

Then another large hill of our native land is upon us, and an even bigger storm cloud. An abyss. A catastrophe, after which the ends
of the thread are lost again, the end, nothing more. And yet, the harp (the ‘wonder kokles'— the ‘wonder drugs) again stitch and
weave together the ends of the magical red thread of life, and the march continues.

As if predicted long ago: there will be three hills, three steps, and the hero will fall three times. Finally the third wave arrives,
the most severe, and it destroys everything. The kokles no longer resound. Silence. No more. The end of the procession. Is a
continuation anticipated? In a different world, a different form of consciousness? The coda tells about this, and it must not be
played too quickly, too simply, too lightly. Just like Latvian music must not be played without love and pain.

How could Plakidis know everything so placidly and prophetically, predict it so unswervingly modally — predict the past and
remember the future? That is the riddle this composition poses, that is the miracle of this composition.

Imants Zemzaris



ILY SINAISKY

THE LATVIAN NATIONAL SYMPHONY ORCHESTRA (LNSO) is a team of highly professional musicians with strong
traditions, generous sound and devoted performance. The LNSO mainly focuses on 19- and 20"-century orchestral masterpieces,
classical and contemporary works by Latvian composers and occasionally concert performances of operas or musicals. The orchestra
pays great attention to educational children and youth programmes. For several years, it has successfully performed a series of
chamber music programmes, and since 2015 it celebrates the end of the summer with the LNSO Summer Festival. The LNSO is a five-
time recipient of the Latvian Grand Music Award. Since November 2013, the music director of the LNSO is Andris Poga.

Among the orchestra’s former music directors are Vassily Sinaisky, Olari Elts and Karel Mark Chichon. Guest conductors have
included world-renowned Latvians Arvids Jansons, Mariss Jansons and Andris Nelsons as well as Kurt Masur, Kirill Kondrashin,
Yevgeny Svetlanov, Gennady Rozhdestvensky, Neeme Jarvi, Paavo Jarvi, Jean-Claude Casadesus, Vladimir Fedoseyev, a.o.

In recent years, the LNSO has given performances also at the Alte Oper in Frankfurt, and the Théatre des Champs-Elysées in
Paris among other places. In 2017, the LNSO with Andris Poga had two tours in France. In winter the LNSO performed at the
Grand Théétre de Provence in Aix-en-Provence and Arsenal in Metz as well as in prestigious festival La Folle Journée in Nantes.
In August 2018 the LNSO and Andris Poga received standing ovations at the Festival International de Piano de La Roque
d’Anthéron. In October 2018 the LNSO and Andris Poga collaborated with Nicholas Angelich at the Philharmonie de Paris.

/ASSILY SINAISKY'’S (1947) first concert as the chief conductor of the Latvian National Symphony Orchestra (then, the
Television and Radio Symphony Orchestra of the Latvian SSR) took place on September 18, 1975, just two years after he had
won the Herbert von Karajan Conducting Competition in Berlin. Encouraged by Kirill Kondrashin, to whom he was an assistant
conductor at the Moscow Philharmonic Orchestra, the twenty-seven-year-old Sinaisky had headed to Riga.

In 1975, music critics in Riga noted that the concert season had begun unusually actively; by the end of October Sinaisky had already
conducted five concerts — one every Thursday evening! This level of activity continued throughout the “Sinaisky era’, until 1987.

“We played many exciting compositions back then, including lots of Latvian music, but mostly Mahler and Richard Strauss.
Latvia was far from Moscow, so we were also able to play forbidden’ music, and these were composers who later became quite
prominent, such as Schnittke, who was always happy that his work was performed. We also often played work by Denisov and
Gubaidulina. We immediately played everything that was new and interesting. Also when we travelled abroad,’said Sinaisky in
an interview with Latvijas Radio 3 “Klasika"in 2017.

Nowadays, when he meets the Latvian National Symphony Orchestra in concert or at recording sessions, Sinaisky confesses that
he spent his best years in Riga. Here he established wonderful contacts and a psychological connection with the orchestra that
remains to the present day. And he feels truly proud of the fact that the Latvian National Symphony Orchestra named him an
Honorary Conductor in 2017.

Sinaisky is also an honorary conductor with the BBC Philharmonic and the Malm& Symphony Orchestra. In addition to working
with these orchestras, he has also been a principal conductor of the Moscow Philharmonic Orchestra, the Russian State
Orchestra and the Netherlands Philharmonic Orchestra. He has been the principal conductor of the Bolshoi Theatre in Moscow
(2010-2013) and has conducted opera performances at opera houses in Berlin, Vienna, Budapest, San Francisco and London.
As a guest conductor, he has regularly performed with the leading orchestras in Great Britain, the United States, Finland, Japan,
Russia and elsewhere. Sinaisky began his career as a conductor in 1971 with the Novosibirsk Symphony Orchestra directed by
Arnold Kats, and, thanks to his studies and first professional experience under the legendary interpreters of Russian music llya
Musin and Kirill Kondrashin, he is regarded as one of the world's finest experts on the Russian musical repertoire.

Sinaisky currently teaches conducting at the Saint Petersburg State Conservatory. He formerly also taught at the Latvian
Academy of Music, where both Imants Resnis and Janis Zirnis were among his students.

Sinaisky received the Latvian Grand Music Award in 1999 for popularising Latvian music in the 1970s and 1980s.



Ir noradits, ka PETERIS PLAKIDIS (1947-2017) nebija daudzrakstitajs, bet vina darbi vienmeér tikusi daudz
atskanoti. Muzikologs Arnolds Klotins saka: “Darbi paliek maziku repertuara vai atgriezas tur gadu desmitiem ilgi, un masdienu
muzika ta, ka zinams, ir saméra reta lieta. Milestiba pret Plakida skandarbiem saknojas to labaja pieejamiba atskanotajiem - vina
partitGram piemit masdienu mazikai ne vienmeér piemito3a Tpasiba, proti, viss tajos uzrakstitais, citiem vardiem, visa faktara, kas
shiedzas no vienbalsibas lidz aleatoriskai mutulosanai, tik tiesam ir arf ar dzirdi kontrol&jama un attaisnota reala skangjuma’.

Saja albuma par to parliecinaties |aus cetri Plakida simfoniskie opusi, kurus biezi gribéjis atskanot Latvijas Nacionalais
simfoniskais orkestris. Vél vairak — tiesi Plakida maziku LNSO ne reizi vien véléjies atskanot sev batiskos brizos, pasttinadams
vinam jaundarbus vai nu sezonas atklasanas, vai orkestra jubilejas koncertiem. Ari tad, kad muzicéja dirigenta Vasilija Sinaiska
vadiba septindesmitajos un astondesmitajos gados.

Pétera Plakida mazika runa |oti tieSu valodu un stasta krasnus stastus. Kritiki to saukusi pat par izteiksmé kristalskaidru. Péteris
Plakidis pats par saviem darbiem izteicas |oti skopi. Ja nu vienigi kaut ko par skandarba formu, par kadu pielietoto tehnisko
panémienu. Tomér vina muzikas spilgtie téli liek mums gan fantazét, gan méginat sasaistit tos ar masu visu kopigi dzivojamo
dzivi.

Zimiga $ai zina ir 1991. gada pirmatskanota “Atskatisanas’, kuru gribas saukt par tadu ka robezstabu, ka robezstaciju Plakida
radosaja cela.

Devindesmitie. Latvija ir atguvusi neatkaribu un visa valsts dzive, arT kultdras jomas, nu japarkarto atbilstosi kapitalisma un
briva tirgus likumiem. Valsts vairs nespéj atbalstit [idz tam spécigi subsidétas makslas vienibas un aktivitates. Brak lidzsinéjas
struktdras, pazad orkestri, kameransambli. Brizam biedéjosi tuksi ir devindesmitie.

Biedgjosi ir ari tas, ka apklust Péteris Plakidis. Vairs neraksta. N&, vispar jau raksta, bet tas vairs nav tas Plakidis, kadu pazinam
agrak. Kad katrs vina opusa pirmatskanojums bija notikums ar patiesuma svaru. Vienalga, vai ta solo vai kora dziesma,
kamermuzika vai simfonisks opuss.

Nu vins sava mazika — arf simfoniskaja — vairs gandriz tikai joko. Aspratigi, izsmalcinati parodé savu milo Bramsu, Véberu,
Rosini. Protams, tas joprojam ir profesionali spozi uzrakstits. Bet nez kapéc skiet — vairs ne lidzvértigi tam agrakajam Plakidim,
kura muzika tapa, lidz mielém izjatot komponista atbildibu savu lidzcilvéku un savas tautas prieksa. Tam Plakidim, kurs skanas

paustajam patiesibam lika izskanét ka liecinajumam, ka atklasmei un mierindjumam. Pat tad, kad mazika rit teju séru gajiena
soll, ka apzvanot. T4, ka “Atskatisanas”.

Vai tieSam Péteris Plakidis apklusa un péc tam krasi mainija savu tik iezimigo stilu un dailrades patosu tikai aréju apstak|u dé|?
Domaju, ka né.

Manuprat, 8T neatgriezeniska stilistiska metamorfoze notika Plakida profesionala godiguma dél. Septindesmitajos,
astondesmitajos gados dominéjosas Plakida mazikas estétikas un stilistikas adere bija pati Latvija, vina dzimtas zemes, vina
pasa tautas téls. Nu si estétikas un stilistikas aka bija izsmelta. Izsapnotais ideals — tautas briviba - bija sasniegts. Bet tirazét sevi
Plakidis nedz gribéja, nedz spéja. Lai S0 apgalvojumu pieraditu, bds vien jaturpina atskatities.

Astondesmito gadu vidd komponisti Péteris Vasks un Imants Zemzaris diskutéja par nepiecieSamibu sava mazika runat
dzimtaja valoda. Runat mazika latviski. lemeslu $adam aicindjumam netraka. Pirmkart, jau tas, ka padomju varas istenota
rusifikacijas politika latvieu tautu darija par minoritati sava dzimtené un latviesu valodu par tadu ka persona non grata,
apdraudot tas pastavésanu.

Skiet, Péteris Plakidis par “runasanu sava mazika latviski” nekad nerunaja. Vin$ to vienkarsi darija. Jau desmitgadi pirms
kolégu diskusijas - kops septindesmito vidus. Tiesam 3kiet, ka vins bija viens no pasiem pirmajiem $is gandriz tris
desmitgades dominéjosas paradigmas kopéjiem. Péc 1975. gada tapusas “Legendas” pirmatskanojuma kritiki acigi
norada uz Plakida novatorisko pieeju, tautas muzikas elementus iekauséjot “jauna aleatoriska un heterofona orkestra
valoda”.

Plakidis pats toreiz teica: "Rakstot “Legendu” simfoniskam orkestrim, kur divpadsmit skanu vieta izmantoju tikai septinas, es
jutos, ka izgajis svaiga gaisa. Man bija |oti patikami atteikties no hromatikas, no hromatiskiem, disoné&josiem sablivéjumiem,
jo tira diatonika, pat ja vina skan visa vienlaikus, kaut vai klastera veida, tomér skan arkartigi dzidri. Taja ir it ka |oti daudz gaisa.
Katra zina sadas tiri diatoniskas mazikas radisanas periods ir viens no patikamakajiem mana jaunradé.

Tiesi tad — septindesmito vidl — Plakida dailradé nostiprinas tas izteiksmes veids, kadu noteikti drikstam saukt par “runasanu
sava muzika latviski” Lai to raksturotu, ir janorada uz latviesu folkloras nozimi Plakida personiska stila genéze.

Skaidrs, ka jau pasos latviesu profesionalas muzikas pirmsakumos 19. gadsimta nacionali iezimigam skanéjumam lidzéja tapt
tiesi folklora. Ka un kapéc so konceptu 20. gadsimta beigas partvéra Péteris Plakidis?

Plakida komponista debija sesdesmito beigas notika laika, kad Austrumeiropa spéka pienémas ta sauktais “jaunais folkloras
vilnis’, Latvija visspilgtak manifestédamies Paula Dambja kormuzika. Tomér Plakida ta laika vokalajos un instrumentalajos
kamerdarbos, arf simfoniskaja mazika no folkloras vél nav ne minas. Drizak gaisa sesdesmito gadu modernisma atblazma -
tas geometriskaja, plastiskaja, savveida stiligaja melodiskaja daijuma.

Sesdesmito beigas, septindesmito sakuma Plakidis daudz rakstija teatrim un kino. Vins spéléja klavieres avangardiskas
“Rigas pantomimas” uzvedumos — improvizé&ja un arf komponéja viniem. Un jau tolaik Joti miléja kamermuzicésanu, bieZi
koncertédams kopa ar draugiem - kamermazikiem.

Tas viss forméja Plakida stilu. Tas ir asu kontrastu un dramatisku efektu pilns, taja pasa laika — |oti lakonisks un precizs
izteiksmes lidzek|u izvélé. Vina mazika dominé koncertiskais, dialogiskais izklasta tips, jo Plakidim patik mazika uzdot
jautajumus, iebilst, meklét un rast atbildes. Vinam patik mazika sarunaties.

Septindesmitajos, astondesmitajos gados par galveno diskusiju objektu, par galveno dzinéjspéku Plakida dailradé k|ast
latviesu tautas mazika saknoti téli, zimes, simboli.

Tiesi latviesu folkloras sniegta iedvesma un “darba riki” |ava vinam radit savu unikalo “plakidisko” stilu, kam |oti driz radas
daudzi sekotaji.

Ko tiesi latviesu folklora piedava komponistam profesionalim?

llgas socialas noskirtibas dé| (lidz pat dzimtbusanas atcelsanai 19. gadsimta) latviesu — zemnieku kartas — muzikalaja
mantojuma neskarti saglabajas arf vissenakie, pat uz bronzas laikmetu attiecinamie folkloras slani.

Tos raksturo senas skankartas jeb modi, tetrahordu, trihordu un pat sekundas apjoma melodijas, burdons ka senakais
polifonijas paraugs. Tiesi tapat, ka tas bija Ungarija Kodaja un Bartoka laika, arf Latvija $is senas dziesmas 20. gadsimta bija
pagaisusas no tautas aktivas muzicésanas pieredzes. Tadéjadi moderni domajosam komponistam tés jau atkal piedavaja |oti
svaigi, moderni skanosu materialu.

Sakot ar "Legendu’, Plakida darbos nostiprinas diatonika, senas skankartas, modi. Ari $aura apjoma melodiskie motivi, kas
tuvi latviesu folkloras senako slanu paraugiem. Ari tautas mazikai raksturigi intervali — tira kvarta un kvinta, un, protams,
palielinata kvarta — ka latviesu tautas vokalas muazikas Sedevra Bartas garaja sauciena. Vél Plakidim |oti nozimigas ir tautas
instrumentalas muzikas, jo Tpasi stabules, azraga un citu pasaminstrumentu spéles, altzijas, ka arf ganu sasauksanas
signalizéjosie, ornamentétie motivi.

Sos “bvelementus” ving vienmeér ieauz dramaturgiski mérktieciga, meistarigi konstruéta skanuraksta, kas summéjas katrreiz
citada, unikala stasta. Plakida partitdru uzburtie téli var sniegties no spradzienveidigas bataliju ainas “Legenda” lidz gandriz
orgiastiski panteiskam panno Koncerta orkestrim un solistu grupai “Sasauksanas”. No apskaidroti stras nopietnibas darba
“Atskatisanas”lidz teju intelektuali nospriegotam disputam Koncerta divdam obojam un stigu orkestrim.

Vairak neka pusé no vina kopskaita apméram divdesmit simfoniskajam partitaram latviesu folklora ir Plakida stilistika
klatesosa, to forméjosa.

Méginot definét folkloras lomu, nozimi un jégu Plakida mazika, man skiet, ka ta jameklé kaut kur pa vidu starp simbolu un
argumentu. Ta noder ka arguments saruna par nacijas nakotni, par individu ka nacijas daju. Un ka simbols spé&j nodrosinat
patiesu katarsi Plakida meistarigi savérpto muzikalo disputu (vai télojumu) atrisinajumos.

Jo latviesu tautasdziesmu Cetrrindés, gluzi ka tadas haiku, ietverta ir arf visaptvero3a sena mitologiska pasaulskatijuma
panorama. Ikkatra cetrrindé paralélés starp cilvéku un dabu vienmér klatesoss ir gan personiskais, gan universalais.

Un tomér. Man skiet, ka tautas mazika Pétera Plakida skanurakstu caurauda ne tikai folkloras tiri muzikalo vai tekstualo

kvalitasu dél. Ka Tstais iemesls tas integracijai absolti moderni un profesionali domajosa 20. gadsimta komponista muzika ir
jamekle vél “aiz teksta” Konteksta, kada i pievérsanas notika.

Septindesmitie gadi bija pretrunu pilns periods padomju Latvija. Aiz internacionalisma ko3as fasades un bagatigi

subsidétas kultaras dzives aizsega notika |oti mérktieciga latvieSu nacijas iznicinasana visos iespéjamos veidos un limenos —
ekonomiskaja, socialaja un, protams, ari ideologiskaja un kultras sféra. Skiet, tiesi tapéc tiesi 31 - visdzilakas stagnacijas, tautas
patiesas véstures un rakstura nolieguma desmitgade — rosinaja spozu folkloras iedvesmotu makslas darbu tapsanu. Dzejnieki,
gleznotaji, komponisti ar makslas lidzekliem stajas preti oficialajai ideologijai. Ojars Vacietis, Vizma BelSevica, Mara Zalite, Janis
Peters, Dzemma Skulme, Liga Purmale, Péteris Pétersons, Mara Kimele. No dzejas lidz kino, no teatra lidz vizualajai makslai.

Un mazikai. Ari Péteris Plakidis savos darbos nu apceréja, vizualizéja, izsapnoja tautas patieso vésturi, iedabu un iespéjamo
nakotni.

Konteksta nozimibu dailrades transformacijas apliecina ari Plakida “stilistiska izdzisana” devindesmitajos gados, kas,
acimredzami, bija mazika godiguma un makslinieka socialas atbildibas diktéts solis. Jo runat par sim tik batiskajam témam
vairs nebija nepieciesams. Un, ka jau tika teikts ari agrak, tirazét sevi Plakidis nekad nav véléjies.

Lai atsauktu atmina un lautu nepastarpinati izjust septindesmito un astondesmito gadu patosu — rakstita, runata, sapnojama
un ar savu makslu izcinama patosu, te parpublicéjam fragmentu no komponista Imanta Zemzara esejas par Pétera Plakida
“Dziedajumu’. Ta publicéta 1987. gada laikraksta “Literatara un Maksla"

Bet noslégt 3o apceri palidzés dazas trapigas rindas no komponista Talivalda Kenina raksta avizé “Latvija Amerika" (15.02.1997.)
par Pétera Plakida “Variacijam orkestrim”:“Vai més visi neesam drusku romantiki, arf Plakidis? Klasiska ieloga vina mazikas
pardzivojuma vilnis aizrauj mas lidzi. Ar to vien jau pateikts, cik Sis skandarbs ir parliecinosi skaists ar stravojosu jasmu, spozu
orkestra valodu, eksplozivu sprindzinajumu. Noslégums nak it ka péksni, bet ne negaiditi: komponists ir runajis”.

Inara Jakubone
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LIELAS APJAUSMAS SOLI

Pétera Plakida "Dziedajums”ir veltijums masu Valsts simfoniskajam orkestrim sesdesmitgadé un lauj reprezentét katras instrumentu
grupas saliedétibu, spéku un spozumu. Un mazam bas kapiens zala pakalna, bet aiz ta akls bezdibenis mdzam uzglanés. ...

“Rakstot simfoniskam orkestrim skandarbu “Dziedajums’, man gribétos likt dziedat stigu grupai un ari arfai, un ari, protams,
pusamajiem, ieskaitot metala patéjus, maksimali piesatinat horizontali izvestas plasas melodiskas linijas. Kaut vai tapéc, ka man tas
agrak bijis mazak raksturigi. Gribéjas ta vienreiz atvézéties un ar plasaku triepienu sacerét. Es pats 3o darbu izjutu ka saplasanu ar
musu dabu un ar savu tautu tada veida, ka es to uztveru”

Skops komentars no autora. Galvenokart par tehnologiju. Varbut ta izpauzas komponista étika — neizpaust un neuzspiest
programmas saturu, neplapat par darba ietvertajam domam, idejam. Tas viss — mzika. Katrs no tas panems sev vissvarigako, tobrid
visvajadzigako, katrs saklausis savadak. Bet nevienam nav liegts péc tam sacerét savu versiju, uzrakstit savu noveli par dzirdéto
muziku.

Centieni saplUst ar dzimto zemi, ar mizigo, pastavigo, dizeno - tas prasa lielu vienkarsibu lidzeklos, plasus, nesaskalditus modalos
laukus.

Ritma modalitate. Viss darbs ir gajiens, naciens neparprotami uz tris, trijdalu taktssolt (ir ari se3as un devinas dalas te rodamas, bet
visam cauri — tris). Kaut kads magisks menuets? Polonéze? Goda solis? Diza miza garuma? Sesdesmit gadu garuma? Septinsimt
gadu? Visa gaita no pasiem pirmsakumiem lidz pasam...? Tatad — soli ka simbols. Lielu sakaribu, lielas apjausmas soli. Neviens
instruments labak par basgitaru neiekustinas gajienu. Basgitara viena pret visu orkestri. Tembrali atgrdzas, un atgrazas péda no
zemes. Lidz ar o uztakti gajiens var sakties. Un tad atkal laiku pa laikam basgitara “piemet pagali’, uztur soli, lidz mazpamazam
iekauséjas gajiena, kurs iegust arvien dizakas nozimes.

Skankartiska modalitate. Visa tauru un ragu grupa spélé izturéta skankartiska modusa, un aina iekrasojas, uzburas viena patna, ipasa
senéji vésturiska krasa: tur pus varoni, virsaisi, saucot kopa savus pulkus, uz celu, uz gaitu, uz gajienu saucot. (.

Dzimtenes ainava. Paliekosus tas gleznojumus skanas atstajusi gandriz ikviens no masu klasikiem. Varbt ipasi — Alfréds

Kalnins, Péteris Barisons, Helmers Pavasars, Janis lvanovs. Ari Péteris Plakidis jau lidz “Dziedajumam”devis savéjos - “Legendu’un
“Sasauksanos”. Izsvértus, harmoniski samérotus, it ka sensenis paregotus, jo padebesu smagais klaips atspiezas pret pakalna klaipu
proporcijas, kas nekad nebus krasas, galéjas, arkartéjas masu platuma grados. Pakapjoties pakalna un ieraugot horizontu, més
apjausam vien, ka ta “Par lielu, lai panemtu klépi/ Un apmilotu./ Mazliet par mazu, lai palaistu vienu/ Pasaules plasajos celos.”

Tada ieprogrammeéta modalitate.

Attistiba mazpamazam sakrdj taci. Kapums, péc kura piepesi nak bezdibeniga aiza - ja, vienigi $o aizu melnais aklums arvien bijis
neparedzams, nenojausams. .. Pavediens parrauts. Beigas? Viss? N&, arfu (koklisu) epizode sadiedz, saauz kopa, un gajiens turpinas.

Nak atkal liels dzimtenes pakalns, jau lielaka tace. Bezdibenis. Kataklizma, péc kuras pavediena gali zid, beigas, viss. Un tomér arfas
(brinumkoklites — brinumzalites) atkal sadiedz, saauz kopa sarto dzivibas niti, un gajiens turpinas.




LATVUAS NACIONALAIS SIMFONISKAIS ORKESTR]S (LNSQ) ir viena no valsts klasiskas
muzikas aprites pamatvértibam — augsti profesionalu muziku apvieniba ar spécigam tradicijam, dasnu skang&jumu un atdevigu
spéli. LNSO uzmanibas loka ir galvenokart 19. un 20. gadsimta pasaules simfoniskie Sedevri, Latvijas komponistu raditas klasiskas
vértibas un musdienas saceréti jaundarbi, ka ari palaikam kadas operas vai mazikla koncertatskanojums. LNSO lielu uzmanibu
pievers bérnu un jauniesu izglitibas programmam, vairakus gadus veiksmigi isteno kamermzikas programmu sériju un kops
2015. gada svin vasaras izskanu festivala “LNSO vasarnica’. LNSO darbiba piecas reizes novértéta ar Latvijas augstako apbalvojumu
klasiskas muzikas joma — Lielo mazikas balvu 1993, 2009, 2012, 2013 un 2016. Kops 2013. gada novembra LNSO makslinieciskais
vaditajs un galvenais dirigents ir Eiropas un Japanas labako orkestru pieprasitais maestro Andris Poga — mUzikis ar spozu tehniku,
augstam prasibam péc nevainojami profesionala mazikas lasijuma un izcilu formas izjatu. Orkestra ieprieks&jo maksliniecisko
vaditaju saraksta nozimigakie ir Janis Medins, Leonids Vigners, Edgars Tons, Vasilijs Sinaiskis, Olari Eltss un Karels Marks Sigons.
Viesdirigentu vida — pasaulslavenie latviesi Arvids Jansons, Mariss Jansons un Andris Nelsons, ari Vladimirs Fedosejevs, Valérijs

Gergijevs, Neme Jervi, Pavo Jervi, Kirils Kondrasins, Kurts Mazars, Ksistofs Pendereckis, Genadijs Rozdestvenskis, Jevgenijs Svetlanovs.

Plass ir LNSO koncertbraucienu diapazons ar vieskoncertiem Japana (toskait Tokijas Suntory Hall), Krievija (toskait Maskavas
konservatorijas Lielaja zal&) un daudzas Eiropas valstis, kur nozimigakie koncerti notikusi Amsterdamas Concertgebouw, Berlines
Valsts opera, Leipcigas Gewandhaus, Frankfurtes Alte Oper un citas ievérojamas koncertzalés.

V/\SILU/\ SINAISKA (1947) pirmais koncerts Latvijas Nacionala simfoniska orkestra (tolaik — Latvijas TV un radio
simfoniska orkestra) galvena dirigenta amata notiek 1975. gada 18. septembri, vien divus gadus péc tam, kad vins uzvaréjis
Herberta fon Karajana dirigentu konkursa Berliné. Uz Rigu tobrid 27 gadus vecais Sinaiskis dodas Kirila Kondrasina iedrosinats,
jo tobrid ir Kondrasina asistentdirigents Maskavas filharmonijas orkestri.

1975. gada Rigas muzikas kritiki fiksé — sezona iesakusies neierasti aktivi, lidz oktobra beigam Sinaiska vadiba notikusi jau pieci
koncerti — ik ceturtdienas vakaru! Tik aktivs darba rezims saglabajas visu “Sinaiska laiku’ - lidz pat 1987. gadam.

“Daudz efektigu skandarbu toreiz spéléjam un daudz latviesu mazikas, bet visvairak — Maleru un Rihardu Strausu. Latvija no
Maskavas bija talu, tapéc mums bija iespéja spélét ari“aizliegtu’ maziku, un tie bija komponisti, kuri vélak k|uva dizi. Ari Snitke,
kurs par savu darbu atskanojumiem allaz bija priecigs. BieZi spéléjam Denisova un Gubaidulinas opusus. Visu, kas radas jauns un
interesants, més uzreiz spéléjam. Ari arzemeés', ta Vasilijs Sinaiskis intervija LR 3 “Klasika"teicis 2017. gada.

Tagad, tiekoties ar Latvijas Nacionalo simfonisko orkestri gan koncertos, gan ierakstu sesijas, Vasilijs Sinaiskis saka — Riga pavadijis
savus labakos gadus un ar orkestri te izveidojies lielisks kontakts, psihologiska saikne, kas saglabajusies lidz pat masdienam. Vins
jatas tiesam lepns par to, ka 2017. gada Latvijas Nacionalais simfoniskais orkestris vinu tituléja par savu Goda dirigentu.

Vasilijs Sinaiskis ir ar BBC filharmoniska orkestra un Malmes simfoniska orkestra Goda dirigents. Galvena dirigenta statusa vins
savulaik stradajis ne tikai ar Siem, bet vél ari ar Maskavas filharmonijas simfonisko orkestri, Krievijas Valsts simfonisko orkestri,
Niderlandes filharmonisko orkestri. Ving ir bijis Krievijas Liela teatra galvenais dirigents (2010-2013), dirigéjis operu izrades
Berlines, Vines, Budapestas, Sanfrancisko un Londonas opernamos. Viesdirigenta statusa vins regulari muzicé kopa ar vadosajiem
Lielbritanijas, ASV, Somijas, Japanas, Krievijas un citu valstu orkestriem. Vina dirigenta karjera aizsakas 1971. gada Arnolda Kaca
vaditaja Novosibirskas simfoniskaja orkestr, un, pateicoties studijam un pirmajai darba pieredzei legendaro krievu mazikas
interpretu lljas Musina un Kirila Kondrasina vadiba, vinu dévé par vienu no pasaulé izcilakajiem krievu mazikas repertuara
pazingjiem.

Pasreiz Vasilijs Sinaiskis dirigésanu maca Sanktpéterburgas Valsts konservatorija. Savulaik vins to darija ari Jazepa Vitola Latvijas
Mazikas akadémija — pie vina macijusies gan Imants Resnis, gan Janis Zirnis.

1999. gada Vasilijs Sinaiskis sanéma Latvijas Lielo mazikas balvu — par latviesu mazikas popularizésanu 70-80. gados.




