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The Concerto for Cello and Orchestra (1963) in one movement was Imants Kalnin$’ first
symphonic work. He composed it while still a student in his third year of studies at the Latvian
Academy of Music (then, the Latvian Conservatoire). He provided no programmatic notes, but
the elegiac brownish-grey musical colour of the cello and orchestra bring to mind the Latvia of
the distant 1960s. Shabby building fagades, doors nailed shut, shuttered windows, ruins, fearin
people’s eyes. These were still the post-war years. The majority of the armed forces of the Soviet
Union’s Baltic Military District were now concentrated in Latvia. The Kurzeme coast was the
westernmost border of the Soviet Empire and a closed zone; the residents of this area were allowed
to walk along their beloved seashore only at certain times of the day. Thousands and thousands
of people were sent to colonise this land. The Russian language and mores overpowered the local
culture. What would happen to Latvia? Like a sorrowful sigh, this is what the lyrical folk theme in
the epilogue of the concerto asks.

Kalning graduated from Prof. Adolfs Skulte’s composition class at the Latvian Academy of Music
in 1964 with his Symphony No. 1. It is a monumental, dramatic, non-programmatic four-part
composition. The images driving the activity and dynamism forward are drawn in a sharp, angular,
cleaving instrumental-like thematicism that differs greatly from the thematicism of his later work.
This music does not seek to avoid dissonance; the density of the contrapuntal tangle of voices is
heightened by the dense orchestration in the middle and low registers. Thus Kalnins confirmed
himself as a representative of the “harsh style” of the 1960s alongside his colleagues Romualds
Grinblats, Artars Grinups and, of course, the master and trailblazer of contemporaneity Janis
Ivanovs. And yet, concurrent with this realm of expression he also revealed a disarming and fragile
lyricism - already so sovereignly Kalnins-like!

Following the symphony’s premiere, critics rushed to praise the unique talent of the young
composer, at the same time noting his influences: Shostakovich, Prokofiev, Honegger, Orff. But
probably mostly Shostakovich, who was a contemporary and, as an unyielding articulator of the
truth, served as an example and teacher to many Soviet composers.

Musicologist Arnolds Klotins§ commented: “It is interesting to note that Kalnin$ is, in essence, the
first composer of symphonic music to have grown up in our republic who began his development
based in the traditions of our own century (Shostakovich, Honegger, Prokofiev) rather than that of
Romantic symphonism. For this reason, we perceive such a clear and fresh outlook and assessment
of reality in his music, without any propensity for romantically idealising it or seeking to express it

in a movingly beautiful manner. But nor does his music deliberately reject the opportunities for
expression developed by Romanticism. On the contrary, a romantic emotionality as an essential



condition of the human soul finds a fitting role in Kalnins’ symphonies. It is a joy that one of our
young composers has emerged with such a contemporary sense of aesthetics that he creates a
broad and multifaceted stylistic system for his music.”

Critics heard even more independence in the three-part Symphony No. 2 (1965). Here, Kalnins largely
rejected the principle of developing the musical material. The sharply contrasted images follow one
another like a kaleidoscope, and from time to time they also reveal a theatrical, illustrative character.

Avyear later, Kalnins wrote the Concerto for Orchestra (1966), in which he also added sarcasm

to his theatricality and illustrative style. For example, in whose honour do the lonesome drums
and cymbals rumble and crash in several episodes? At the time, such episodes full of subtexts
shocked and thrilled listeners.

A concerto for orchestra (and in no case was this a Neoclassical concerto grosso) - such a genre
was new, stimulating and provocative in Latvian music. Following Béla Bartok, it was also put

to use in 1954 by Witold Lutostawski, whose scores and those of new works by other Polish
composers were available in Riga to anyone who might have been interested...

Every new composition by Kalnins was eagerly awaited and critically acclaimed. However, the
response to his music was limited by the walls of the philharmonic hall. Discussions about his
music mainly took place only in the erudite yet elite circles of music specialists.

Regarding the aforementioned theatricality and illustrative style in his symphonic work, one must
remember that Kalnins first wrote music for the theatre already in 1961. And ever since then, music
for theatre and cinema has constituted a large and important part of his oeuvre.

Kalnins improvised and played accompaniments for the Riga Pantomime ensemble, which was
the pioneer of this genre in the entire Soviet Union. (Marcel Marceau even saw a performance by
the ensemble when he visited Riga and expressed his approval.)

For the Liepaja Theatre, Kalnins wrote the music for The Prince and the Pauper (Princis un ubaga
zéns) and The Three Musketeers (Tris musketieri), musicals based on the well-known books. As
amember of the theatre’s music ensemble, he also participated in every performance. Soon the
theatre had performed the plays more than a hundred times (including open-air productions),
and audiences of thousands enthusiastically followed the action on stage. The songs from these
plays began to live a life of their own and have since become folklorised.

Motorcycle (Motocikls), a performance of poetry by Imants Ziedonis (scriptwriter and director
Péteris Pétersons), was produced at the Daile Theatre in Riga. This was a completely new genre:



poetry in action. And soon the songs that Kalnin$ had composed for the performance were heard
everywhere: at parties and in everyday life, out on the street and at home.

Having brought together a group of his musician friends, Kalnins founded the 2xBBM rock group,
in which he played keyboards. The group performed at various venues throughout Latvia. But
2xBBM had a slightly hippie vibe, and therefore after a few ecstatic incidents between the band
and its fans, Kalnins and his friends were detained by the police. The group was forced to disband.
But the youth had already come to love its ballads with lyrics by contemporary poets.

Kalnins sought broader and more direct ways of communicating with audiences. He wanted to be
a part of society’s longing, aspirations and efforts. His music needed to be as objective as possible;
it could not reflect the essence of only one person. And it was precisely rock music that opened
up this path for Kalnins. Because rock is direct. Rock is honest and candid. Rock is ours. Rock is a
confidant and a soul mate. And rock speaks about serious, even global things.

The actor Juris Bartkevics has commented: “It all came naturally to Kalning; there were no other
categories available. And that’s infectious. It's what we all crave. That’s why we want to spend time
with such a person. And that’s why all of these moments of contact. You didn’t count hours when
Kalnin$ was inspired or when he simply wanted contact with others. He's essentially a loner, a
person who carries and cultivates a lot within himself, a person who somehow “pollinates” himself
internally, but when he comes out among people, he gives of himself fully. | literally feel how he
enjoys people following him. And when | feel whatever he’s doing, that means both of us can enrich
each other.”

In the genre of “serious” music, Kalnin$ wrote the October Oratorio for soloists, choir and orchestra
(1967). He had found some poems written by unknown Russian poets around the time of the 1905
and 1917 revolutions and added lines by Yevgeny Yevtushenko in the epilogue. The composition
shocked the authorities, because it contained none of the usual and expected glorifying pomp. The
lyrics were sung in their original language, in Russian. Kalnin$ would go on to write songs in English
as well. Foreign languages pose no problems to him; his outlook is open and global.

In 1968, Kalnind composed the Symphony No. 3 - a single movement comprising five concentric
sub-movements. After the expressionistic congestion of his first two symphonies, the third is
lighter, even pastoral. It contains more diatonicism, and the orchestral palette is more transparent.
This music has a dance-like pull, and | still wonder why none of our ballet masters has thought of
choreographing a one-act ballet to it. An ethnographically tinged ballet for the whole troupe (all of
our well-known symbolic folk archetypes). A ballet-mystery.



In the 1960s, Kalnins’ colleague and good friend Arvo Part is said to have encouraged him to write
the craziest thing he could think of, whatever came to his mind. Interestingly, both composers’
third symphonies became boundary points of sorts. Part’s Symphony No. 3 marks an end to his
radical, experimental period, which was followed by the well-known tintinnabuli period. Kalnins,
for his part, after writing his distinctive single-movement Symphony No. 3 turned towards the
vocal and melody.

Melody has been the defining component of Kalning’ oeuvre in all subsequent decades. And
how diverse that melody is! Carefree and yellow as a dandelion in children’s songs from beloved
animated films. Sensuous and hummable in popular feature films and the finest of Latvian
dramas. Syncopated and choppy in rock ballads and cycles. Often evoking a folk song - and,
naturally, everybody in the audience of hundreds singing along at the festival in honour of the
composer’s name’s day. But other times it twines endlessly in a strangely Oriental manner, like a
magical belt unfolding and fleeing from the Latvian trochee and giving way to mixed metres. And
then there are the symphonic melodies - so metaphorically expressive and overflowing that they
seem to prove that melody is indeed a self-sufficient element and substance of music.

As the symphony orchestra retreats in front of the vocals (soloists, choir), it takes on unmistakably
Kalnins-like features. Kalnins needs a light, transparent, unobtrusive accompanying entity that
maintains the rhythmic pulse. These are the harp, piano, celesta, bells, small percussion - like

a big accompanying “Aeolian kokle”, or rather, an “Aeolian guitar”. The cantilenas of the string
instruments or the bright, pictorial strains of the woodwinds blossom wonderfully against the
backdrop of this ethereal “Kalnins gamelan”. And, of course, the vocals. And the poetry.

Inspired by song, Kalnin$ wrote several large-format works in the 1970s: the one-act rock opera
Hello, Out There (Ei, jUs tur!; based on motifs by William Saroyan), the oratorio The Poet and the
Mermaid (Dzejnieks un nara; lyrics by Imants Ziedonis) and Morning Hours (Rita céliens; lyrics by
Andrejs Upits). It seems that the oratorio succeeded in achieving the quintessence of Kalnins: not
dividing but uniting, melding, carrying along, inspiring to shared contemplation, feeling, sensitive
alertness and creative idea.

In 1973 Kalnins composed the soundtrack to the film Blow, Wind (Put, v&jinil), which remains

one of the most beloved dramas in Latvian cinema (director Gunars Piesis; awarded at the San
Sebastian International Film Festival in Spain). The film is based on the play of the same name,
subtitled “folk song”, by the poet Rainis. Yes, the play was written in the same metre as Latvian



folk songs and continues the very rich traditional song genre. Dashing young men arrive in search
of brides and, among the many beautiful young women, they find a shy, humble girl. The action
follows the archetypical course of courtship and wedding among Latvian rural folk since time
immenmorial. But then the story turns into a kind of youth drama, and the conclusion rises to brilliant
ethical heights. In writing this music, Kalnins was inspired by Latvian folklore, as demanded by

the film’s stylised ethnographic setting. At times it is even difficult to differentiate Kalnins’ original
music from the authentic folk melodies documented long ago. The score is full of lyrical tenderness,
sensitivity and also sentiment, which makes the film all the more appealing and popular. And it is
precisely the music that lifts the film’s ending to, in Rainis’ words, “the white heights of the sea”.
This aloum contains the final episode of Kalnins’ film score, in which PGt véjini - the most popular
Latvian folk song - culminates in Kalnins-like rhythmic rock and, finally, fades out.

The Symphony No. 4 (1973) also grew out of song. The first movement is based on the theme from
Kalning' rock ballad Seven Sorrowful Stars (Septinas skumjas zvaigznes; lyrics by Maris Caklais) with
its resigned predetermination and mood of unrelenting fate. In the middle of the ballad is a long,
improvised interlude. What the 2xBBM musicians achieved with only four musicians, the composer
now amplified on the scale of an expanded orchestra with the addition of a rhythm section - a bass
guitarand drum set. Using almost endless ostinato riffs, the dynamic bolero-type crescendo reaches
an impressive, contrapuntal, whole-orchestra tutti. Following this culmination, the tension gradually
decreases. The great wheel of longing and drive comes to a standstill. Bodies tire and settle down.
And finally it feels as if a heavy, exhausted hand has come to rest in another hand just like it...

The second movement takes on the role of the scherzo (intermezzo). The stylised pavane rhythm
and playful ritualism creates the bubbly, hazy, misty, blissful Sunday-like feeling of a “primal
morning”. The setting for this pastorale might be a fantastical terrarium, or simply clouds. It might
also be influenced by some lightly euphoria-inducing substance. Respite, tranquillity...

The third movement begins with the shrillness of an alarm clock. The morning is bleak and feels
threatening. The seguidilla rhythm throws us back into the marketplace of old (Carmen’s arena?),
where scaffolds loom vaguely (that theatricality so characteristic of Kalnins). The final desperate
moments of closeness. But the clock ticks relentlessly: we must part, we must part.

The final movement is a unique vocal cycle consisting of eleven short love poems by American poet
Kelly Cherry. The songs follow one another with no interruption, like shards of memories, reflections
that surface in the consciousness (and the senses), as if in a slumber or a forcibly stalled state of
wakefulness, like greetings from far, far away...

For the Soviet functionaries at the time, performance of this symphony, which included a text by a
foreign author - in the original language, at that - was not permissible. Therefore, an instrumental



version of the symphony’s final movement was created, with the vocal part entrusted to the wind
instruments or strings.

The premiere of the Symphony No. 4 was performed in 1973 by the Latvian National Symphony
Orchestra (then the Latvian Television and Radio Symphony Orchestra) under the direction of
67-year-old maestro Leonids Vigners. Feeling a great artistic potency in the music - in addition,
always being open to a challenge and even a bit of a rascal by nature - Vigners was willing to
tolerate the “jazz” (the rhythm group consisting of Latvia’s best jazz and rock musicians at the
time) supplementing the orchestra.

Young people were singing Kalnins’ songs. They felt he was one of them. Now he had written
arock symphony. It is therefore no surprise that the streets all around the Great Guild in Riga
were full of people asking to buy a ticket to the premiere. The hall was packed full with listeners,
who honoured the composer, conductor and musicians with standing ovations. All subsequent
performances of the symphony were welcomed similarly. The Symphony No. 4 has maintained
its popularity among several (young) generations to come. Almost all Latvian conductors have
conducted it at one point or another.

Onlyin 1997 - in a performance by the Detroit Symphony Orchestra under the direction of
Estonian conductor Neeme Jérvi and featuring soloist Patti Cohenour - was the symphony
performed as originally intended. We now have two versions of this composition, a vocal and
instrumental version. Which to choose?

Was not the prohibition of a vocal part for a composer whose best work was linked with vocal
music a most blatant and grotesque violation? Almost like taping someone’s mouth shut, as so
often seen on television crime dramas or thrillers nowadays. In a way, by writing an instrumental
(mute, taped-shut) version of his symphony, the composer was allowing himself to be locked up
in a cage. But a cage makes one grow muscles. If the final movement of the symphony with the
vocal part was perhaps too lyrical (the sad ending to a love story), the instrumental version in its
mute obstinacy gathered the strength to break open the bars of the cage. The audience at the
premiere thus regarded this symphony as a protest against the Cage in which everyone at the
time was forced to live. They understood. Even without words...

The Symphony No. 4 is in all likelihood Kalnin§” most conflicting opus. Both spheres - the classical
and popular - combine within it to form a single genre, called the rock symphony. And this

same fusion of genres has been present in almost all of his work since then. It may be more or
less distinct or literal, but it is there. In fact, one may speak of a rock aesthetic and philosophy in
Kalnins" musical thought in general. More broadly, his work can be regarded as a contribution to
the counterculture, although certainly the learned wing of this realm.



Having surpassed the so-called “age of Jesus”, Kalnins entered a stormy and tumultuous period
in his life. In 1979 he wrote the Symphony No. 5 - the thorny, eternal journey of the spirit towards
harmony.

The Symphony No. 5 contains no vocals or text. The only “main hero” of this work is again the
expanded orchestra, which is entrusted with the expressive, dramatic contrapuntal intertwining
of themes. Thus, to a certain extent, this work marks a return to the beginning of the composer’s
career, when he wrote his first two symphonies.

And yet, here the main bearers of content are again the themes and melodies. They are so
metaphorically expressive and full that it seems a well-known archetype or symbol looms behind
each of them. Like an opera of sorts: there is no text, and yet the characters are recognisable. For
example, the clarinet playing in the high register in the first movement brings to mind the Clown,
the Jester, the mirage leading astray, neither good nor evil. Or the bassoons playing in the low
register in the variations of the second movement as the Old Wise One (Beekeeper) or perhaps the
Priest, Teacher or Guru. Elsewhere we might hear the smithy scene from Rainis’ drama / Played, |
Danced (Spéléju, dancoju), or we might imagine the Button-moulder in Henrik Ibsen’s Peer Gynt.
These characters also appearin the search for harmony.

The symphony culminates in the finale - a pinnacle of enlightenment that cites the magically
sacred and purifying Latvian folk song “l walked through the silver grove”. But be alert: the melody
is played in counterpoint with the motif from the beginning of the symphony, which features the
unstable interval of the second. Every moment of achieving harmony is relative, paving the way for
a new course of understanding...

In the late 1980s, Kalnins became involved in the political movement focused on the restoration
of Latvian independence. He was convinced that people from the creative industries also had
something to say and should contribute to the cause. In 1990-91, as the Soviet empire was on the
verge of collapse, the question of what would happen to Latvia became very real and tangible.
Kalnins was among those who, with the strength of spirit, protected this fragile young seedling of
independence. He was elected to the Saeima, the newly sovereign state’s parliament.

The temptation to take part in the building of one’s own country from scratch is great. Kalnins’



contemporaries were perplexed when he joined the Budget and Finance Committee of the
Saeima. How could he - he was a musician, after all. But the musician’s profession also demands
its share of exactness and precision. These things can be learned, these skills can be mastered!

The Symphony No. 6 (2001), and the clock of exceptionality strikes penetratingly. The bell rings
in the hour that may arrive only once in a person’s lifetime. Strength of spirit has defeated the
might of war - massive, dense, rich in resources, prepared to destroy everything in its path. But
this might was resisted, rebuffed by the passionate faith, conviction and unity of an unarmed
nation - and the people won. Having been protected for half a century, cherished, hidden like an
ember under a cleverly arranged coat of ash, the flag of independent Latvia rose again atop the
tower of Riga Castle. And thousands upon thousands of people cheered that flag, swirling and
churning around the castle like the Daugava River itself.

As if in an unending canon, scale-like passages rush upwards one after the other, one through
the other. A bright turbulence unites the complementary thematicism of the first movement.
Long ostinato riffs. Great objectivity. One imagines this music could have grown out of a melody
as seemingly simple as the anthem Kalnins wrote for the Popular Front of Latvia: Shoulder to
Shoulder Like Soldiers... (Pie pleca plecs ka ierindnieki).

The first movement of the symphony forms a bridge to the third movement, titled A Ball at the
Castle (Balle pill). The iron cage has collapsed, and the pieces have been swept away. The gates
to the world are open both de iure and de facto. And all who are interested in Latvia, all who have
been loyal friends, all exotic guests from afar - all are invited to the ball! We are inclusive, not
subjugated! We welcome everyone into our bright ballroom!

The meditative second and fourth movements, for their part, involve a mixed choir and form a
different arc. In the second movement, the choir melodically recites love poetry by Rabindranath
Tagore from his Gitanjali, The Gardenerand Fruit-Gathering collections. By using syncopation
and pauses within a steady metre, Kalnins has created the illusion of a unique, irregular rhythmic
pattern. The wind instruments add an Oriental vignette here and there. The pizzicato of the
double basses provides a light stylisation of a traditional Indian musical element.

The finale begins with a cappella choir. “Lord Jesus Christ, do not leave me alone! Lord Jesus
Christ, have mercy on me!” - the choir repeats this prayer many times, alternating with orchestral
interludes. As so often with Kalnins” symphonies, his Sixth also ends on a quiet note. The dramatic
process in his symphonies has always been led to the highest possible state of enlightenment and
spirituality.



The restoration of Latvian independence demanded and will continue to demand pragmatism
and much nimble alertness of the mind. And here the representative of the people, who has been
a witness to all the dramatic events of recent times, comes forth with a plea: do not lose your
spirituality in the mass processes affecting the entire nation nor in the few words that two loved
ones speak to each other in the gentlest moments of the day...

Then came a moment when Kalnins realised that a work of national importance had remained
unfinished, and he took it upon himself to translate the Quran into Latvian. As he said himself,

one should not unknowingly forget about the one and a half billion Muslims in the world, about
their social and humanitarian situation on the borders of continents and in various political hot
spots. This is another thing that can be done, that can be achieved. Kalnin§’ Quran in Latvian was
published in 2011 (the same year as the translation of the Quran by Latvian poet Uldis Bérzins) and
became a gift to his country and himself.

Asked about his interest in Eastern cultures, Kalnins reminds us that the Western world has been
experiencing cultural and ethical burnout for quite some time already. And this is why he has
sought an ethically existential perspective, or simply the exotic, in far-off lands (as well as former
colonies). In this regard, Kalnins has received a strong stimulus first from the visual arts and later
also from literature and music.

And so, the issue of religion. Kalnins calls himself a Christian, but also a novice, a student. Being
deeply thankful to the great Teacher for the message of love He has bought to us Europeans,
Kalnins has nevertheless yearned to take part in “masterclasses” by other great Teachers as well.
Comparing, but also contemplating what - of everything the world has to offer - may be closer and
more acceptable to the Latvian mentality.

Many years of work in the Saeima and on the Saeima committee. The ideal and the pragmatic.
Daydream and reality. And, along with the satisfaction of his achievements, unfortunately also
the realisation of how politics (this sausage, in Otto von Bismarck’s sad comparison) is made. One
wonders whether it always inspires people to reach for new, positive heights...

And therefore, perhaps, the Concerto for Oboe and Orchestra (2012) expresses Kalning’ desire to
juxtapose the skewed and destructive sides of life with pure beauty and unsullied harmony filled
with the hormones of familial happiness.



The nature of Kalnin§’ melodies has changed. The broad melodic lines have divided into many
smaller multi-motifs that, strung together in an endless string, now create ornamental arabesque-
like ritual patterns.

Containing the typical elements also found in his other compositions, the small-scale
composition Santa Cruz (2015) can be regarded as the calling card of Kalnins’ orchestral style.
In 2007, the themes from this work were arranged for a chamber ensemble to accompany the
Latvian National Theatre’s production of Max Frisch’s play of the same name.

Long periods of time separate Kalnins” symphonies. Twenty-two years between the Fifth and
Sixth symphonies, fourteen years between the Sixth and the Seventh. Every symphony has

been like an important milestone for Kalnins; in every symphony he tends to put insights and
information he has accumulated over a longer period of time. This fills the works with content and
meaning. It is no coincidence that in his most recent masterpiece he looks back on his life, also
touching upon very intimate memories.

The introductory parts of the Symphony No. 7 (2015) lead the listener into a lyrically warm
world that brings to mind a neo-realistic film from the 1950s - the composer’s childhood. As
if sitting by a basement-level window, watching the legs of pedestrians passing by. There are
pretty legs dressed in cotton stockings and flats from the local shoe factory. There are legs
dressed in rough kirza boots. A company of soldiers marches past, accompanied by a brass
band. A festival. Childish joy about a happy life in the happiest country on the globe. Here we
also hear something from the music-school repertoire, excellently rehearsed and accurately
played. So where does the chilling feeling of dread come from that emerges from time to
time?

As the work unfolds, this small world unavoidably leads to the big world, where thousands and
millions of people and religions and cultures of all kinds collide like tectonic plates. Unlove and
hate accumulates. The potentially inevitable approaches to the unshakable rhythm of a bolero.

But these possibly subjective “film scenes” should not be absolutised, because Kalnin$ himself
has not given the listener a programme or narrative. Nevertheless, the publishing years tell a
story: this symphony closely followed the translation of the Quran and premiered, among other
things, at the same time as the dramatisation of Michel Houellebecq’s novel Submission at the
New Riga Theatre...



Santa Cruz, the Concerto for Oboe and Orchestra and the Symphony No. 7 all premiered in early
2016 at concerts dedicated to Kalnin$ in Liepaja, Césis and Rézekne. New concert halls with superb
acoustics have been constructed in recent years in all three cities, a fact that certainly corresponds
with the composer’s vision of the Latvian success story.

In Latvian music, Imants Kalnins is a remarkable composer of melodies and a distinct romantic -
perhaps the last of his kind. In his practice as a composer, he places his trust in the power of
inspiration and the passion of the heart, less so in regular day-to-day labour.

Full of tempests and whirlwinds, Kalnins’ life has been worthy of the great romantics of old. It is no
wonder that several books have been written about him.

Imants Zemzaris










Viendaligais Koncerts ellam ar orkestri (1963) ir Imanta Kalnina pirma simfoniska partittra. To
Kalnins kompong, budams Latvijas MUzikas akadémijas (tolaik - Konservatorijas) tresa kursa
students. Koncertam autors nav devis programmatiskas norades, tomér soloinstrumenta un
orkestra elégiskajos, bringanpelékajos tonos var sajust Latviju - tadu, kada ta ir talajos pagajusa
gadsimta seSdesmitajos. Apskretusas namu fasades, aiznaglotas durvis, akli logi, daudzviet drupas,
bailu énas Jauzu sejas. Jo vél arvien tacu ilgst péckars. Latvija nu koncentréti galvenie PSRS Baltijas
kara apgabala brunotie spéki. Kurzemes krasts tagad ir Padomju impérijas galéja rietumu robeza,
sléegta zona, tadée| aizstaigat [idz milajai jUrai iedzimtajiem |auts vien zinamas dienas stundas.
Takstosiem un tukstosiem tiek iesttiti kolonisti. Visu parmac krieviski runata runa un ar to saistiti
tikumi. Kas notiks ar Latviju? - gluzi ka skumja nopata izskan liriska un tautiska téma Koncerta
epiloga.

1964. gada ar Pirmo simfoniju Imants Kalnin absolvé profesora Adolfa Skultes kompozicijas klasi
Mazikas akadémija. Simfonija ir etrdaligs, monumentali ieceréts un dramatisks bezprogrammas
darbs.

Aktivitati un dinamismu neso$os télus te uzzimé asi Skautnains, skaldo$s instrumentala tipa
tematisms (cik atskirigs tas no vélakajos gados dominéjosa Kalnina tematismal). Simazika nevairas
disonantuma, balsu kontrapunktisko savijumu blivumu pastiprina instrumentacijas sabiezinajumi
vidéja un zemaja registra. Ar to Kalnins sevi apliecina ka 60. gadu “skarba stila” parstavi blakus
aktivakajiem kolégiem - Romualdam Grinblatam, Artaram Grinupam un, protams, metram un
laikmetiguma celmlauzim Janim Ivanovam. Tacu lidztekus Sai izteiksmes sférai: ari atbrunojoss un
trausls lirisms, jau tik suvereni kalninisks!

Péc pirmatskanojuma kritika steidz uzteikt jauna komponista savpatigo talantu, vienlaikus
atziméjot labvéligas ietekmes: Sostakovi¢a, Prokofjeva, Onegéra, Orfa. Visvairak laikam gan
Sostakovica, kurs tadu ir laikabiedrs un, bGdams nelokams patiesibas paudéjs, daudziem Padomijas
skanraziem k|uvis par paraugu, skolotaju.

Arnolds Klotins: “Interesanti atzimét, ka Imants Kalnins batiba ir pirmais masu republika uzaugusais
simfoniskas muzikas komponists, kas savu attistibu sak, nevis pamatojoties romantiskaja
simfonisma, bet mUsu gadsimta tradicijas (éostakoviés, Onegers, Prokofjevs). Tadé| arivina

mazika jatam tik skaidru un dzedru istenibas paradibu skatfjumu un vértéjumu, bez tieksmes tas
romantiski idealizét vai mekléet tam aizkustinosi skaistu izteiksmi. Taja pasa laika vina mazika nav

art t1si noraidosas izturé$anas pret romantisma izstradatajam izteiksmes iespéjam. Gluzi otradi,



Imanta Kalnina simfonijas savu lomu laika un vieta pilda ari romantiska emocionalitate ka batisks
cilvéka dveseles stavoklis citu vida. Patikami, ka mUsu mazikas vidé radies jauns komponists ar
tik mUsdienigu estétisko izjatu, kas vinam liek veidot plasu un daudzskautnainu savas mazikas
stilistisko sistemu.”

Vel vairak patstavibas vertétaji saklausa trisdaligaja Otraja simfonija (1965). Te autors liela méra
atsakas no muzikala materiala izstradajosa principa. Krasi pretstatitie téli cits citam seko ka
kaleidoskopa, turklat tiem pabrizam piemit teatrals, ilustréjoss raksturs.

Péc gada top Koncerts orkestrim (1966), kur teatralisms, zinams ilustrativisms papildinats vél ar
sarkasmu. Kam par godu ribina un $kindina, pieméram, vairakas epizodés vientuli atstatie bungas
un 3Kivji? Sis zemtekstu saturosais panémiens tolaik Soké un tirpina.

Koncerts orkestrim (un nekada zina ne neoklasicistiskais concerto grosso) - $ads Zanra apziméjums
latvieSu mazika ir jauns, rosinoss, izaicinoss. Péc Bélas Bartoka to jau 1954. gada licis lieta

Vitolds Lutoslavskis, kura partitiras [1dz ar citu polu meistaru svaigiem opusiem pieejamas Rigas
interesentiem...

Katrs jauns Kalnina opuss tiek gaidits un atsaucigi vértéts. Tomér vina darbu rezonansi ierobezo
filharmonisko zalu sienas. Diskusijas par vina dailradi norit galvenokart muzikas specialistu
eruditajas, tacu elitarajas aprindas.

AtgrieZoties pie minétajiem teatralisma un ilustrativisma vaibstiem Kalnina simfoniskajos darbos,
jaatceras, ka savu pirmo maziku teatra izradei vins sacer jau 1961. gada. Kops ta laika mazika teatrim
un kino veido ievérojamu un visnotal batisku Kalnina dailrades dalu.

Kalnins improvizé un spélé pavadijumus pantomimas ansamblim “Rigas pantomima”, kas ir §1
skatuves zanra pirmaizsacéjs visa toreizeja PSRS. (Viesodamies Riga, sTansambla sniegumu
noskatas Marsels Marso un vérté atzinigi.)

Liepajas teatrim Kalnins sacer muziklus “Princis un ubaga zéns” un “Tris musketieri” (labi zinamo
gramatu adaptacijas). Ka pavadosa muziku ansambla dalibnieks vins piedalas katra izradé. Izrazu
(arT brivdabas) skaits driz vien parsniedz simtu, skatuviskam norisém lidz aizrauti seko publikas
tUkstosi. Dziesmas (songi) no Siem muzikliem uzsak patstavigu dzivi un sava veida folklorizéjas.

Rigas Dailes teatri top Imanta Ziedona dzejas izrade “Motocikls” (dramatizétajs un rezisors Péteris
Pétersons). Tas ir pavisam jauns Zanrs: dzejas atrisindjums darbiba. Un Sai izradei komponétas



Kalnina dziesmas jau driz vien skan visur: svétkos un ikdiena, Jaudis un majas.

Saucot talka labus draugus muzikus, Kalnins nodibina bigbita grupu “2xBBM”, kura pats spélée
taustininstrumentus. Grupa uzstajas daudzviet Latvija. Grupas veidolam ir nedaudz hipijiska
iekrasa, tadé| péc daziem ekstatiskiem izpaudumiem maziku un publikas starpa Kalnins ar
domubiedriem tiek milicijas aizturéts. Grupa tiek likvideta. Bet dziesmas (balades ar dzejnieku
laikabiedru vardiem) jau ir paguvusas k|Gt milas jauniesu vida.

Kalnins meklé plasakas un tieSakas komunicésanas iespé&jas ar publiku. Vins vélas ieklauties

kopéja sabiedribas alku un centienu stravojuma. Vina muzikai jabat maksimali objektivai, brivai
no vienigi savas patibas izteiksanas. Un tiesi roks ir tas, kas paver $o celu. Jo roks ir tiess. Roks ir
atklats. Roks ir savéjais. Roks ir sabiedrotais. Un roks runa par nopietnam, pat globalam lietam.

Juris Bartkevics, aktieris: “Imantam tas viss bija dabiski, citas kategorijas nebija iespéjamas. Un

tas ir lipigi. Tas ir tas, péc ka més katrs alkstam. Un tapéc gribas bt ilgak kopa ar So cilvéku. Un
tapéc visi Sie kontaktu brizi. Tad jau vairs neskaita stundas, kad Imants bijis iedvesma vai kad vinam
vienkarsi gribéjies kontaktéties (vins ir savrups cilvéks, kurs sevi daudz ko nes, kultivé un pats sevi
kaut kada veida iekseji apauglo), bet tad, kad vin$ nak tauta, tad vins artir atdevigs lidz galam. Es
pilnigi jatu, vinam patik, ka vinam iet [idzi. Un, kad es sajutu to, ko vin$ dara, tas nozimé, ka més
$aja laika varam abpuséji viens otru bagatinat.”

“Nopietnaja” Zanra Kalnins sacer “Oktobra oratoriju” solistiem, korim un orkestrim (1967). Ving
atradis 1905. un 1917. gada revolUciju laikmeta nezinamu krievu dzejnieku dzejo|us, epiloga tiem
pievienojot Jevgenija Jevtusenko varsmas. Varas oficiozi ir Sokéti, jo te nav neka no gaidita un
ierasti slavinosa pompa. Dzeja tiek dziedata originala, krieviski. Vélak Kalnins rakstis dziesmas art
anglu valoda. Svedvalodas vinam nesagada problémas, vina skats ir atverti pasauligs.

1968. gada top Tresa simfonija - viendaligs saceréjums, kas sevi apvieno piecas koncentriski
kartotas isdalas. Péc pirmo divu simfoniju ekspresionistiska sastrédzinajuma Tresa ir gaiSaka,
pat pastorala. Tematisma vairak diatonikas, orkestra palete caurspidigaka. Sai mazikai piemit
savangojoss dejiskums. Joprojam brinos, kapéc nevienam no musu baletmeistariem nav ienacis
prata veidot viencéliena baletu ar So maziku. Etnografiski iekrasotu baletu, kura darbotos visa
trupa (visi misu tautas simboliskie un labi atpazistamie arhetipi). Tadu ka baletu-mistériju.

60. gadu kolégis un labs draugs Arvo Perts reiz esot novéléjis Kalninam rakstit pasu dullako, kas
vien ieSaujas prata. Interesanti, ka abiem skanraziem Tresas simfonijas k|Ust par robezdarbiem.



Pertam vina Tre$a noslédz radikalo, eksperimentalo periodu, kam seko visiem labi pazistamais
tintinnabulilaiks. Kalnins péc savdabigas viendaligas Tresas pastiprinati pievérsas vokalam,
melodijai.

Melodija k|Ust par Kalnina dailrades noteicoSo komponentu visas turpmakajas desmitgadés. Cik
daudzveidiga ta Kalninam! Bezrlpiga un dzeltena ka pienene ta bérniem adresétajas dziesmas
no iemilotajam animacijas filmam. Jutekliska un lidzi dungojama ta tik popularajas spélfilmas,
izcilakajas latvieSu melodramas. Sinkopéti aizlauzta un skaldita - roka baladés un ciklos. Nereti ta
ir ka tautasdziesma un dabigi, ka to dzied lidzi visi Imantdienu viesu simti briva daba. Bet citkart
melodija tik divi austrumnieciski bezgaligi izvita, un §i magiska josta bég no latviska trohaja,

vieta tad nak mainu taktsmeéri. Un tad ir vél simfoniskas melodijas - tik metaforiski izteicosas un
piepilditas, ka skiet: ja, melodija nudien ir paspietiekama maziku veidojosa viela un matérija.

Atkapdamies vokala (solistu, kora) prieksa, simfoniskais orkestris iegUst atpazistami kalninisku veidolu.
Kalninam vajadzigs viegls, caurspidigs, neuzbazigs pavadosais organisms, kas uztur ritma pulsu. Tie ir
arfa, klavieres, Celesta, zvani, zvanini, smalka perkusija - tada ka viena liela pavadosa “Eola kokle” vai
drizak “Eola gitara”. Uz s éteriska “Kalnina gamelana” fona lieliski izplaukst stigu instrumentu kantilenas
vai koka ptsaminstrumentu kosie, télainibas pilnie dzipari. Un, protams, vokals. Un - dzeja.

Dziesmu rosinati, 70. gados top lielformas opusi: viencéliena rokopera “Ei, jus tur!” (Sarojans),
pilnmetrazas opera “Spéléju, dancoju” (Rainis), oratorijas “Dzejnieks un nara” (Ziedonis) un
“Rita céliens” (Upits). ékiet, ka tiesi oratorijas izdevies sasniegt visa kalniniska visu komponentu
kvintesenci: ne skaldit, bet apvienot, saliedét, vest [1dzi, iedvesmot kopéjai apcerei, izjausmai,
jutigam modrumam, kreativai idejai.

1973. gada Kalnins sacer muziku spélfilmai “Pat, véjinil”, kas joprojam ir viena no iemilotakajam un
pieprasitakajam melodramam latviesu kino (rezisors Gunars Piesis; lente godalgota Sansebastjanas
kinofestivala Spanija). Filmas pamata ir Raina tada pat nosaukuma luga, kurai dzejnieks devis
apziméjumu “tautasdziesma”. Ja, luga sarakstita tautasdziesmu pantméra un turpina latviesu
folklora bagatigi parstaveto precibu dziesmu zanru. Brasi puisi ieradusies ligavu mekléjumos un citu
kosu meicu vidu sastop vienu kautriti “sedzactinu”... Darbiba rit, sekojot arhetipiskiem prieksstatiem
par precibu norisem latviesu séta kops senlaikiem. Bet tad ta paraug sava veida jaunibas drama un
finala pacelas lidz spozai étiskai virsotnei. Savai muzikai Kalnins ierosmi guvis folkloras apcirknos, ka
to prasijusi filmas stilizéti etnografiska vide. Briziem Kalnina jaunradito pat grati atskirt no folkloras
pierakstos smelta. Filmas muzika daudz liriska maiguma, jutekliskuma un ari sentimenta, kas vairojis



st kinodarba pievilcigumu un popularitati. Un tiesi mazika ir ta, kas filmas finalu pacel, Raina
vardus citéjot, “juras balta augstuma”. Diska ieklauta nosleguma epizode no $is Imanta Kalnina
kinomazikas, kur vispopularaka latvieSu tautasdziesma “Pat, véjini, dzen laivinu...” izskan kalniniski

rokiski ritmizéta, kulminéjosa un visbeidzot - noklustosa.

No dziesmas izaugusi ar Ceturta simfonija (1973). Simfonijas pirmajai dalai Kalnins par pamatu
némis savas roka balades “Septinas skumjas zvaigznes”(Mara Cakla vardi) tému ar tas rezignéto
iepriek§nolemtibas, liktena nepielidzamibas noskanu. Baladei vidd ir gara improvizatoriska
starpspéle. Tas, ko “2xBBM”muziki kadreiz veica ¢etrata, tagad pastiprinats triskarsa simfoniska
sastava méroga, piedaloties ari ritma grupai - basgitarai un sitamo instrumentu komplektam
(drum set). Izmantojot gandriz bezgaligus ostinato rifus, bolero tipa dinamiskais kapinajums
sasniedz iespaidigu kontrapunktisku visa orkestra tutti. Péc kulminacijas virsotnes spriedze
mazpamazam rimstas. Stajas lielais alku un dzinu dzinéjrats. Piegurst, pierimst kermeni. Un
visbeidzot ir ta, itin ka uz smagas, piekususas rokas uzgultu vél ari otra tada pati...

Otrajai dalai skerco (intermeco) loma. Stilizéts pavanas ritms un rotaligs ritualiskums te rada it ka
“pirma rita” burbuligi dUmakaino, svétdienigi lieglaimigo gaisotni. Darbibas vieta sai divatnigajai
pastoralei varétu bt kads fantastisks terarijs vai gluzi vienkarsi - makoni. Ta skiet, nav izslégts,
kadas vieglas eiforizéjosas vielas iespaida. Atelpa, atspriedze...

Ar spalgu modinatajsignalu sakas tresa dala. Rits ir nemiligs, un tam ir tada ka draudiga
likteniguma piegarsa. Segidiljas ritms iesviez mis mazsena tirgus laukuma (Karmenas aréna?),
kur neskaidri vid ari esafota apveidi (zinama teatralisma klatbGtne Kalninam pa bridim raksturiga).
Pedéjie izmisigie tuvibas mirkli. TaCu pulkstenis tiksk nepielidzami: jaskiras, jaskiras.

Finals ir savdabigs vokalais cikls, kura virknéti vienpadsmit 1si amerikanu dzejnieces Kellijas Cerijas
(Kelly Cherry) milas dzejoli. Dziesmas seko cita citai bez partraukuma. Tas ir ka atminu lauskas,
refleksijas, kas uzpeld apzina (un juteklos) it ka pussnauda vai piespiedu nobremzéta nomoda, ka
sveicieni no talas talienes...

Atskanot simfoniju, kura izmantots aizrobeZu autora saceréts teksts, pie tam vél originala,
padomiju kultdras funkcionariem skiet nepielaujami. Tadé| simfonijas finalam nakas veidot
instrumentalu versiju. Vokala partija tiek uzticéta pusaminstrumentiem vai stigam.

Simfonijas pirmatskanojumu 1973. gada gatavo Latvijas Nacionalais simfoniskais orkestris (tolaik
Latvijas PSR Televizijas un radio simfoniskais orkestris) sava 67 gadus veca maestro Leonida
Vignera vadiba. Simfonijas muzika Vigners jut lielu maksliniecisku potenci, tadél, péc dabas
izaicinajumu kars un reizém paspuicisks bddames, ir ar mieru pieciest orkestrim piepulcéto “dzazi”
(ritma grupu - talaika izcilakos Latvijas dZzeza un roka mazikus).



Kalnina dziesmas jauniem cilvékiem ir uz [Gpam. Kalnins viniem savéjais. Nu tapusi roka simfonija.
Tadé| nav brinums, ka pirms pirmatskanojuma puskilometru plata radiusa ap Rigas Lielo Gildi tiek
taujats péc liekas ieejas biletes. Atskanojums notiek parpildita Gildes zalé, stavovacijam sveicot
autoru, dirigentu un mazikus. Tikpat karsti tiek uznemti visi atkartotie simfonijas atskanojumi.
Ceturta simfonija saglaba savu aktualitati vairakas klausitaju (jaunie$u) paaudzés. To dirigéjusi
gandriz visi latviesu dirigenti.

Tikai 1997. gada igaunu maestro Néme Jervi (Neeme Jarvi) ar sevis vadito Detroitas simfonisko
orkestri pirmoreiz atskano simfoniju tas pirmveida (soliste - Patija Koinora (Patti Cohenour)). Tagad
mums ir divas §i skandarba versijas: vokala un instrumentala. Kuru izvéléties?

Vaivokalas partijas aizliegums skanradim, kura talanta virsotnes saistitas tiesi ar vokalo maziku,
tolaik, septindesmitajos, nav augstaka mera kliedzoss un grotesks nodarijums? Gluzi ka ar skoca lenti
aizlimét muti, ka tagad bieZi redzam TV krimikos un Sausmenés. Rakstot instumentalo (aizliméto,
mémo) versiju, komponistam sava zina jalauj sevi ietupinat bari. Tac¢u baris liek audzét muskulus. Ja
vokalais simfonijas finals ir vairak lirisks (milas stasta skumja izskana), tad instrumentalais mémuma
spita uzkrajis spekus saraut blra rezgus. Talab ari pirmatskanojuma publika uztver simfoniju ka
protestu pret Bari, kura visi tolaik spiesti atrasties. Savéjie saprot. Ari bez vardiem...

Ceturta simfonija ir laikam gan pats konfliktéjosakais opuss visa Imanta Kalnina dailradé un abas
sféras - akadémiska un neakadémiska - taja savienojusas viena zanra, dévéta par roksimfoniju.
Kops Ceturtas $is Zanriskais apvienojums pastav butiba visos Kalnina darbos. Vairak vai mazak
izteikti vai burtiski, bet pastav. Var runat par roka estétikas un filozofijas klatbGtni Kalnina muzikalaja
domasana vispar. Plasak skatoties, varétu ieklaut Kalnina devumu kontrkultdras telpa, bet noteikti -
§is telpas viedaja sparna.

Tikam aiz muguras paliek ta dévétais Jézus vecums, vétru un dzinu laiks. 1979. gada top Piekta
simfonija - gara mazigais un érkskainais cel$ uz harmoniju.

Piekto simfoniju nepapildina ne vokals, ne teksts. Vienigais “galvenais varonis” te atkal ir triskarsais
simfoniska orkestra sastavs, kam uzticéti ekspresijas un dramatisma pilnie tému kontrapunktiskie
savijumi. Lidz ar to - zinama méra atgrieSanas dailrades sakotng, abu pirmo simfoniju sacerésanas laika.

Un tomeér ari Seit témas, melodijas ir galvenas satura neséjas. Tas ir tik metaforiski izteico$as un
piepilditas, ka skiet: aiz katras no tam vid kads labi zinams arhetips, simbols. Ka savveida opera: nav
teksta, bet personazi atpazistami. Nu, pieméram, klarnete augsta registra pirmaja dala - ka Klauns,



Aksts, maldugunu un 3aubu spidinatajs, ne labs, ne launs. Vai fagoti zema registra otraja, variaciju
dala - ka Vecais Viedais (Bitenieks) vai varbat Krivs, Priesteris, Skolotajs, Guru. lesp&jams, citviet
saklausisim ari Kalves skatu no Raina dramas “Spéléju, dancoju”, vai prieksstatisim sev Pogu I&j&ju
no Henrika Ibsena “Péra Ginta”. Ari Sie téli nak preti harmonijas mekléjumu cela.

Simfonija kulminé finala - apskaidribas virsotné, kur citéta magiski sakrala un skistijosa latviesu
tautasdziesma “Caur sidraba birzi gaju”. Bet busim veérigi: ta skan kontrapunkta ar nenoturigo
sekundas motivu no simfonijas sakuma. Ikkatrs harmonijas sasniegSanas bridis ir relativs, tas paver
celu jaunaiizzinas gaitai...

80. gadu nogalé Imants Kalnins iesaistas politiska kustiba, kas par savas darbibas mérki izvirza
Latvijas valstiskas neatkaribas atgasanu. Kalnins ir parliecinats, ka ari rado$o profesiju laudim te
savs vards sakams, sava roka pieliekama. 1990./91. gados, padomju impérijai raustoties sabrukuma
konvulsijas, jautajums - kas notiks ar Latviju? - klGst gauzi reals un taustams. Sai laika Kalning ir

to rindas, kas trauslo neatkaribas stadu nosarga ar gara speku. Tauta ievéel Kalninu par Latvijas
Republikas Saeimas deputatu.

Liels ir vilinajums piedalities savas valsts cel$ana no pasiem pamatiem. Laikabiedri mulst, kad
Kalnins uznemas darbu Saeimas Budzeta un finansu komisija. Ka ta - vin$ tacu muzikis? Bet
muzika arods kop$ macekla gadiem jau palaikam pager visai krietnu eksaktuma dalu. To var
iemacities, to var apgat!

Sesta simfonija (2001). Spalgi sit arkartéjibas pulkstens. Zvans zvana stundu, kas cilvéka

dzive var pienakt tikai vienu reizi. Ar gara speku uzveikts kara spéks - masivs, blivs, resursiem
nodrosinats, tads, kas gatavs zem sevis iznidét it visu. Tam preti stajas neapbrunotu lauzu karsta
ticiba, parlieciba un vienotiba - un uzvaréja. Rigas pils tornT uzvijas neatkarigas Latvijas karogs -
pusgadsimtu sargats, lolots, slépts, ka gailosas ogles zem viedi klata pelnu klajiena. Karogam
uzgavilé Jauzu tkstosi tur leja, Salcosi ka pati Daugava.

Ka nebeidzama kanona cits pakal citam, cits caur citu traucas augSupejosi gammveida gajieni.
Visu pirmas dalas komplementaro tematismu apvieno gaisa trauksmainiba. llgi ostinato rifi. Liela
objektivitate. lenak prata, ka 8§t muzika varétu but izaugusi no tik vienkarsas un it ka elementaras
melodijas, ko Imants Kalnins saceréja ka Tautas frontes himnu: “Pie pleca plecs ka ierindnieki...”

Simfonijas pirma dala met tiltu uz treso, kurai dots nosaukums “Balle pili”. Dzelzs buris ir sabrucis
un aizslaucits méslainé. Varti uz pasauliir vala de iure un de facto. Un visi, kam interesé Latvija,



kas mums lojali un pa draugam, arivisi tali un eksotiski viesi - lai ir aicinati ballé! Esam ieklaujosi, ne
paklaujosi! Ladzam it visus mUsu gaisaja zalé!

Citu arku veido abas meditativas - otra un ceturta - dalas, kuras iesaistas jauktais koris. Otrajai
komponists izmantojis milas varsmas no Rabindranata Tagores krajumiem “Gitandzali”, “Darznieks”
un “Plaujas laiks”, ko koris melodiski recite. Nemainiga taktsmeéra operéjot ar sinkopém un pauzém,
rodas savdabigs neregulars ritma zZiméjums. PGSaminstrumenti Sur tur ievij pa orientalai vinjetei.
Kontrabasu pizzicato viegli stilizé kadu indiesu tradicionalas muzicésanas elementu.

Finals iesakas ar kori a cappella. “Kungs Jézu Kristu, neatstaj manivienu! Kungs Jézu Kristu,
apzélojies par mani!” - $adus lagsanu vardus, mijoties ar orkestra starpspélém, koris atkarto
daudzas reizes. Ka tas vispar raksturigi Kalnina simfonijam, ari Sestas izskana ir klusinata. Simfoniju
dramatiskais process arvien ticis novedinats lidz iespéjami augstakai apskaidres un gariguma
kondicijai.

Valsts atjaunotne prasa un prasis daudz moza prata izveicibas un pragmatiskuma. Un te nak
novéléjums no tautas prieksstavja, kurs bijis visu neseno dramatisko laikmeta griezu liecinieks:
nepazaudét garigumu ne lielajos, tautas kopumu skaro$ajos procesos, ne tajos dazos vardos, ko divi
vistuvakie cilvéki viens otram pasaka diennakts vismaigakajos brizos...

Pienak bridis, kad Kalnin$ atskarst kada nacionali nepadarita darba faktu un keras tam klat. Ving
latviski tulko Koranu, jo, ka pats komenté, nedrikstétu nezinigi aizmirst par turpat pusotru miljardu
islamticigo musdienu pasaulé, par vinu socialo un humano situaciju kontinentu robezzonas, karstajos,
cilvéciski sapigajos punktos. To var veikt, to var spét. Sis latviskojums iznak 2011. gada (viena gada ar
dzejnieka Ulda Bérzina Korana tulkojumu) un klGst par davanu savai zemei un sev pasam.

Taujats par interesi Austrumu kultdru virziena, Imants Kalnins iesaka atceréties, ka kulturalas un
étiskas izdegsanas sindroms Eiropas civilizaciju tacu skaris jau visai pasen. Tiesi tas bijis par iemeslu
éetiski eksistencialas perspektivas vai vienkarsi eksotikas mekléjumiem talas sveszemés (ari bijusajas
kolonijas). Sai zina spécigu stimulu vins pats sanémis vispirms no télotajas makslas paraugiem,
vélak - no literatlras, mazikas.

Un tad jau par religijam. Pats sevi Kalnins sauc par kristieti, bet ari - par macekli, skolénu. Badams
dzili pateicigs dizenajam Skolotajam par milestibas vésti, ko tas nesis mums eiropiesiem, vins tomér
alcis apmeklét ari citu visdizako Skolotaju “meistarklases”. Salidzinat, domajot ari par to, kas no
piedavata tuvaks un pienemamaks latviskajai mentalitatei.



Daudzu gadu darbs Saeima un Saeimas komisija. [dealais un pragmatiskais. Izsapnotais un realais.
Un reizé ar gandarijumu par paveikto diemzél neizbégami nak ari atskarta par to, ka politika (s
desa - péc Oto fon Bismarka skumja salidzinajuma) tiek taisita. Diez vai ta vienmer liek savicinat
sparnus kadam jaunam augstam lidojumam...

Tadé| Koncerts obojai ar orkestri (2012), iespéjams, pauz komponista vélmi dzives noskiebtajam,
destruktivajam puséem likt preti tiru skaistumu, nesadulkotu harmoniju, kas pildita ar cilvéciskas,
gimeniskas laimes hormoniem.

Mainijies ir Imanta Kalnina melodisms. Plasas melodiskas linijas sadalijusas daudzos mazos
multimotivos, kas, virknéti nebeidzama virteng, nu veido ka arabeskas, ka ornamentali ritualus
Ziméjumus.

Gluzi nelielo kompoziciju “Santakrusa” (2015) gribas uzskatit par Imanta Kalnina orkestrala stila
vizitkarti, jo taja rodams tipiskais, ari citos vina opusos sastopamais.

2007. gada “Santakrusas” téemas, aranzéetas kamersastavam, skanéja Latvijas Nacionala teatra
izrade - Maksa Frisa luga ar tadu pasu nosaukumu.

Imanta Kalnina simfoniju tapsanas laikus $kir visai garas atstarpes. No Piektas lidz Sestajai -
divdesmit divi gadi, no Sestas lidz Septitajai - Cetrpadsmit. Ik simfonija Kalninam ir ka svariga
robezzime, ik simfonija ving médz ielikt ilgaka laikposma uzkratas atzinas, rezuméjumus. Tas dara
Sos opusus saturiski piepilditus, nozimigus. Nav nejausiba, ka sava jaunakaja lieldarba Kalnin§ met
atskatu uz noieto dzives celu, skardams ari |oti intimas atminu stigas.

Septitas simfonijas (2015) sakumdalas ieved mus liriski silta pasaulé, kas atgadina kadu
neorealistisku piecdesmito gadu - Imanta bérnibas laika - filmu. Ka caur pagrabstava lodzinu
|Gkotas garamgajéju kajas. Tur dailkajas, kas teérptas kokvilnas zekeés un vietéja darinajuma
laivinkurpés. Tur kajas, ieautas kirzas zabakos. Garam aizsolo kareivju rota putéju orkestra
pavadiba. Gaisi svétki. Bernisks prieks par laimigo dzivi vislaimigakaja valsti uz zemeslodes. Te
ieskanas ari kaut kas no muzikas skolas macibu repertuara, teicami un akurati apguta. Tad no
kurienes briziem uzvédi stindzinosas baismas?

Turpinajuma §t maza pasaule neizbégami aizved uz lielo, kur ka savveida virszemes tektoniskas
platnes stumdidamies saduras lauzu takstosi, miljoni, saduras religijas, kultras. Akumulé&jas
bezmila, naids. Nesatricinama bolero soli tuvojas potenciali nenoversamais.



Nevajadzetu Sos varbit subjektivos “kinokadrus” absolutizét, jo komponists pats te nekadu
programmu nav devis. Tomér gadskait|i liecina: simfonijas tapsanas laiks uz pédam seko
vina veiktajam Korana latviskojumam un, starp citu, tas sakrit ari ar Misela Velbeka romana
“Paklausanas” uzvedumu Jaunaja Rigas teatri...

“Santakrusa”, Koncerts obojai un orkestrim un Septita simfonija pirmatskanojumu piedzivo 2016.
gada sakuma Imanta Kalnina jubilejas koncertos Liepaja, Césis un Rézekné. Visas Sajas pilsetas
uzceltas jaunas, skanigas koncertzales, kas noteikti ir dala no komponista izsapnotas Latvijas
veiksmes stasta.

Imants Kalnin$ latvieSu mazika ir spilgts melodikis un izteikts romantikis - laikam gan pedéjais tads.

Sava komponista praksé vins uzticas iedvesmas spékam, sirdsdedzei, ne tik daudz secigam ikdienas
darbam.

Vina dzive ir bijusi vétram un bangam pilna, tade| dizo pagatnes romantiku cieniga. Ne velti par vinu
sarakstitas vairakas gramatas.

Imants Zemzaris







The origins of the LIEPAJA SYMPHONY ORCHESTRA (LSO) date to 1881, when the first
philharmonic orchestra in the Baltic countries was founded. After the Second World War, the
orchestra was renewed under the auspices of the Liepaja Music High School, while in 1986 it
became an independent entity and gained the status of a professional orchestra. The artistic
director and principal conductor of the LSO from 1992 until 2009 was Imants Resnis, who
significantly expanded the activities of the orchestra. In 2010, the LSO was granted the status

of a national orchestra. Atvars Lakstigala was the artistic director and principal conductor of the
orchestra from 2010 until 2017. Gintaras Rinkevicius has led the LSO since 2017. In addition to
concerts in Liepaja, Riga and other Latvian cities, the LSO also regularly performs in Estonia and
Lithuania and has toured Austria, Azerbaijan, China, Germany, Great Britain, Greece, India, Japan,
Malaysia, Spain, Sri Lanka and Sweden. The International Piano Stars Festival, established in Liepaja
in 1993 and having hosted approximately 200 pianists from more than 30 countries, expanded its
musical boundaries in 2016 to become the Liepaja International Stars Festival. The Liepajas vasara
(Liepaja Summer) concert series founded in the 1960s was based on the LSO's desire to host
summer concerts. In the summer of 2010 this concert series became a festival featuring concerts of
both symphonic and chamber music. The LSO collaborates closely with Odradek Records, Toccata
Classics, Wergo and other recording companies. The LSO has a particular interest in Latvian
composers and in promoting their creative work. To that end, it has commissioned and premiered

a number of new pieces of symphonic music. In recent seasons, all twelve of the works written

for the ambitious Liepaja Concertiseries have been performed for the enjoyment and critique of
audiences and music specialists. In 2006, the LSO received the Latvian Grand Music Award for its
performance of Mozart’s opera The Abduction from the Seraglio and its CD Mostaties, stabules

un kokles!In 2017, it received the Latvian Grand Music Award for best concert of the year for the
opening concert of the 25th Liepaja International Stars Festival, the programme of which included
the Liepaja Concerto by Arturs Maskats, included on this aloum. The LSO has won the Annual
Latvian Music Recording Industry Award six times. Proof of the LSO’s artistic excellence is provided
by its participation in nationally significant music events such as the openings of notable cultural
centres. Among these are the Gors acoustic concert hall in Rézekne, the renovated Ziemelblazma
culture palace in Riga and the National Library of Latvia. In late 2015, the LSO also inaugurated its
own new home, the Great Amber Concert Hall in Liepaja.

Atvars Lakstigala was the principal conductor of the Liepaja Symphony Orchestra from 2010 to
2017. Since 2009 he has been a guest conductor at the Latvian National Opera. He played French
horn professionally from 1997 until 2010. Lakstigala has won several international competitions.
He has also been nominated for the Latvian Grand Music Award several times and won the
prestigious award in 2010 for best debut. He has been the director of the Ogre Music School since
2017. With the Liepaja Symphony Orchestra, Lakstigala produced a large number of works by



composers from Latvia and abroad, conducted concerts throughout Latvia and toured Asia with
the orchestra. His work with the Latvian National Opera includes the operas La traviata, Un ballo in
maschera, Macbeth, Tosca, Mikhail and Mikhail Play Chess, The Love for Three Oranges, Eugene
Onegin and Puccini’s The Triptych as well as the ballets Giselle, Lady of the Camellias and Three
Meetings. Lakstigala has also enjoyed great success conducting at the Sigulda Opera Festival, with
performances of Arvids Zilinskis’ opera Zelta zirgs (The Golden Horse), Giuseppe Verdi's Falstaff
and a gala concert featuring Marina Rebeka. Critics and music lovers alike have praised Lakstigala’s
performances with the Lithuanian National Symphony Orchestra, the Orchestra Sinfonica di

Bari, the Orchestra Sinfonica di Roma, the Milli Reasiirans Chamber Orchestra of Istanbul, the
Philharmonie Sidwestfalenin Germany and the Kammerphilharmonie Graubinden in Switzerland.
He has also conducted performances by the Scottish Ballet in Glasgow, Inverness and Aberdeen as
well as the premiere of Nikolai Kapustin’s Concerto for Orchestra with the Orquestra Jazz Sinfénica
in Sdo Paulo, Brazil.

Conductor Maris Sirmais is a pillar and catalyst of Latvian choir culture. He had led thousands of
singers in Song Festival concerts as well as professional musicians. As a generator of new ideas,
many grandiose projects have been born under his leadership. Sirmais has been the artistic director
of the State Choir Latvija since 1997. He also helped establish the youth choir Kamér..., one of the
most vivid symbols of Latvian culture, and was its principal conductor from the choir’s founding

in 1990 until 2012. Sirmais is a professor at the Jazeps Vitols Latvian Academy of Music and has
served on juries for international choir and choral conducting competitions. He is a recipient of

the Order of the Three Stars, an honorary member of the Latvian Academy of Sciences, and has
received numerous titles and awards for his cultural achievements and the popularisation of Latvia
throughout the world. Sirmais earned a bachelor’s degree in choir conducting from the Jazeps
Vitols Latvian Academy of Music, where he studied under Ludmila Pismennaja, and has a master’s
degree from Imants Kokars’ conducting class at the Academy. He continued his education in
orchestral conducting under Prof. Martin Sieghart at the University of Music and Performing Arts
Graz in Austria. Sirmais regularly performs with Latvia’s professional orchestras and has conducted
the Kremerata Baltica chamber orchestra, the Musica Viva chamber orchestra in Moscow, the
Umea Symphony Orchestra, Helsinki Strings, and the Evgeny Svetlanov State Academic Symphony
Orchestra. He has also collaborated with world-renowned soloists, including Maxim Rysanov,
Kristina Blaumane, Egils Silins, Aleksandrs Antonenko, Julius Berger, Gidon Kremer, Nicolas
Altstaedt, Douglas Webster, Inese Galante and others.

Oboist Péteris Endzelis began learning to play the oboe under Uldis Urbans at the Emils Darzins
Music School. He continued his studies at the Liepaja Music College and later under Vilnis
Pelnéns at the Jazeps Vitols Latvian Academy of Music. He was the principal oboist for the Liepaja



Symphony Orchestra from 1998 to 2005, and since 2001 he has been the principal oboist of

the Latvian National Opera Orchestra. Since 2011 Endzelis has also led the oboe section of the
Sinfonietta Riga chamber orchestra. He has performed as a soloist with Gidon Kremer and the
Kremerata Baltica chamber orchestra, with cellist Marta Sudraba in some of Europe’s most famous
concert halls, and also with the Liepaja Symphony Orchestra and the Latvian National Opera
Orchestra. He regularly performs with the Nordic Symphony Orchestra, the Tallinn Chamber
Orchestra and the Latvian National Symphony Orchestra. In 2010 Endzelis received the Latvijas
Gaze Annual Award for Best Orchestra Musician.

Marta Sudraba is one of the most talented Latvian cellists. After graduating Emils Darzins” Music
Highschool and Jazeps Vitols Latvian Music Academy she continued her studies at The Guildhall
School of Music and Drama in London, Basel Academy of Music (Thomas Demenga class) and
Vienna Academy of Music (Heinrich Schiff class). Marta Sudraba has held the Principal Cello
position of Kremerata Baltica orchestra for over thirteen years. Her warm sound and excellent
musicianship continues to impress audiences worldwide. She has performed in some of the

best known concert halls of the world collaborating with Israel Philharmonic, Berlin, Basel,

Bern, Amsterdam Symphony, La Scala, Kanazawa and many other prominent orchestras. She
has performed in chamber ensembles with Gidon Kremer, Baiba Skride, Katia Skanavi, Oleg
Maisenberg, Thomas Quasthoff, Joshua Bell, Nicolaj Znaider, Jean-Yves Thibaudet, and many
others.



LIEPAJAS SIMFONISKA ORKESTRA (LSO) pirmsakumi mekI&jami 1881. gada, kad tika dibinata
pirma Baltijas filharmonija. Péc Otra pasaules kara orkestra darbibu atjaunoja Liepajas muzikas
vidusskolas pasparng, savukart 1986. gada nogalé orkestris ieguva profesionala orkestra statusu
ka patstaviga vieniba. No 1992. [idz 2009. gadam LSO makslinieciskais vaditajs un galvenais
dirigents bija Imants Resnis - vins batiski paplasinaja orkestra darbibas diapazonu. 2010. gadu
LSO ieguva valsts orkestra statusu. No 2010. lidz 2017. gadam LSO galvenais dirigents un
makslinieciskais vaditajs bija Atvars Lakstigala. Kops 2017. gada LSO vada Gintars Rinkévics.
Lidztekus koncertiem Liepaja, Riga un citas Latvijas pilsétas LSO regulari koncerté Baltijas
valstis un dodas talakas viesturnejas uz Austriju, Azerbaidzanu, Griekiju, Indiju, Japanu, Kinu,
Lielbritaniju, Malaiziju, Spaniju, Srilanku, Vaciju, Zviedriju. 1993. gada aizsaktais Starptautiskais
pianisma zvaigznu festivals, kura viesojusies ap 200 pianistu no vairak neka 30 valstim, 2016.
gada paplasinaja muzikalas robezas un partapa par Liepajas Starptautisko zvaigznu festivalu.
60. gados izveidotais koncertcikls “Liepajas vasara” par paraugu néma orkestra pirmsakumos
aktualo vasaras koncertu ideju, un 2010. gada vasara cikls partapa festivala, kas piedava gan
simfoniskos, gan kamermuzikas koncertus. Orkestrim izveidojusies ciesa sadarbiba ar skanu
ierakstu namiem Odradek Records, Wergo un Toccata Classics. LSO Tpasa uzmanibas loka

ir Latvijas komponistu mazika un Latvijas skanrazu dailrades veicinasana un popularizésana;
orkestris piedalas pirmatskanojumos un ari pats pasitina jaundarbus. Pédéjo sezonu laika
publikas un specialistu vértéjlumam nodoti visi LSO ierosinata monumentala 12 “Liepajas
koncertu” cikla skandarbi. LSO sanémis Latvijas “Lielo mazikas balvu 2006” par Mocarta operas
“Bégsana no serala” atskanojumu un CD “Mostaties, stabules un kokles!”, un “Lielo mazikas balvu
2017" kategorija “Gada koncerts” par “25. Starptautiska Liepajas zvaigznu festivala” atklasanas
koncertu, kura izskanéja ari $aja tvarta iek|autais Artura Maskata “Liepajas koncerts”. LSO sesas
reizes k|uvis par Latvijas Muzikas ierakstu gada balvas ieguvéju. Apliecinajums orkestra spéles
augstajai kvalitatei ir piedaliSanas valstiski nozimigos pasakumos - ievérojamu kulttras objektu
atklasanas ceremonijas: te nosauksim Latgales véstniecibu GORS, atjaunoto Rigas kultaras pili
“Zieme|blazma” un Latvijas Nacionalo bibliotéku. 2015. gada nogalé LSO ieskandinaja jauno
majvietu - Liepajas koncertzali “Lielais dzintars”.

Atvars Lakstigala bija Liepajas Simfoniska orkestra galvenais dirigents un makslinieciskais vaditajs
no 2010. lidz 2017. gadam. Kops 2009. gada vins ir Latvijas Nacionalas operas viesdirigents. No
1997.lidz 2010. gadam darbojas ka profesionals mezradznieks. Starptautisku konkursu laureats.
Sanémis “Lielo muzikas balvu 2010” kategorija “Par izcilu debiju” un vairakkart nominéts tai.

Kops 2017. gada Ogres muzikas skolas direktors. Ar Liepajas Simfonisko orkestri Atvars Lakstigala
iestudgjis véra nemamu apjomu Latvijas un cittautu komponistu darbu, dirigé&jis koncertus

Latvijas pilsétas un devies turnejas uz Azijas valstim. Latvijas Nacionalaja opera Atvara Lakstigalas



repertuara ir operas “Traviata”, “Masku balle”, “Makbets”, “Toska”, “Mihails un Mihails spélé sahu”,
“Mila uz trim apelsiniem”, “Jevgenijs Onegins” un Puéini “Triptihs”, ari baleti “Zizele”, “Kaméliju
dama” un “Tris tiksanas”. Siguldas opermuizikas svétkos Atvars ar lieliem panakumiem dirigéjis
Arvida Zilinska operu “Zelta zirgs”, Dzuzepes Verdi “Falstafu” un gala koncertu ar Marinas

Rebekas dalibu. Kritika un publika augstu novertejusi Atvara muzicésanu ar Lietuvas Valsts
simfonisko orkestri, Bari simfonisko orkestri, Romas simfonisko orkestri, Stambulas Milli Reasdrans,
Philharmonie Stidwestfalen Vacija un Kammerphilharmonie Graubinden Sveicé. Atvars dirigéjis
“Skotijas baleta” izrades Glazgova, Invernesa, Aberdina un ar Jazz Sinfénica de Sdo Paulo (Brazilija)
pirmatskanojis Nikolaja Kapustina Koncertu orkestrim.

Dirigents Maris Sirmais ir latviesu koru kultaras balsts un virzitajs, kura sugestijai paklaujas gan
Dziesmu svétku koristu takstosu balsis, gan profesionali muziki. Ideju generators, kura vadiba
dzimst grandiozi projekti. Kops 1997. gada - Valsts Akadémiska kora “Latvija” makslinieciskais
vaditajs. Maris Sirmais izauklgjis ari vienu no spozakajiem latviesu kultiras simboliem, jauniesu kori
“Kamer...”, kura galvenais dirigents vin$ bija no ta dibinasanas 1990. gada lidz 2012. gadam. Vins

ir profesors Jazepa Vitola Latvijas Mazikas akadémija, ka ari starptautisku koru un kordirigentu
konkursu zariju loceklis. Triju Zvaigznu ordena kavalieris, Latvijas Zinatnu akadémijas goda loceklis,
sanémis daudzus titulus un balvas par sasniegumiem kultdra un Latvijas varda popularizésanu
pasaulé. Maris Sirmais bakalaura gradu kordirigésana ieguvis Jazepa Vitola Latvijas Mizikas
akadémija Ludmilas Pismennajas dirigésanas klasé, savukart magistra gradu - Imanta Kokara
dirigésanas klasé. Studijas turpinajis orkestra dirigésana Gracas Mazikas un makslas augstskola
Austrija pie profesora Martina Zigharta. Vins regulari uzstajas ar visiem Latvijas profesionalajiem
orkestriem, ir dirig&jis orkestrus Kremerata Baltica, Maskavas kamerorkestri Musica Viva, Umeo
simfonisko orkestri, stigu orkestri Helsinki Strings, J. Svetlanova Krievijas Valsts Akadémisko
simfonisko orkestri. Sadarbojies ar pasaulé atzitiem solistiem - Maksimu Risanovu, Kristini
Blaumani, Egilu Silinu, Aleksandru Antonenko, Juliusu Bergeru, Gidonu Krémeru, Nikolasu Altstetu,
Duglasu Vebsteru, Inesi Galanti un citiem.

Obojists Peteris Endzelis obojas spéli saka apgut Emila Darzina muzikas skola pie Ulda Urbana,
turpinot macibas Liepajas muzikas koledza, péc tam Jazepa Vitola Latvijas Muzikas Akadémija Vilna
Pelnéna obojas klasé. Bijis oboju grupas koncertmeistars Liepajas Simfoniskaja orkestri (1998-2005).
Kops 2001. gada - oboju grupas koncertmeistars Latvijas Nacionalas Operas orkestri. No 2011. gada
- art kamerorkestra Sinfonietta Riga pirma oboja. Ka solists uzstajies ar kamerorkestri Kremerata
Baltica un Gidonu Krémeru, ar €ellisti Martu Sudrabu Eiropas slavenakajas koncertzalés, ka ari ar
Liepajas Simfonisko orkestri un Latvijas Nacionalas Operas orkestri. Regulari sadarbojies ar Ziemelu
Simfonisko orkestri un Tallinas kamerorkestri, ka art ar Latvijas Nacionalo simfonisko orkestri. 2010.
gada sanémis AS Latvijas Gazes Gada balvu Operai ka labakais operas orkestra muzikis.



Marta Sudraba ir viena no izcilakajam latviesu cellistém. Absolvéjusi Emila Darzina mizikas
vidusskolu un Jazepa Vitola Latvijas Muzikas akadémiju, macijusies pie llzes Rugévicas, Lijas
Sudrabas un Ellionoras Testelecas. Talako izglitibu ieguvusi Londonas Gildhola mizikas un dramas
skola, Bazeles un Vines muzikas akadémijas, macoties pie Tomasa Demengas, Heinriha Sifa

u.c. Muzicéjusi pasaules slavenakajas koncertzalés kopa ar tadiem visparatzitiem orkestriem ka
Izraélas Filharmonijas, Berlines, Bazeles, Milanas La Scala, Kanasavas, Bernes un daudziem citiem
simfoniskajiem orkestriem. Ka soliste Marta Sudraba uzstajusies kopa ar daudziem ievérojamiem
muzikas pasaules parstavjiem (Gidons Krémers, Olegs Maizenbergs, Tomass Kvastofs, DZoSua
Bells, Nikolajs Znaiders, Baiba Skride, Monika Mancini u.c.).
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