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In order to create real and genuine art, a person must sacrifice
something - whether time (both his own and the time he devotes
to his loved ones), potential life opportunities, strength, emotions
or health - because nothing comes from nothing, and because
creation without sacrifice only leads to destruction..

| have left something of all of that in most of my compositions.
That is why each new composition seems harder and harder to
write, the work is slower and slowetr..

| should feel a little sad, but in fact | am happy, because | know that the
things | have left in my music can be passed on to and be used by the
people who listen to it. For many, it is an opportunity to recharge,

SO tO say..

Both my Symphony No. 2 and Mystery of His Birth are compositions
in which | have left very much of myself..

| will be happy if this music helps someone to persevere and
overcome, to gain peace of mind, to understand something of the
mystical, to make the pleasant discovery that nothing is ever the
end, that there is always something more..

Rihards Dubra



A CONVERSATION WITH COMPOSER RIHARDS DUBRA

| wanted to begin this conversation with a thought by Felix Mendelssohn. He wrote in
a letter once that while so much needs to be said about music, so little is in fact said

about it. He believed that words serve music poorly, and if they did serve music well,

there would be nothing more in music for him to do. Do you share the same view as

Mendelssohn?

I think I could agree with that, and I'm not the first to do so. Composer Juris Karlsons
always says that if a composition is described with words before the concert, the
composition dies. And, because I'm a student of Karlsons - and I'll be presumptuous and
say also a friend - | probably agree as well.

Because I've always believed that each and every form of art is unique and special,

and maybe there are situations when one of those forms should be explained with the
help of another form, but, despite the fact that it's so popular nowadays, it should not

be done regularly. I've especially noticed that in England, where artists - even serious
musicians - talk very much with the audiences at their concerts. At moments like that |
feel a little provincial, as if | were being regarded as a bit of a fool who isn't able to enjoy
music, who's trying to understand on his own what the composer wanted to express. But
I think music has to speak for itself.

Could this mean that at times when you are forced to say something about music -
such as right now - you carefully think about the words you use?

Yes, more or less. When | talk about compositions, | don’t want to go on and on,
explaining everything in detail. | like to leave some room for surprise for the listener.
That's the wonderful thing about music - we can each listen to one and the same thing
and yet experience it differently. In music, too, plenty of compositions have titles that
don't really explain anything. In any form of art, the title of a work throws out an idea
but does not explain it in full. The listeners or viewers or readers must experience it for
themselves.

What do you think the word ‘symphony’ can give the modern listener? Before the
premiere of the Symphony No. 2, you said that your professor Adolfs Skulte wrote his
second symphony as a middle-aged man. How do you think the symphony genre has
changed since then? What can a composer say with it?

I've always believed that the symphony genre is one of the summits, an opportunity for
the composer to express himself to the fullest. Not only in the literal sense of writing
forty minutes of music for a large ensemble, but also purely in the ideological sense. The
ideological content must be nurtured within oneself and maintained richly and grandly.
Actually, | don’'t think a symphony should speak about small, everyday things and issues;
it should speak of global, fundamental and substantial things. Only then does it justify
the name ‘symphony’. It must be something serious.

Since the days of Haydn, we see that the number of works that composers have written
over the course of their careers has decreased as we get closer to the present day. But
this shows that the compositions in the symphony genre have grown in size and volume,
in the weight of their ideas and in many other aspects.

Do you think a lighter, less serious symphony is not worthy of attention?

No, | wouldn'’t say that it's not worthy of attention. But | don’t think it corresponds to the
symphony genre.

So, a symphony demands delving deeper?

Delving deeper, and also volume - volume in all senses, including the size of the
orchestra. If we write a symphony for a smaller ensemble, we might as well call it a
sonata or quintet. After all, they're all compositions of the sonata form, starting from
sonatas for a solo instrument all the way up to large chamber ensembles. But we ought
to give it a different name. A symphony is a sonata-form composition, but for a large
orchestra.

But the springboard of ideas and thoughts, can’t that be applied to all music? Say,
I immersed myself in a symphony for two years, now it's time to relax and write
something less serious. Of course, I'm oversimplifying it, | know.

One does need balance, yes. One cannot continuously write symphonies. When |
finished the Symphony No. 2, however, | was on a roll and felt that | could begin writing a
third symphony right away.

Did you already have specific ideas?

Yes, and | still have them. I've written about three minutes worth of material. But |
realised quite quickly that I'm not a robot and that my brain wanted something different.
| do, in fact, like balance. I've written all sorts of compositions in these past five years
since | finished the Symphony No. 2. From a few smaller, lighter pieces to a couple a
more substantial oratorios. Also an opera.

You wrote the Symphony No. 2 and Mystery about five years ago. Is that enough time
for you to “see it with new eyes”, to hear something new in it? Can it be seen as slice of
a certain time, a benchmark of sorts?

| have a hard time with things like this. There are compositions that | consider successes,
and there are compositions | consider completely good enough, professionally written,
but nothing special.

You do not rework your compositions later?

No, | don't rework them. But what | wanted to say is that my feelings remain the same,
even when | look at or listen to my compositions later. The things that seemed logical
and successful back then still seem so to me now. There are some compositions that I've
been required to write and everything is fine with them technically, but perhaps | didn't
have the brightest spark in my mind at the time. Sometimes composers are craftsmen
required to perform a task.

There were certain things Adolfs Skulte drilled into my head that he thought all
professional composers should know and do. And | mostly follow that advice, because
he was a very intelligent man.

One thing he said: you can work on and tweak your composition as much as you want.
You can rewrite it and overhaul it completely, but there comes a point when you have to
say stop. The moment you've finished it and given it to the performer, it's over - it's your
own kitchen, and no one else needs to see the mess you have in there. It's considered
bad practice to be still correcting the score during rehearsals. You've got to know your
profession well enough to not be writing in the wrong ranges for instruments. In other
words, once the piece has been given to the performers, the composer can't touch it
anymore. Skulte also added: if anything sounds bad or wrong, let that be a shameful
lesson to never do so again.

Is there any other wisdom Skulte taught you that you still adhere to today?

Quite a few things. We had a close relationship. Lessons with him felt like a visit with my
grandfather; we would talk about a lot of things that had nothing to do with music. We
were both big fans of cars, and so we talked about cars a lot. After all, he was a technical
person - he had initially trained as an engineer.

Skulte talked a lot about instrumentation and about technical principles that really

work. His advice can be adapted in all sorts of ways, for example, by choosing different
instruments or a more modern sound, but you don't need to reinvent the bicycle. Those
principles still work. He knew and understood a lot, perhaps also heard things differently,
becaushe had so-called color hearing, or synesthesia.

This conversation is mainly about symphonic music, so let’s talk a bit about details. For
example, about Rihards Dubra’s “symphonism”, or his understanding of symphonism.
Perhaps we can begin with melody. How important is melody to you?

I'm fairly old-fashioned in this sense, and melody, or at least the afterglow of melody,



appears in almost all of my compositions. It's a distinguishing trait of mine. Perhaps it
also describes a way of thinking. Because even when I'm thinking about things other
than music, | always have some kind of main thought running through my mind, and it
behaves kind of like a melody. Then later | can develop it or take it apart or otherwise
work with it. It might even get lost in the instrumentation.

The great textbook of composition analysis states that melody is the main content-
bearing element in music. At least that's what was written in the old books. When | was a
student, that was the first sentence about melody, or the main expresser of a theme. But
now the thinking has changed, and melody can be understood in different ways. If we
consider that in polyphony every individual voice can be developed not only according
to a single linear theme but as a whole layer, then we can think similarly of a melody -
that it can be a whole separate layer. And that's what | usually do.

Based on the melodies you write, including those for symphony orchestra, can one
assume that you have experience in singing early music? Does this affect the intervals
you choose?

Yes, that is so. In fact, it's one of the main techniques | use when developing a melody
or melody-like structure. I'm very fond of early music. And yet | see in myself a strange
development towards the more modern day. The techniques and intervals | usually
choose now are already from the Baroque period. | also play around with a variety of
things regarding instrumentation that are typical of the Baroque era. Of course, | use
them as colour.

| also like stylisation. Gregorian-type themes show up here and there in my
compositions. They're never direct quotes; instead, they're stylised themes that I've
composed anew but which nevertheless adhere to all the rules of Gregorian style.

But what you said regarding melodies and the Baroque - does that also apply to the
intervals in your music?

Generally, yes. 'm one of those strange guys whose favourite Baroque composer isn't Bach
but Handel. | love the joy and spark in his music. Actually, if you study it closely, you'll find
that his harmonic language is not as simple as it first sounds. That's another thing | try to do,
and | assume no one has studied it. Namely, writing very complex harmony so that it sounds
simple. Making a completely illogical transition from one complex chord to another in a way
that nevertheless makes the voice-leading closely related and slide easily from one chord
to the next. | really enjoy these technical games with harmony. Probably also because that's
what | teach at school.

That's one of the most important aspect for me, especially if I'm writing for symphony
orchestra. Then these harmonic games become especially alluring, because you've
also got each instrument with its own timbre. The arrangement of the timbres and
instruments very often allows you to transition from one chord to another in a way that
at first seems completely illogical.

Now and then | use the twelve-tone technique, but | use it in this same way, so that the
result sounds quite melodic. When | feel like playing around, | try to build a twelve-tone
melody so that it doesn’'t sound like a twelve-tone melody. | do that with a lot of things.

You're already talking about timbres, but it's clear that your symphonic music also
contains a unique timbral style, which any listener familiar with your music can
recognise. But it certainly hasn’t developed in a single day.

No. | think it goes back to studying under Adolfs Skulte. It's something we talked about
a lot — what goes together well with what, which instrument groups can be enhanced
by another instrument in such a way that the group is highlighted spatially but the
listener cannot hear that the group is being helped by another instrument. Those are
all professional secrets. But Skulte talked to me very much about such things. Over
the course of my career I've discovered similar techniques in which, by adding one or
another instrument, it's possible to achieve a particular effect, and it seems that the
instrument group itself is producing it, instead of being helped by another instrument.

This minimal amount of timbre really enhances something, makes it brighter..or, on the
contrary, dulls it.

When listening to a composition, there’s sometimes an impression of just an overall
sound, or meta-sound, because you can’'t understand what combination of instruments
or registers is producing that particular sound. For example, the second movement of
the Symphony No. 2, which begins with an oboe and English horn and then the flutes
joinin.

The second movement is basically variations. But it's only three variations on my
absolutely undistinguished little choral song, which was written for the liturgy. The
melody is even a bit recitative, with a small culmination-like explosion at the end. But
you hardly notice its presence, maybe only at the beginning. In the initial exposition,
it's polyphonically diffused in the string instrument group. The first and second violins
and viola play it the whole time with a slight delay. If you listened to each instrument
individually, you'd recognise the melody. In this case, it's most likely referred to by the
double basses, the low-pitched points and the harmonic change, but quite modestly.
I've even had to decipher the melody for people who've sung it before. And then they
say, “Really, that's the song!" | was interested in hiding it inside the music. That's why the
second movement is called “Cantus”.

But listen to yourself: an undistinguished little choral song, and yet ‘cantus’ is a
very polysemantic word. So my first thought is that it makes this movement of the
symphony more complex than it at first seems.

Yes, that's the way it is. Here | was interested in adapting something simple to this
weighty, significant concept of ‘symphony’, or symphony movement.

I'm going to jump back a little bit. You said “the intervals | choose”. To what extent do
you choose them, or do you hear them instead?

There are things that | choose, for example, an interval that I'm very fond of and which,
quite unlike myself, I've borrowed from Bach - the diminished seventh. | also enjoy
descending leaps of sevenths, for example, this sort of leap suddenly appearing in an
otherwise logical tune. That could be one characteristic trait of my music. | actually quite
like large descending intervals like that. These leaps occur at the moment a melody is
ascending, and its logical movement would be upward. But the leaps never happen by
themselves; they're always based on the harmony and where this particular musical
colour is needed.

The end of the first movement of the Symphony No. 2 immediately comes to mind,
where the ascent with an abrupt fall. Do ascents and falls like these come from your
sense of drama?

Probably from my essence as a person. With my not so typically Latvian character and
slight admixture of Polish blood, I'm the kind of person who has such highs that he
can barge through a concrete wall and whose subsequent periods of relaxation and
slackening are like nosedives. But they're not depressive falls - I'm not a depressive
person at all. The fact that | make music in such a way is just a part of my essence.
Almost like waves. That's the way | am.

Those waves you mention call to mind spontaneous unpredictability. How much do you
plan out the musical drama before writing down the music?

Drama is the most important thing when writing a composition. | plan and develop and
think a lot about the drama. What will happen, how it will develop, and at which moment.
Naturally, though, the writing process sometimes pulls me in and makes corrections that
| haven't planned. Then, if they're acceptable to me, | replan the composition so that | can
incorporate the new material into the general drama so that it helps instead of hinders
the development.

And what do you say about a technique like ostinato, which often appears in your
music? Mystery immediately comes to mind, which has a slow, flowing orchestral
background for the violins and woodwinds when the cello first presents the thematic



material. | feel like this technique changes my perception about the amount of time I've
been listening to this work. In a way, it manipulates one’s sense of time.

Generally, | think that the creation of art means manipulating time. Regarding ostinato,
| used it a lot more in the past. Maybe because at age sixteen | wanted to be a heavy
metal singer. Thank God, that didn't work out. At seventeen and eighteen, though, | was
seriously into art rock.

Ah, music that's full of adventure.

Everything from Yes, which was a very popular group at the time, all the way to Gentle
Giant, a group that | always found very surprising. When you listen to their albums, you
sometimes get the feeling that there’s a total lack of connection, but if you watch them
on film, you see that they're able to play it perfectly in concert, too, down to the very last
note. It's quite admirable. It sometimes seems that there are metre changes every single
measure, and only in increments of a sixteenth note.

Has anything of that listening experience in your youth made it into the music you
compose today?

Yes, definitely. Nothing that has formed us can ever be erased. | don't deny that my

art rock-listening days have left a certain mark on my music. | use similar elements
here and there. But the ostinato, which appears less and less in my music now, is
actually from a different period - the late 1980s and early 1990s - from my once almost
overwhelming obsession with American minimalism. Glass, Adams, maybe not so much
Reich. | was enthralled by the symphonic works of Adams.

Also Riley? La Monte Young?

Very simply, those were the recordings we could get at that time; the music wasn't that
freely available yet. | ventured to write a pile of almost copied compositions, but even
today | still don't want them performed. Even though | had already graduated from the
academy, they were nevertheless like practice pieces. | was composing and trying to
understand what was useful to me from all of that music, what | could learn fromit. |
think that the ostinato comes from that period.

You said that you're using ostinato less nowadays. But nature abhors a vacuum;
something must come in its place. What is this something?

| don’t know. Thick chords polyphonically drawn out in long notes creating a background
of sound - ostinato is background, after all.

As in Mystery?

I'd say that Mystery is a small example of the stage in my career that has now begun.
Ostinato appears here and there in the chords, but in a fragmented way. It's not
consistent.

More difficult to discern?

It is discernible. My experience with Gentle Giant, though, is probably more noticeable

in the rhythms. | usually supplement the ostinato with a little note at the end so that it
doesn’'t end up so square, so directly perceivable. | always need a pulse, a nerve of some
sort. Maybe that comes from my essence as well.

If | may, a bit more about drama and titles. You've said that the third movement of the
Symphony No. 2 has a few impulses from the Book of Revelation.

Basically for the whole symphony. If we take the New Testament, Revelation is my
favourite book in it. And precisely because it has so much mysticism in it. | really like
mysticism as a phenomenon; | like things | cannot immediately explain, | like finding the
nuance in them, I like trying to imagine what it might have meant. I've been like that
since | was a child. For quite some time, | grew up as an only child in the countryside,
and | could spend hours and hours lying in the grass and looking at what goes on
between the blades of grass. | would imagine the craziest things. | still read fairy tales. |
like it when completely unexplainable things are placed in a normal environment, as if

tamed, and it feels like that's the way it should be, and you assume that it works even
though in reality it wouldn't be possible.

Returning to the third movement of the Symphony No. 2. The music is impetuous,
sometimes perhaps even ominous or lashing.

That's what the texts are like in the Book of Revelation. It tells about very grave, difficult
things. There's a reason the book is called Apocalypse; it contains images that we
couldn’t even imagine in our worst nightmares. | haven't touched those very much,
because another thing | don't like is destruction. | completely distance myself from
works of art that are destructive. For example, | never watch horror films. The problem
is the way in which my imagination works. If I'm looking at a work of art, 'm inside of it;
if  watch a film, I'm one of the characters. | can't turn off that part of me. So | distance
myself from works that continually cultivate evil, without any purpose, without a ray of
hope at the end. | can’t be around evil for lengthy periods of time; | need something
good.

That's why I've outlined a couple of apocalyptic scenes in the symphony, but, seeing as
I'm an optimist, the great majority of my compositions end on a positive note.

But that major chord you finish the symphony with - there’s still a tom-tom or gong
resounding there.

That's the final warning. Everything ends hopefully, on a major chord, and the tom-tom is
there with that same thought, that everything is light and beautiful. But we still have so
much we need to go through. It's like a small warning: stop, you must still be careful!

That's also how | interpreted it. Because in the context of the third movement, that
major chord is there like the major chord in Schumann’s “Ich Grolle Nicht”. And maybe,
like Hieronymus Bosch, you're watching the madness of the world, and at the end you
realise that you have nothing more in your power than to lower the curtain with a thud.

More like | see how it might happen - end positively, that is. But we need to think about
what we're doing. It's more like a warning. When you've already sunk into that dreamy
euphoria and are gazing into the sunny distance, and then someone returns you to
reality.

If we associate the theme of destruction and evil with music, we automatically want to
talk about scherzo-like images and symbols of evil that Shostakovich encoded in his
music. Do you think destruction is even possible in music? Ideally, maybe music is the
opposite of destruction?

| think destruction is possible in music. I'm quite convinced that, if | really wanted to and
tried to, | could write an absolutely destructive composition.

Can you imagine what it would sound like?

Not the exact notes. But | can imagine what it would feel like to listen to such music.
Because when | listen to music, the first thing | often perceive is a feeling. Sometimes

| play the keyboard for hours and hours without a specific goal in mind, just looking
for a feeling. And when I've captured a feeling, then | can start adding notes to it. | can
imagine an unpleasant feeling quite well, quite specifically. But it's also clear that, when
writing destructive music, one of the main things I'd work with would be drama.

So, drama is important in order to embody any kind of feeling in a temporal art.
Yes, | believe so. There's a drama that winds through everything in life as well. And we
sometimes have a strong influence on it, even if we don't think we do.

Davis Engelis
English translation: Amanda Zaeska



Lai raditu 1stu un patiesu Makslu, cilvékam kaut kas ir jaziedo - gan
savs laiks, gan laiks, kas domats saskarsmei ar lidzcilvékiem, gan
dala potencialu dzives iespéju, gan dala spéka, juatas un ari dala
veselibas, jo nekas nerodas no neka, jo, no radisanas neziedojot,
rodas tikai destrukcija..

Lielakaja dala savu darbu esmu katrreiz kaut no ta visa atstajis.
Tadél ar katru jaunu darbu rakstit paliek it ka gratak, darbs notiek
lénak un lenak..

Vajadzétu but mazliet skumiji, bet ir prieks, jo zinu, ka to, ko muzika
esmu atstajis es, varés sanemt un lietot tie, kas to klausisies, ta bus
iespéja daudziem, ja var ta sacit, uzladéties..

Gan mana Otra simfonija, gan Mystery of His Birth ir skandarbi,
kuros esmu atstajis |oti daudz..

Priecasos, ja kads spés ar Sis muzikas palidzibu pardzivot un iegut
sirdsmieru, saprast kaut ko no nesaprotama, atklat, ka ir jauki
apzinaties, ka viss nekad nav viss, ka vienmér ir kaut kas vél..

Rihards Dubra




SARUNA AR KOMPONISTU RIHARDU DUBRU

Véléjos sakt sarunu ar vienu Féliksa Mendelszona domu. Vins véstulé rakstija, ka tik
daudz kas buatu japasaka par muaziku, bet tik maz kas patiesiba ir pateikts. Vins saka, ka
vardi Sim mérkim kalpo visai slikti, un, pat ja kalpotu labi, tad vinam muzika vairs nebttu
ko darit. Sakiet, vai $aja zina jas esat domubiedrs Mendelszonam?

Domaju, ka varétu tam piekrist, un es neesmu pirmais. Komponists Juris Karlsons
vienmér saka, ka taja bridi, kad skandarbs pirms koncerta tiek paskaidrots ar vardiem,
muzika mirst. Ta ka esmu ar1 Jura Karlsona skolnieks, atlausos bat arogants un teikt — art
draugs -, tad ja, es drosi vien piekritu.

Jo man vienmér skitis, ka ik makslas veids ir savdabigs un ipass, un varbuat ir situacijas,
kad kadu no tiem vajadzétu paskaidrot ar citas makslas palidzibu, bet tas nebutu jadara
konsekventi, neskatoties uz to, ka mdsdienas tas ir populari. Seviski esmu to ievérojis
Anglija, ka makslinieki, pat nopietni maziki savos koncertos |oti daudz runa, sarunajas ar
publiku. Tados brizos es sajlutos mazliet laucinieciski, it ka mani uzskatitu par mulki, kas
nav spéjigs baudit muziku, méginat pats saprast, ko autors ir vélgjies pateikt. Man skiet,
ka muzikai ir jaruna pasai.

Vai no ta izriet, ka brizos, kad kads jus tomér piespiez kaut ko pateikt par muziku, ka,
pieméram, saja bridi, jas rapigi apdomajat vardus, ar kuriem runat par savu muaziku?

Vairak vai mazak, ja. Runajot par skandarbiem, man negribas visu smalki izstastit, izplUst
nianseés, gribas atstat klausitajam parsteiguma momentu. Ta ir muazikas briniska 1pasiba,
ka més vienlaicigi varam piedzivot vienu un to pasu, un tomér atskirigi. Art mazika ir
pietiekami daudz nosaukumu, kas neko precizi nepaskaidro. Jebkura makslas veida
darbam ir nosaukums, kas pasviez ideju, bet neizstasta visu. Tas ir japiedzivo pasam.

Ko musdienu klausitajam, jasuprat, var sniegt vards “simfonija™ Pirms Otras simfonijas
pirmatskanojuma teicat, ka jasu profesors Adolfs Skulte uzrakstija savu Otro simfoniju

pusmuza. Ka jums liekas, ka pa $o laiku ir mainijies simfonijas zanrs? Ko ar to iespé&jams
pateikt?

Mans uzskats par $o zanru vienmér bijis tads, ka ta ir viena no virsotném vai komponista
iespéjam izpausties ka maksimalistam. Ne tikai tiesa nozimé - rakstit 40 minGsu ilgu
muziku lielam sastavam -, bet ari tiri idejiski. Idejiskais saturs ir sevi jdaudzina un
jauztur bagatigs un liels. Patiesiba simfonija mana uztveré nedrikstétu runat par sikam,
ikdieniskam lietam, tai batu jaruna par ko globalu, visparnozimigu. Tad ta attaisno $o
nosaukumu. Tam ir jabut kaut kam nopietnam. Ja atskatamies uz Haidnu, tad muzikas
daudzums, ko cilvéki ir uzrakstijusi, tuvojoties muasdienam, paliek aizvien mazaks. Tas
patiesiba liecina par to, ka &1 zanra skandarbi aug apjoma, idejas smaguma un daudzas
citas lietas.

Tad tada nenopietna simfonija jums neskiet uzmanibas vérta?

Né, es neteiktu, ka skandarbs nebUtu uzmanibas vérts. Es neuzskatu, ka tas atbilst
simfonijas zanram.

Tatad simfonija pagér iedzilinasanos?

ledzilinasanos un apjomu - visada, tostarp orkestra sastava zina. Ja rakstam simfoniju
mazam sastavam, tikpat labi varam to saukt par sonati, kvintetu. Tie tomér ir sonates
cikla skandarbi, sakot no sonates instrumentam solo lidz lielakiem kameransambliem.
Tad més to varam dévét savadak. Simfonija ir sonates cikla skandarbs, bet liela apjoma.

Vai idejas un domasanas atspérienu, vai to nevar attiecinat uz visu muaziku? Sak, divus
gadus iedzilinajos simfonija, tagad laiks atpusties un uzrakstit kaut ko mazak nopietnu.
Es, protams, loti vienkarsoju.

Ir vajadzigs ar1 lidzsvars. Nevar nepartraukti rakstit simfonijas. Kad pabeidzu Otro
simfoniju, biju diezgan ieskréjies un jutu, ka varétu uzreiz sakt rakstit Treso.

Konkrétas idejas?

Ja, man tas joprojam ir. Tris mintsu apjoma kaut kas ir uzmests. Bet es diezgan atri
sapratu, ka neesmu robots un manas smadzenes vélas kaut ko citu. Man vispar patik
lidzsvars. So piecu gadu gadu laika, kops tapusi Otra simfonija, ir sarakstiti visadi darbi.
No daziem nenopietniem darbiniem lidz paris lielakam oratorijam. ArT opera ir tapusi.

Otra simfonija un “Mistérija” tapusas aptuveni pirms pieciem gadiem. Vai pieci gadi lauj
uz $o muziku jums paskatities no malas, saklausit taja ko jaunu? Vai to var uzskatit par
laika nogriezni atskaitei?

Man ir diezgan gruti ar $adu lietu. Ir darbi, par kuriem es atzistu, ka tie ir izdevusies. Ir
darbi, kas ir absoluti normali, ir profesionali uzrakstiti, bet nav nekas 1pass.

Tad jas ar laiku neuzlabojat savus opusus?

Es tos vispar neuzlaboju. Bet ko es véléjos teikt: péc kada laika, paskatoties uz siem
darbiem, sajata ir ta pati. To, kas man ir skitis sakarigs un veiksmigs, es ar1 péc laika
uzltkoju ka tadu pasu. Ir darbi, kurus kada bridi vajadzéja komponét, un tehniski viss
ir kartiba, bet rakstot prata ne vienmeér ir bijusi spozaka dzirksts. Dazbrid més esam
amatnieki, kuriem japilda kads uzdevums.

Ir lietas, ko man Adolfs Skulte iedzina galva ka ar amurfti, kas, vinaprat, profesionalam
komponistam ir janem véra. Es tam diezgan sekoju, jo vins bija gudrs virs.

Viena lieta, ko vins teica, ka vari nemties ap savu skandarbu, cik gribi. Vari uzlabot,
partaisit, bet viena bridi ir japasaka ‘stop’. Lidzko esi to pabeidzis un atdevis izpilditajam,
tad viss, ta ir tava virtuve, kas nevienam nav jaredz. Un tas ir sliktais tonis méginajumos
labot partitdru. Ar1 tik daudz ir japarzina sava profesija, lai nerakstitu instrumentiem
nepareizos diapazonos. Vardusakot, taja bridi, kad skandarbs atdots izpilditajam, autors
vairs nedrikst nekam Kerties klat. Un Skulte piebilda - ja kaut kas skanés skérsam, lai tas
ir kartigs kauns pasam turpmak ta nedarit.

Vai ir vél kads Adolfa Skultes dots prinicips, pie kura jas pieturaties?

Es domaju, ka ir diezgan daudz tadu lietu. Mums bija tuvas attiecibas, es gaju pie vina
uz nodarbibam ka pie vectéva, runajam par daudz ko tadu, kas neattiecas uz muaziku.
Abi bijam pamatigi autofani, un tas veidoja lielako dalu musu sarunu. Galu gala vins bija
tehnisks cilvéks, vina pirma izglitiba ir inzenieris.

Vins daudz stastija par instrumentaciju, tehniskiem principiem, kas tiesam strada. To var
visadi pielagot, izvéloties citadus instrumentus, musdienam raksturigaku skanéjumu, bet
nav jaizgudro velosipéds no jauna. Principi joprojam strada. Vins bija cilvéks, kas zinaja
un saprata daudz, varbut ari dzirdéja lietas citadak, jo vinam bija krasu dzirde.

Sis sarunas kodola ir simfoniska mugzika, tapéc més varétu parunat par detalam. Par to,
kas ir Riharda Dubras simfonisms vai izpratne par simfonismu. Varbut varam sakt ar
melodiju. Cik nozimiga jums ir melodija?

Sai zina esmu pietiekami vecmodigs cilvéks, un melodija vai vismaz melodijas atblazmas
ir pamata visos manos skandarbos. Tas ir mani pasu raksturojoss lielums. Varbut tas ari
raksturo domasanas veidu. Jo, kad domaju par citam lietam, ne tikai par maziku, vienmeér
ir kada galvena doma, pat sadzivé, kas spélé melodijas lomu. Péc tam es to varu apspélét,
izjaukt, noardit. Ta var pazust instrumentacija.

Skandarba analizes gramata rakstits, ka melodija ir galvenais saturu nesosais elements.
Ta tas bija senas gramatas. Bet, kad macijos skolg, tas bija pirmais teikums par melodiju
vai galveno tematisma izteicéju. Domasana ir mainijusies, melodiju var saprast dazadi.
Ja polifonija uzskatam, ka daudzbalsiba ik balsi var veidot ne tikai vienlineara téma, bet
vesels slanis, tad lidzigi varam domat ari par melodiju - ka tas var buat atsevisks slanis. Ta
es arf médzu rikoties.

Vai jasu melodijas, ari tajas, ko rakstat simfoniskajam orkestrim, ir pamatoti domat
par to, ka jums ir pieredze senas muzikas dziedasana? Vai tas ietekmé jasu izvéléto
intervaliku?



Ta ir. Patiesiba tas ir viens no galvenajiem panémieniem, ka es veidoju melodijas (vai
nosacitas melodijas). Sena muazika man ir |oti tuva, un es sevi redzu divainu attistisanos
musdienu virziena. Tehniskie panémieni, intervalika, ko izvélos, patlaban ir nonakusi
pie baroka. Es spéléjos ar dazadam lietam ari instrumentacija, kas baroka laika bija
raksturigas. Protams, es tas lietoju ka krasas.

Man patik ari stilizacija. Sur tur skandarbos ir témas, kas skan ka gregorika. Tas gan
nekad nav citats, bet manis rakstitas témas, precizi stilizéjot, ievérojot visas likumibas.

Bet tas, ko jus melodijas sakara teicat par baroku, attiecas uz intervaliku?

Principa, ja. Ja runajam par baroku, esmu divains tips, kurs par savu milako baroka
komponistu uzskata nevis Bahu, bet Hendeli. Tiesi vina dzivesprieka un dzirkstiguma dél,
tas man loti patik. Isteniba, ja uzmanigi péta, vina harmoniska valoda nav tik vienkarsa,
ka sakuma izklausas. Ta ir vél viena lieta, ar ko es nodarbojos. Pienemu, ka neviens to nav
pétijis. Uzrakstit |oti sarezgitu harmoniju t§, lai ta izklausitos vienkarsi. Pareja no viena
sarezgita akorda uz citu pilnigi nelogiska veida veidot balsvirzi t4, lai liktos, ka tie ir tuvu
radniecigi, viegli viens otra parejosi akordi. Sis tehniskas spéles darba ar harmoniju mani

ir |oti saistijusas. Laikam ari tapéc, ka es to macu skola.

No pasa sakuma tas ir viens no vissvarigakajiem aspektiem, 1pasi, ja rakstu
simfoniskajam orkestrim. Tad §is harmoniskas spéles klust seviski vilinosas, jo vél nak
klat katrs instruments ar savu tembru. Tembri un instrumentu izkartojums loti biezi lauj
pariet no viena akorda uz citu veida, kas pirmaja bridi skiet pilnigi nelogisks.

Es laiku pa laikam lietoju 12 tonu tehniku, bet tiesi sada veida, lai ta izklausitos ka kaut
kas gana melodisks. Kad man atkal uznak vélésanas parotalaties, pameéginu uzbuvét
kadu 12 tonu melodiju, lai ta neizklausitos ka 12 tonu melodija. Ta es rikojos ar daudzam
lietam.

JUs jau sakat runat par tembriem, bet skaidrs, ka ari jasu simfoniskaja muazika nolasams
individuals tembralais rokraksts, kuru pamanis klausitajs, kas pazistams ar jusu muziku.
Bet tas noteikti nav izveidojies vienas dienas laika.

Né. Domaju, ka pirmsakumi tam ir studijas pie Adolfa Skultes. Ta bija lieta, par ko més
daudz runajam - kas ar ko labi sadzivo. Kuras instrumentu grupas var pastiprinat ar

citu instrumentu tada veida, lai telpiski ST grupa izceltos, bet nemaz nebutu dzirdams,

ka tiem palidz cits instruments. Tie ir profesionalie noslépumi. Bet $adas lietas vins

man loti daudz stastija. Darba gaita esmu atradis lidzigus panémienus, kad, pievienojot
kadu instrumentu, ir iespéjams panakt ipasu efektu, un skiet, ka to rada instrumentu
grupa, nevis instruments, kas tiem palidz. Sis minimalais tembrs kaut ko |oti izcel, padara
spozaku vai matétaku.

Klausoties dazreiz rodas iespaids par kopskanu vai metaskanu, jo nevar saprast, kada
instrumentu vai registru kombinacija rada konkréto skanu. Pieméram, Otras simfonijas
otra dala, kur sakuma ir oboja, anglu rags un pievienojas flautas.

Principa $1 otra dala ir variacijas. Tur gan ir tikai tris variacijas par manu absoldti necilu
kordziesminu, kas rakstita liturgijas vajadzibam. Melodija ir pat mazliet recitéjosa ar
nelielu spradzienveida kulminaciju beigas. Bet tas klatesmi tikpat ka nevar nojaust,
varbut tikai sakuma. Pirmaja izveduma ta ir polifoniski izSkidinata stigu instrumentu
grupa. Pirmas, otras vijoles un alti to visu laiku spélé ar nobidi bez nekadas
konsekvences. Ja noklausitos katru instrumentu atseviski, melodiju varétu atpazit. Uz
melodiju norades te drizak dod kontrabasi, atseviski zemo skanu punkti un harmonijas
maina, bet diezgan nosaciti. Pat cilvékiem, kas so dziesmu ir dziedajusi, man vajadzéja
atsifrét, kura ta ir. Tad vini teica - patiesam, ta ir ta dziesma. Man bija interese ieslépt to
ieksa muzika. Tiesi tadé| otra dala saucas Cantus.

Bet, redz, ka jas sakat - necila kordziesmina, tomér Cantus ir loti daudznozimigs vards.
Tad mana pirma doma ir, ka tas padara $o simfonijas dalu sarezgitaku, neka pirmaja
mirkli liekas.

Ta jau art ir. Te man ir bijusi interese kaut ko vienkarsu pielagot sim nozimiguma zina
smagajam jédzienam “simfonija” vai simfonijas dala.

Es mazliet atgrieziSos atpakal. JUs teicat - intervali, kurus izvélos. Cik daudz jus tos
izvélaties un cik daudz dzirdat?

Ir lietas, ko es izvélos. Pieméram, man |oti tuvs intervals, kuru es, nesekojot saviem
ieradumiem, esmu aiznémies no Baha, ir pamazinata septima. Man ari patik septimu
lécieni uz leju, sur tur it ka logiska melodija péksni paradas sis léciens. Ta varétu bt
viena manu muziku raksturojosa iezime. Mani vispar saista lielaku intervalu lécieni uz
leju. Sie lécieni notiek bridi, kad melodija virzas uz augsu, un tas logiskais turpinajums
batu augsup. Tie gan nekad nenotiek pasi par sevi, bet vienmér ir pamatoti harmonija,
kur &1 krasa ir vajadziga.

Uzreiz nak prata Otras simfonijas pirmas dalas beigas, kur kdpums beidzas ar spéju
kritienu. Vai sadi kapumi un kritumi izriet no jasu dramaturgijas sajatas?

DroSi vien no manas butibas. Es jau esmu tads cilvéks, kam ar savu netipiski latvisko
raksturu un drusku polu asinim ir kapumi, kad varu iziet cauri betona sienai, péc tam
relaksacijas un atslabuma brizi ir ka kritieni uz leju. Es tos neuztveru depresivi, $ada
Tpasiba man tikpat ka nepiemit. Bet tas vairak nak no manas butibas, ka veidoju muziku
sada veida. Gandriz vai vilnveidigi. Es pats tads esmu.

Jasu piesauktais vilnveidigums liek domat par spontanu neparedzamibu. Cik daudz jas
izplanojat mazikas dramaturgiju pirms muzikas materiala pierakstisanas?

Dramaturgija ir vissvarigaka lieta, rakstot skandarbu. Dramaturgiju es planoju, veidoju un
domaju. Kas notiks, ka tas attistities un kura bridi. Dabigi, ka rakstisanas process citreiz
sevi ievelk un ievies korekcijas, kuras neesmu planojis. Tad, ja tas man skiet atzistami,
veicu parplanosanu, lai nupat radusos materialu varétu ieklaut kopéja dramaturgija, lai
tas sekmeétu attistibu, nevis traucétu.

Un kas jums ir sakams par tadu panémienu ka ostinato? Tas biezi paradas jasu darbos.
Uzreiz nak prata “Mistérija”, tur ir 1éni plastoss orkestra fons vijolém un kokputéjiem,
kad cells pirmoreiz sak spélét tematisko materialu. Mana uztvereé Sis panémiens izmaina
izpratni par to, cik laika esmu pavadijis, o skandarbu klausoties. Zinama méra ta ir
manipulacija ar laiku.

Man liekas, ka makslas radisana vispar ir manipulacija ar laiku. Ar ostinato ir ta, ka agrak
es $o panémienu lietoju krietni vairak. Varbuat arT tadél, ka 16 gadu vecuma véléjos but
smaga roka dziedatajs un, paldies Dievam, tas nav sanacis. Tiesa, savulaik, 17, 18 gadu
vecuma es biju nopietni aizravies ar artroku.

Ta jau ir piedzivojumiem pilna mazika.

Sakot no gana popularajiem Yes, kas tolaik bija topa, beidzot ar grupu Gentle Giant,
kas man vienmér likusies parsteidzosa, jo, klausoties ierakstu, briziem ir sajuta, ka skan
pilnigs bezsakars, bet videoieraksta redzams, ka vini precizi lidz pédéjai notij ir spé&jigi
to nospélét arT koncerta. To var tikai apbrinot. Briziem skiet, ka taktsméru mainas tur
paradas ik takti, turklat tikai ar seSpadsmitdalas atskirtbu.

Sakiet, vai no Sis klausisanas pieredzes kaut jel atblazma ir dzirdama ari taja muazika, ko
rakstat paslaik?

Ja, noteikti. Viss, kas mus ir veidojis, nav izdzésams. To, ka zinamus nospiedumus artroka
baudisana ir atstajusi, to es nenoliedzu. Sur tur es lietoju tamlidzigus elementus. Kaut
gan ostinato, kas pédéja laika mana muzika paliek aizvien mazak, ir ienacis no cita
perioda, no 80. g. beigam, 90. g. sakuma, no manas vienubrid teju slimigas aizrausanas ar
amerikanu minimalismu. Glass, Adamss, varbut ne tik daudz Reihs. Loti uzrunaja Adamsa
simfoniskie darbi.

Railijs? Lamonte Jangs?

Pavisam vienkarsi - tie bija ieraksti, kurus taja laika varéja dabut, tie vél nebija tik brivi
pieejami. Atlavos “sacept” vienu ¢upinu gandriz kopétus darbus, bet es ari patlaban
nevélos, lai tos atskanotu. Lai art biju beidzis akadémiju, man tie bija ka trenindarbi. Es
rakstiju, méginadams saprast, kas man to ta visa pasam ir noderigs, ko varétu no ta
macities.



Es domaju, ka ostinato, kas $ad un tad ir atrodams mana muzika, vairak nak no sa
perioda.

JUs teicat, ka ostinato paliek mazak, bet dabai nepatik tuksums, kaut kas nak vieta. Kas
ir Sis kaut kas?

Es nezinu. Garas notis polifoniski izvesti biezi akordi, kas veido skanas fonu - ostinato
tomér ir fons.

Lidzigi ka “Misterija™

Es teiktu, ka “Mistérija” ir mazs paraugs tam posmam, kas tagad ir sacies. Tur akordos
ostinato ik pa bridim drusku paradas, bet salauzta veida, tas ir nekonsekvents.
Gratak konstatéjams?

Konstatéjams tas ir, drizak ritma jatama mana pieredze ar Gentle Giant, es parasti

papildinu ostinato ar kadu siku noti gala, lai tas nebuatu tik kvadratisks, tik tiesi uztverams.

Kaut kadu pulsu, nervu man vienmer vajag, tas varbut ari nak no manas butibas.

Ja vél par dramaturgiju un nosaukumiem: esat teicis, ka simfonijas tresaja dala nemts
dazs impulss no Jana Atklasmes gramatas.

Visai simfonijai. Jauna Deriba ir man tuvaka gramata. Tiesi tadél, ka tur ir tik daudz
mistikas, man ta loti patik ka paradiba. Man patik lietas, kuras uzreiz nevaru izskaidrot,
patik tur atrast nianses, izfantazét, ko tas varétu bat nozimégjis. Tas man ir no bérnu
dienam. Es diezgan ilgu bridi augu viens pats laukos, tad stundam varéju gulét zalé un
vérot, kas notiek starp zales stiebriniem. Ta izfantazéjos vistrakakas lietas. Es joprojam
lasu pasakas. Man patik, ka absoluti neizskaidrojamas lietas ir ieliktas normala vidé, it ka
pieradinatas, un ir sajlta, ka tam ta ir jabut, un tu pienem, ka tas strada, lai ari reali tas
nebUtu iespé&jams.

Atgriezoties pie simfonijas tresas dalas - muzika taja ir stihiska, dazbrid varbat pat
launuvéstosa vai sevi Saustosa.

Tadi teksti tur arT ir. Tur ir stastits par lietam, kas varétu buat japiedzivo gana smaga veida.
Ne par velti ta gramata tiek saukta par “Apokalipsi”. Tur ir ainas, kuras més pat launakajos
murgos nevélétos iztéloties. Daudz es tam neesmu pieskaries, jo vél viena lieta, kas man
nepatik, ir destrukcija. Es pilnigi norobezojos no makslas darbiem, kas ir destruktivi.
Nekad neskatos Sausmu filmas. Probléma ir taja, ka es darbojos ar fantaziju - ja baudu
makslas darbu, es taja esmu ieksup. Ja skatos filmu, esmu viens no personaziem. Es to
nespéju sevi izslégt. Norobezojos no tadiem darbiem, kuros bez jebkada mérka visu laiku
apzinati tiek kultivéts launums, ja nav dramaturgijas, kas lauj beigas ieraudzit gaismu, uz
ko varétu iet. Es nespéju tik ilgi bat launuma vidé, man vajag kaut ko labu.

Tadé| seit esmu ieskicéjis paris apokaliptiskas ainas, bet, ta ka pats vienmér esmu teicis -
un tas ta art ir -, ka esmu optimists, tad pamata lielakais vairums manu darbu beidzas uz
gaisas nots.

Bet tas mazora akords, ar kuru noslédzas simfonija, tur vél iedardas tamtams vai gongs.

Tas ir pédéjais bridinajums. Viss beidzas gaisi, uz mazoriga akorda. Tamtams tur ir ar
domu, ka ta varéetu but, ka ir gaisi un skaisti. Bet mums vél daudz kam ir jaiziet cauri. Tas
ir ka mazs bridinajums: stop, vél uzmanieties!

Es to ari lidzigi nolasiju. Jo tresas dalas konteksta tas mazora akords ir ka Samana
“Man dusmu nhav” mazora akords. Un varbut jas ka Hieronims Boshs vérojat pasaules
nepratu un beigas aptverat, ka jasu spékos nav nekas vairak ka vien ar bakski nolaist
prieksskaru.

Tas drizak domats ta, ka es redzu, ka tas ta varétu notikt, gaisi beigties. Bet mums ir
jadoma, ko més daram. Tas drizak ir ka bridinajums. Kad tu jau iesligsti sapnaina eiforija
un redzi saulainas tales, tad kads tevi atgriez isteniba.

Ja més destrukcijas un launuma tému sasaistam ar muziku, aiz pieraduma gribas runat
par skercoziem téliem, launuma simboliem, kurus muzika sakodéjis Sostakovics. Vai

muzika destrukcija vispar ir iespéjama? Idealistiski raugoties, varbit muzika ir pretstats
destrukcijai?

Es domaju, ka mazika destrukcija ir iespéjama. Es esmu stipri dross, ja loti vélétos un
papulétos, es varétu uzrakstit absoltti destruktivu skandarbu.

Jas varat iztéloties, ka tas skanétu?

Ne tiesi notis. Es iztélojos, kada butu sajuta, klausoties sadu muziku. Jo klausoties es
pasu pirmo biezi notveru sajatu. Citreiz stundam spéléju uz taustiniem, nemekléjot neko
konkrétu. Es mekléju sajatu. Kad esmu notvéris sajatu, to var sakt aplipinat ar notim.
Tadu nepatikamu sajdtu es varu iztéloties pavisam konkréti. Bet uzreiz skaidrs, ka viena

no galvenajam lietam, ar ko es stradatu, lai uzrakstitu destruktivu muziku, ir dramaturgija.

Tad dramaturgija ir svariga jebkurai sajutai, lai to iemiesotu temporala maksla.

Man skiet, ka ja. Dzivei jau arf visam cauri vijas sava veida dramaturgija. Un més to
briziem stipri ietekméjam, pat ja mums skiet, ka tas ta nav.

Davis Engelis
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