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BN/ \[0)V/R occupies a special place in Latvian music. A trio of instrumental
concertos (piano concerto, violin concerto, cello concerto), preludes, variations,
sketches for piano, vocalises for choir, three string quartets and, above all, twenty-
one symphonies - the list speaks for itself. Yet, despite musicological study,

the recollections of his younger contemporaries and a remarkable collection of
recordings, lvanovs - who is called the greatest Latvian composer of symphonies
of all time - is still in many ways an unknown quantity. Fellow composer Imants
Zemzaris once wrote of another great figure: "Artdrs Grinups has no predecessors
in Latvian music, no peers, no rivalries, no competition. He worked alone in his

own sovereign world, as if dispersed in time and space.” The same can be said of
lvanovs.

Ilvanovs has remained virtually unknown outside Latvia. The fifty-year isolation
from normal cultural processes brought about by the Iron Curtain, the undisguised
hatred and contempt for any kind of serious art in the dark decade following the
Soviet occupation, and finally, the casual and arrogant attitude of a nation of many
millions towards the cultural heritage of much smaller nations - all of that took its
toll. Of course, lvanovs has several kindred spirits of sorts. One senses similarities
with Talivaldis Kenins, Aram Khachaturian and Aaron Copland in his emotional and
conceptual messages as well as the intonational, harmonic and rhythmic formulas
of his symphonies. However, the Canadian-Latvian master, the Armenian icon

and the 20th-century American classicist are noticeably better known, whereas
lvanovs' scores are heard only sporadically even in Latvia, and even in the year of
the 100th anniversary of his birth. There are both objective and subjective reasons
for this.

Among the list of objective reasons is the well-oiled machine of the classical-music
industry, in which celebrities who come to Latvia play only the standard repertoire.
To change this, the level of national self-confidence as well as the whole system
need to change. But there is also no lack of subjective reasons. First of all, in most of
his music, Ivanovs is neither avantgarde nor a national romantic, and this hampers
easy and convenient stylistic and aesthetic cataloguing. Second, the majority of
lvanovs’ symphonies are tragic. This is largely linked to his own character; he had

a reputation for being a stern, uncompromising, categorical, reclusive individual
and viewed life more intensely and deeply than many others. This left a mark on his
music, which often seems to contain the composer’s struggle with his own demons
- an undoubtedly unequal struggle, because there was, on principle, no place for
psychotherapy in the Soviet regime. Only musical psychotherapy. But real art, as
we know, is always much more than a form of self-reflection defined in terms and
metaphors.

Ilvanovs' Symphony No. 15 is titled “Symphonia ipsa’, or, the “symphony of itself. But
it's no secret that such a description could pertain to almost all of his symphonies.
In this context, another well-known observation is perhaps even more important,
namely, that in every worthwhile work of art, the composer first expresses the most
important truths about his or her era, then about society as a whole, and only then
about him- or herself. And this fully applies to the art of lvanovs.

He composed the Symphony No. 15 in 1972 and the Symphony No. 16 in 1974.
Formally, a turning point exists between these two works, because No. 16 marks the
beginning of a series of late scores that, to quote musicologist Mikus CeZe, “portray
a sense of the times during the decline of Leonid Brezhnev". However, lvanovs

was never much influenced by the optimism of the 1960s, which in the cultural
realm of the pre-stagnation era had been sparked by a hint of slightly greater
political freedom, obvious progress in the exact sciences, unprecedented success

in spaceflight and, yes, also economic growth. As already mentioned, he saw and
understood things more clearly than others, which is why the Symphony No. 15
sounds concordant with the next symphony. For this reason, it is worth tracing all of
lvanovs’' symphonies to notice at what point the key conceptual patterns that are
fully expressed in his musical thinking of the 1970s materialised.

Ivanovs composed his first three symphonies (along with the lyrically saturated
Concerto for Cello, a favourite of musicians) in the 1930s, and that already explains
much about them. Through music, he painted scenes of his native Latgale and
images of Latvian nature, with the national romantic style of the works intensifying
the emotional subjectivity and elegiac mood. It is for good reason that in this first
period of his career lvanovs was often mentioned as a counterpart to Sibelius. His
fourth symphony, “Atlantida’, arrived as a metaphor for the tragic events of its
time. In the clash between two totalitarian regimes during the Second World War,
the former world, society and culture sank irretrievably into nothingness, but the
composer still portrayed the era using impressionistic features.

However, with the harsh expression and merciless drama of the Symphony No. 5,
Ivanovs turned his back for good on impressionism, which, of course, contradicted
Stalin's demand for optimistic simplicity. Thus, in his Symphony No. 6, the “Latgale
Symphony”, lvanovs again found support in pastoral images and folklore, which were
also reflected in his seventh symphony. In the 1850s, after the death of the tyrant,
creative freedom expanded, and tragedy returned to Ivanovs’ music. Nor was it
assuaged by the reference in his Symphony No. 14, or “Sinfonia da camera’, to the
neoclassicism of Polish masters and other composers from abroad. And by then it



was already time for the “symphony about itself”, in which, as in the symphonies
that followed, up to his twenty-first, the motif of a “symphony about others, about
the age as such, about society as a whole” is irreversibly present.

This was a society that lived in lies, and Ivanovs saw this very clearly. The world
view symbolically portrayed in his music contains a discrepancy between illusion
and redlity, official propaganda and what is seen on a day-to-day level, precise
rationality and never-suppressible emotional feeling and unconscious impulse,
mass culture and high art, which, despite politically proclaimed support, felt more
and more like an endangered species. Here we hear the discussions of a creative
and independent individual with himself as he struggled with egoism, with the
phantoms of consciousness, with weaknesses in character, will and intellect, posing
questions of an existential nature and at the same time being well aware of the
fact that there can be no unequivocal answers. And then a tear appears in the
metaphysical fabric of the symphony that reveals a view towards a different reality,
one that demands concepts such as rescue, salvation, forgiveness, equalisation.
But the composer remains attached to his era and his environment; the need for
religious mystery appears as a distant promise, but delving into psychological
mysteries provides relief for only a moment.

The Symphony No. 15 premiered on October 16, 1972. The Latvian National
Symphony Orchestra was conducted by Estonian conductor Eri Klas, because
the composer was no longer on friendly terms with Leonids Vigners, who had
conducted his twelfth, eighth and seventh symphonies, or Leons Reiters, who had
interpreted his earlier symphonies. The Latvian National Symphony Orchestra
premiered the Symphony No. 16 on September 28, 1974, at a time when Vassily
Sinaisky was about to become the artistic director of the orchestra. This was also
the last year of Dmitri Shostakovich's life; in 1972, his son, Maxim Shostakovich,
conducted the premiere of his father's Symphony No. 15, and Ivanovs definitely
had more in common with the messages and musical language of the Russian
master of the symphony than with the symphonies of his fellow Latvians Adolfs
Skulte, Péteris Barisons or Janis Kalnins. lvanovs himself, however, would never
have admitted it - following the failure of the performance of his Symphony No.
9 in Moscow and the subsequent criticism expressed by Shostakovich, he ceased
collegial communication with him.

But there is nevertheless a similarity. Both models of symphonic thinking are
connected by an equally metaphorical and socially critical view of psychologically
comprehendible reality as well as several characteristics of modernist music,
where the tonal basis of lvanovs’ score does not prevent him from building twelve-
tone themes and dissonantly tense harmonic verticals. Of course, there are also

differences. First, Shostakovich's grotesque ambivalences are completely foreign

to lvanovs; in his music, everything is expressed acutely and seriously. Second, the
later work of Shostakovich is characterised by deep contemplation along with slower
tempi, while lvanovs felt the need for dynamic rhythms and tempi even into the
seventies. Both his symphonies No. 15 and No. 16 have “Allegro” tempo indications
(although modified as "Allegro moderato”). And here, too, he maintained the well-
tested classical dimensions of the four-movement structure (twenty minutes

being too little, but forty minutes already edging towards the monumentality of

the Romantic era, which no longer corresponded to the way Ivanovs reflected the
world), although the perfectly balanced proportions between lyrical contemplation
and dramatic intensity seemingly erase the bar lines between movements, and as a
result listeners perceive his symphonies as a uniform presentation of uninterrupted
musical thought.

Alongside recordings of lvanovs’ symphonies, the Latvian National Symphony
Orchestrais also systematically recording large-scale works by another genius,
Talivaldis Kenins. The latter’'s music contains a greater dose of rationalism, a
heightened concert-like quality, and more unexpected turns in dramatic architecture
and emotional atmosphere, but it, too, conveys an ever-present tragic sense of the
world. Apparently, both Ivanovs and Kenins were dealing with similar issues on both
sides of the Iron Curtain. Apparently, they felt and understood with equal clarity and
pain. Other parallels can certainly be drawn, for example, with Nikolai Myaskovsky,
not only in the number of symphonies (Myaskovsky wrote twenty-seven) but also in
the classical modernist qualities and melancholic character of their music, as well

as with Estonian composer Eduard Tubin and other prominent representatives of
20th-century Nordic music such as Stasys Vainitnas, Hugo Alfvén and Carl Nielsen.

However, lvanovs remains essentially sovereign and apart. And a significant
coincidence: for unknown reasons, Myaskovsky's symphonies are not performed in
Latvia, and Alfvén’s and Tubin's work is also rarely heard here, while the same can be
said of lvanovs’ work outside Latvia. This can be accepted as an immutable reality.
But one can also try to change the course of events and enrich the usual repertoire,
thus bringing closer the moment when John Eliot Gardiner and Yuri Temirkanov

- and Klaus Mdékeld and Vasily Petrenko, and ultimately also Andris Nelsons and

his closest colleagues - heed the call to take notice of Ivanovs’ symphonies. There
would be no shortage of reasons to do so, because at the moment it seems that the
insight and light shed on an era by lvanovs’ symphonies is just as ruthlessly revealing
of 21lst-century reality and 21st-century metaphysics.

Armands Znotins
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cornerstones of Latvian national culture. Itis a team of highly professional musicians

with strong traditions, a generous sound and a dedicated performance style.

Its repertoire consists largely of orchestral masterpieces from the 19th and 20th
centuries and classical as well as contemporary works by Latvian composers; from
time to time, it also performs concert versions of operas and musicals. One of the
LNSQO's priorities is attracting young listeners with modern, creative educational
programmes. The orchestra organises a successful series of chamber music
programmes, and since 2015 it has also hosted the LNSO Summer Festival in late
summer.

The LNSO is a six-time winner of the Latvian Grand Music Award, the country’s
highest state honour in music (1893, 2009, 2012, 2013, 2016, 2019).

The orchestra was founded in 1926 as the Riga Radiophone Symphony Orchestra,
and its first major period of artistic growth is linked with composer Janis Medins,
who served as principal conductor of the orchestra. Over the decades Teodors
Reiters, Olgerts Bistévins, Bruno Skulte, Leons Reiters, Imants Resnis, Normunds
Sné and Andris Vecumnieks have also helped to shape the LNSO's sound. Later
artistic directors have included Leonids Vigners, Edgars Tons, Vassily Sinaisky, Olari
Elts and Karel Mark Chichon. Among its guest conductors are renowned Latvians
Arvids Jansons, Mariss Jansons and Andris Nelsons as well as Vladimir Fedoseyev,
Valery Gergiev, Neeme Jarvi, Paavo Jarvi, Kirill Kondrashin, Kurt Masur, Krzysztof
Penderecki, Gennady Rozhdestvensky and Yevgeny Svetlanov.

From 2013 to 2021, the LNSO's artistic director and principal conductor was
maestro Andris Poga, a musician with brilliant technique, high standards for
flawlessly professional readings of music and an excellent sense of form who has
established a fine reputation in the concert halls of Europe, China and Japan. As
of the 2021/2022 season, Poga will lead the Stavanger Symphony Orchestra in
Norway, but he promises to also continue working with the LNSO.

Under the direction of Poga, the LNSO presented a number of outstanding
programmes, the most notable of which featured interpretations of music by

Peter Tchaikovsky, Alexander Scriabin, Gustav Mahler, Richard Strauss, Dmitri
Shostakovich, Olivier Messiaen, Leonard Bernstein, Janis Ivanovs, Talivaldis Kenins
and Gundega Smite. Since the installation of several new concert halls in Latvia, the
LNSO regularly and eagerly performs also in Césis, Liepgja, Rézekne and Ventspils.

The LNSO has toured extensively, with guest concerts in Japan (including Suntory
Halll), Russia (including the Great Hall of the Moscow Conservatoire) and many
European countries, with significant performances at the Concertgebouw in
Amsterdam, the Berlin State Opera and the Gewandhaus in Leipzig. The orchestra
has participated in music festivals in France, Germany and Switzerland as well as
the renowned Bratislava Music Festival. On its most recent tours, it has appeared
at the Alte Oper in Frankfurt, the Philharmonie and Théétre des Champs-Elysées in
Paris, and the Grand Thédtre in Aix-en-Provence.

m has been a conductor with the Latvian National Symphony
Orchestra (LNSO) since the 2014/2015 season. He has conducted LNSO concerts

with great success and has appeared on several occasions with the Sinfonietta Riga
chamber orchestra, the Sinfonia Concertante chamber orchestra, Orchestra “Riga”,
the Liepdja Symphony Orchestra, the symphony orchestra of the Jazeps Vitols
Latvian Academy of Music, and in the summer of 2018 also with the Latvian Festival
Orchestra.

In January 2018, Kuzma led the LNSO in an interpretation of Adolfs Skulte's
Symphony No. 5 in the Grand Concert of Latvian Symphonic Music, a performance
that earned him great acclaim. Kuzma is also an assistant professor in the
Department of Wind Instruments at the Jazeps Vitols Latvian Academy of Music. He
served as the principal clarinetist for the LNSO from 2008 until 2014 and was the
principal clarinetist of the Sinfonietta Riga chamber orchestra from its founding in
2006 until 2015.

Kuzma enjoys playing in various chamber music projects and has a particular
interest in contemporary music. As a clarinetist, he has also participated in
premieres of music by composers Georgs Peléecis, Alvils Altmanis, Evija Skuke, Marite
Dombrovska and Rolands Kronlaks. As a conductor, he has supervised first readings
of symphonic scores by Alvils Altmanis, Andris Dzenitis and Rihards Zalupe. In 2012,
he was nominated for the Latvian Grand Music Award for outstanding work in an
ensemble and received the award in 2018 for outstanding interpretation.






SNV (atviesu mazika ienem ipasu vietu. Instrumentdlo koncertu
triade (klavierkoncerts, vijolkoncerts, ¢ella koncerts), preltdijas, varidcijas, skicgjumi
klavierém, vokalizes korim, tris stigu kvarteti un, pari visam, 21 simfonija - Sis
uzskaitijlums rund pats par sevi. Tomér, neraugoties uz muzikologiskiem pétijumiem,
gados jaundko laikabiedru atmindm un vérd nemamu ierakstu klastu, par visu laiku
dizako latviesu simfoniki sauktais autors joprojadm daudz&jada méra ir neizzindts
lielums. Par kadu citu izcilu personibu Imants Zemzaris rakstijis: “ArtGram Grinupam
latvieSu mazikd nav priekstecu, nav lidzinieku, nav bijis sncensibas, konkurences.
Vins viens pats straddjis sava suverénd pasaulé, it ka izklaidus laikd un telpd”. Ar
Jani lvanovu patiesibd ir tiesi tapat.

Arpus Latvijas Janis Ivanovs palicis gandriz nepazistams. Dzelzs priekskara
raditd piecdesmit gadus ilga atrautiba no normalas kultdraprites, okupdcijai
sekojoso tumso devindesmito gadu nesléptais naids un nicindjums pret jebkadu
nopietnu makslu, visbeidzot, daudzmiljonu naciju pavirsa un uzpGtigd attieksme
pret skaitliski mazdku tautu kultiras mantojumu - tas viss darijis savu. Protams, art
Janim Ivanovam zindma méra ir vairaki gara radinieki. Klausoties vina simfonijas,
to emociondld un konceptudld véstijuma vaibstos vai intonativajds, harmoniskajads,
ritma formulds iesp&jams uztvert lidzibu ar Talivaldi Keninu, Aramu Hacaturjanu,
Aronu Koplendu. Tomér Kanadas latviesu meistara, arménu dizgara, amerikanu 20.
gadsimta klasika atpazistamiba ir jitami plasaka, turpreti Jana lvanova partitdras
vél komponista simtgadé pat Latvija skanéja vien epizodiski. Un tam ir gan objektivi,
gan subjektivi iemesili.

Objektivo iemeslu virkné vél janosauc klasiskas mazikas industrijas labi
ieellotd masinérija, kuras ietvaros uz Latviju atbraukusas slavenibas spélé
tikai standartrepertudru. Lai to mainitu, jdmainds gan naciondlds pasapzinas
limenim, gan visai sistémai. Tacu netrikst art subjektivu iemeslu. Pirmkart, Janis
lvanovs vairuma savu partitdru nav ne avangardisma, ne naciondlromantisma
parstavis. Un tas parvelk svitru jebkadiem vieglas un értas stilistiskas un estétiskas
katalogizacijas planiem. Otrkart, lieldkd dala Jana lvanova simfoniju ir tragiskas.
Un tas savukart saistas ar pasa komponista raksturu - vins bija iemantojis skarba,
nepiekapiga un kategoriska cilvéka reputdciju, vins aizvadija noslégta cilveka dzivi
un neapsaubami redzéja asak un dzildk nekd daudzi citi. Tas atstdjis nospiedumu
Jana Ilvanova muzikd, kur reguldri jausama cina ar pasa ieksejiem demoniem. Bez
Saubdm, nevienlidziga cina, jo padomju rezimda nekadas psihoterapijas nevargja bat
principd. Vienigi muzikala psihoterapijo - tacu ista maksla, ka zindms, vienmér ir kaut
kas daudz vairdk par terminos un metafords definéjamu pasrefleksijas formu.

Jana Ivanova Piecpadsmita simfonija saucas “Symphonia ipsa’, tatad - “Simfonija
par sevi”. Tomér nav nekads noslépums, ka $adu apziméjumu var piemérot ari

gandriz visam paréjam komponista simfonijam. Saja konteksta varbat svarigaka ir
kada cita labi zindma atzina - ikkatrd vertigd makslas darbd komponists vispirms
pauz visnozimigakds patiesibas par savu laikmetu, taldk — par visu sabiedribu, un
tikai péc tam - par sevi pasu. Un uz Jana lvanova makslu St atzina attiecindma
vislielakaja mera.

Piecpadsmitd simfonija komponéta 1972. gadad, Sespadsmita simfonija - 1974.
gada. Formali starp abiem opusiem ir robezskirtne, jo SeSpadsmita simfonija uzsak
komponista dailrades vélino partitdru loku, kuras, citéjot Miku CeZi, “portreté laikmeta
izjutu Leonida Brezneva valdisanas norietd”. Tomér Janim lvanovam nekad nav bijis
aktudls 60. gadu optimisms, kura pamatiezimes pirmsstagnacijas perioda kultdra
raisija tadi motivi ka nedaudz lieldkas politiskas brivibas apjausma, acimredzams
progress eksaktajas zindtnés, nekad vél nepiedzivots kosmonautikas triumfs un - ko
tur slépt — arf ekonomiska izaugsme. Ka jau minéju, Janis lvanovs redzé&ja un saprata
skaidrak neka citi, tadé| art Piecpadsmita simfonija izklausas saskaniga ar nakamo.
Un &Tiemesla dé| vérts izsekot komponista simfoniju virknei no pasa sakuma, lai
pamanttu, kurd bridi tad kristaliz&jas butiskakie konceptudlie modeli, kas pilnd méra
izpauzas 70. gadu muzikalaja domasana.

Jana Ivanova pirmas tris simfonijas raditas 30. gados - kopad ar liriski piesatinato
un muziku labprat spéléto Cella koncertu, un tas vien pasaka daudz. Mazikd attélotas
dzimtds Latgales ainas un visas Latvijas dabas téli, naciondlromantisma stilu
padzilina emociondla subjektivitate un elégiskas noskanas - ne velti k& komponista
pirma dailrades perioda lidzinieks biezi piesaukts Zans Sibéliuss. Ceturta simfonija
“‘Atlantida” ndk ar laikmeta tragisko notikumu metaforisku atveidu — Otrd pasaules
kara laika piedzivotaja divu totalitaro rezimu sadursmé agrakd pasaule, agraka
sabiedriba un kultdrvide neatgriezeniski nogrimst nebdtibad, un Sis pasaules
atainojumam veél ir pieméroti impresionistiski vaibsti.

Ar Piektds simfonijas skarbo ekspresiju un nesaudzigo dramu Janis lvanovs
uzgriez impresionissnam muguru uz visiem laikiem. Protams, tas ir pretrund ar
Stalina laika prasibu péc optimistiskas vienkarsibas, un Sestaja jeb “Latgales
simfonija” komponists atkal gust atbalstu pastoradlos télos un folkloras intonadcijas,
kam tuvs ari Septitds simfonijas skanuraksts. SO. gados péc tirdna naves radosa
briviba paplasinds, un Jana lvanova mazikd atgriezas tragisms. To neizkliedé ari
Cetrpadsmitas simfonijas jeb “Sinfonia da camera” sasauk$ands ar polu un citu
parrobezu meistaru neoklasicismu, un tad jau ir klat “Simfonija par sevi”. Kur, tapat
ka turpmakajas simfonijas, lidz pat Divdesmit pirmajai, neatsaucami klatesoss ir art
motivs “simfonija par citiem, par laikmetu k& tadu, par sabiedribu kopumad”.



Siir sabiedriba, kas dzivo melos, un Janis lvanovs to lieliski redz. Vina mazika
simboliski definétaja pasaules aind jausama nesakritiba starp ilGzijagm un realitdti,
oficiali propagandéto un ikdiend ieraugamo, tiru, precizu racionalitati un nekadi
neapspiezamu emociondlo izjatu un zemapzinas impulsu virmojumiem, masu
kultGru un augsto makslu, kas, neraugoties uz politiski izsludinatu atbalstu, aizvien
vairak tuvings apdraudétu dzivnieku sugai lidzigai kategorijai. Seit dzirdamas
radosas un individualizétas personibas diskusijas pasai ar sevi, cinoties ar egoismu,
ar apzinas régiem, ar rakstura, gribas un intelekta vajumu, uzdodot eksistencidlas
dabas jautdjumus un vienlaikus labi apzinoties, ka viennozimigas atbildes te nav
iespéjamas. Un tad simfonijas metafiziskaja auduma paveras plaisa, kas atkldj skatu
uz kadu citu realitati, kas prasa tadus jedzienus ka glabsana, pestisana, piedosana,
izlldzindjums. Tacu komponists paliek piesaistits savam laikmetam un savai videi,
religiskas mistérijas nepieciesamiba pavid ké tdls solijums, bet iedzilindsands
psihologiskds mistérijas dod atvieglojumu tikai uz kadu bridi.

Piecpadsmitas simfonijas pirmatskanojums notika 1872. gada 16. oktobri.
Latvijas Naciondlo simfonisko orkestri vadija uz Rigu atbraukusais igaunu dirigents
Eri Klass, jo komponists bija sardvis attiecibas gan ar Divpadsmitds, Astotas,
Septitas simfonijas pirmatskanotdju Leonidu Vigneru, gan ar agrako savas muazikas
interpretu Leonu Reiteru. Turpreti Sespadsmito simfoniju Latvijas Naciondlais
simfoniskais orkestris Rigas koncerta pirmoreiz spélé 1974. gada 28. septembri, un
tas jau ir laiks, kad par orkestra maksliniecisko vaditaju talit kids Vasilijs Sinaiskis. Sis
ir ari pedéjais Dmitrija Sostakovi¢a dzives gads, 1972. gadd Maksims Sostakoviés
diriggjis téva Piecpadsmitas simfonijas pirmatskanojumu, un ar krievu meistara
simfoniju véstijumu un muazikas valodu Janim Ivanovam neapsaubdmi ir lieldka
saistiba neka ar Adolfa Skultes, Pétera Barisona vai Jana Kalnina simfoniskajam
partitram. Tiesa, pats autors to nekad neatzitu - péc Maskava piedzivotd Devitds
simfonijas atskanojuma neveiksmes un tai sekojosas Sostakovica kritikas Janis
Ivanovs partrauca kolegidlu saskarsmi arf ar vinu.

Tomér lidziba ir = abus simfoniskds domasanas modelus tuvina vienlidz
metaforisks un socidli kritisks skatijums uz psihologiski tveramo Tstentou un vairdkas
modernisma muzikas raksturiezimes, kur ari Janim lvanovam skanuraksta tondlais
pamats neliedz bavét divpadsmittonu témas un disonanti saspringtas harmoniskas
vertikales. Bez Saubdm, ir ari atskiribas - pirmkart, Sostakovica groteskas
ambivalences Janim Ilvanovam ir absoldti svesas, vina mazikd viss pateikts skaudri
un nopietni, otrkart, vélinajom Sostakoviéam raksturiga padzilinata kontemplacija
lidz ar léndkiem tempiem, turpreti Janim lvanovam 70. gados joprojam vajadzigs
art temporitma dinamisms. Gan Piecpadsmitaja, gan Sespadsmitaja simfonija
atrodams tempa apziméjums “Allegro” (vairak gan ar piebildi “Allegro moderato”),

komponists ari Seit turas pie labi parbaudita Cetrdalu cikla klasiskds dimensijas

(20 mindtes - pardak maz, bet 40 minGtes jou ved uz romantisma laikmeta
monumentalitati, un tas vairs neatbilst autora atspogulotajom pasaules ritéjumam),
tacu teicami izsvertas proporcijas starp lirisku apceri un dramatisku intensitati
vienlaikus ari dzés taktssvitras starp daldm, un rezultatd klausitdji Jana lvanova
simfonijas uztver ka vienotas muzikalds domas nepdrtrauktu izklastu.

Lidz ar Jana Ivanova simfoniju ieskanojumiem Latvijas Naciondlais simfoniskais
orkestris veic sistematiskus ierakstus ar otra génija - Talivalza Kenina -
lielfformata opusiem. Kenina mazikd rodama lieldka raciondlisma deva, kapindtdks
koncertiskums, negaiditaki dramaturgiskds arhitektonikas un emociondlas
atmosféras paversieni, tacu arf Seit saglabdjas pastavigi kidtesosa tragiska pasaules
izjuta. Acimredzot gan Janis Ivanovs, gan Talivaldis Kenins abpus dzelzs priekskaram
risingja idzigu problematiku, acimredzot vini juta un saprata vienlidz skaidri un sapigi.
Noteikti iespéjams vilkt vél citas paraléles - ar Nikolaju Mjaskovski, un Seit sakrit ne
tikai simfoniju kvantitate (Mjaskovskim veselas 27), bet ari klasiskd modernisma
Ipasibas un muzikas melanholiska iedaba, ar igaunu meistaru Eduardu Tubinu, ar vél
citiem redzamiem 20. gadsimta Ziemelvalstu mazikas parstavjiem - Stasi Vaindnu,
Hugo Alvenu, Karlu Nilsenu.

Tomér Janis Ivanovs sava batiba paliek viens un suveréns. Un zimiga sakritiba
- Latvija nezindmu iemeslu dé| nespélé Mjaskovska simfonijas, Seit gandriz nav
dzirdami Alvéna vai Tubina opusi, kamér ar Jana Ilvanova makslu arpus Latvijas
robezam notiek tas pats. To var pienemt k& negrozdmu realitati. Bet var ari
paméginat maintt notikumu gaitu, bagdtinot ierasto repertudru. Un tadé&jadi tuvinot
bridi, kad aicingjuma ievérot Jana Ivanova simfonijas ieklausisies Dzons Eliots
Gardiners un Jurijs Temirkanovs. Klauss Mekele un Vasilijs Petrenko. Galu gala -
art Andris Nelsons un vina tuvakie lidzgaitnieki. lemeslu tam netrdktu, jo patlaban
izskatas, ka Jana lvanova simfoniju mestais laikmeta izgaismojums tikpat nesaudzigi
atklaj art 21. gadsimta realitati, art 21. gadsimta metafiziku.

Armands Znotins
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klasiskas muzikas aprites pamatvertibam — augsti profesiondlu maziku apvieniba ar
spécigdm tradicijam, dasnu skang&jumu un atdevigu spéli.

LNSO uzmanibas loka ir galvenokart 19. un 20. gadsimta pasaules simfoniskie
Sedevri, Latvijas komponistu raditds klasiskas vertibas un masdiends saceréti
jaundarbi, k& art palaikam kadas operas vai muzikla koncertatskanojums. LNSO
lielu uzmanibu pievers bernu un jauniesu izglitibas programmam, veiksmigi isteno
kamermuzikas programmu seriju un kops 2015. gada svin vasaras izskanu festivala
“LNSO vasarnica”.

LNSO darbiba sesas reizes novertéta ar Latvijas augstako apbalvojumu klasiskas
muzikas joma - Lielo Mizikas balvu 1993, 2009, 2012, 2013, 2016 un 2019.

LNSO vésture aizsakusies 1926. gada k& Rigas radiofona simfoniskajam orkestrim;
pirmais lielais makslinieciskas izaugsmes posms saistits ar komponista un LNSO
galvend dirigenta Jana Medina vardu, tacu orkestra meistaribu dazddos gadu
desmitos palidzéjusi kaldingt ari Teodors Reiters, Olgerts Bistévins, Bruno Skulte,
Leons Reiters, Imants Resnis, Normunds Sné un Andris Vecumnieks.

Orkestra vélako maksliniecisko vaditaju saraksta nozimigdkie ir Leonids Vigners,
Edgars Tons, Vasiljs Sinaiskis, Olari Eltss un Karels Marks Sigons. Viesdirigentu vidd
- pasaulslavenie latviesi Arvids Jansons, Mariss Jansons un Andris Nelsons, art
Vladimirs Fedosejevs, Valérijs Gergijevs, Néme Jervi, Pavo Jervi, Kirils Kondrasins,
Kurts Mazlrs, Ksistofs Pendereckis, Genddijs Rozdestvenskis, Jevgenijs Svetlanovs.

No 2013. gada lidz 2021. gadam LNSO mdkslinieciskais vaditdjs un galvenais
dirigents bijis Eiropas, Kinas un Japdnas koncertzdlés teicamu reputdciju
iemantojusais maestro Andris Poga - mazikis ar spozu tehniku, augstam prasibam
péc nevainojami profesiondla mazikas lasijuma un izcilu formas izjatu. Andris Poga
no 2021./2022. gada sezonas vadis Stavangeras simfonisko orkestri Norvégija, bet
ar LNSO sola sadarboties ari turpmak.

Andra Pogas vadibd LNSO sniedzis virkni izcilu programmu, kuras seviski izcelamas
Pétera Caikovska, Aleksandra Skrjabina, Gustava Malera, Riharda Strausa, Dmitrija
Sostakoviéa, Olivjé Mesiana, Leonarda Bernsteina, Jana Ivanova, Talivalza Kenina,
Gundegas Smites darbu interpretacijas. Kop$ jounu koncertnamu ierikosanas LNSO
regulari un ar lielu prieku koncerté Cesis, Liepdjd, Rézekné un Ventspill.

Plass ir LNSO koncertbraucienu diapazons ar vieskoncertiem Japdna (toskait
Tokijas Suntory Hall), Krievija (toskait Maskavas konservatorijas Lielajd zalé)

un daudzas Eiropas valstis, kur nozimigdkie koncerti notikusi Amsterdamas
Concertgebouw, Berlines Valsts operd un Leipcigas Gewandhaus. No pedéjo gadu
lielakajam veiksmém janosauc ari viesosands Frankfurtes Alte Oper, Parizes Elizejas
lauku tedtri, Parizes filharmonija un Eksanprovansas Lielaja tedatri.

(VR A VP4V kops 2014./2015. gada sezonas ir Latvijas Naciondald simfoniska

orkestra dirigents. Vins ar labiem pandkumiem vadijis LNSO koncertus, vairakkart
uzstdjies ar Valsts kamerorkestri “Sinfonietta Riga”, kamerorkestri “Sinfonia
concertante’, orkestri “Riga’, Liepdjas simfonisko orkestri, Jozepa Vitola Latvijas
MUzikas akadémijas simfonisko orkestri un 2018. gada vasard ar Latvijas Festivala
orkestri.

2018. gada janvari lielu atzintbu guva Gunta Kuzmas un LNSO veiktais Adolfa Skultes
Piektas simfonijas lasijums “Latviesu simfoniskds mazikas lielkoncertd”. Latvijas
Mazikas akadémijas Pasaminstrumentu katedras docents. Bijis LNSO klarnesu
grupas koncertmeistars no 2008. gada lidz 2014. gadam.

No “Sinfonietta Riga” dibindsanas 2006. gada lidz 2015. gadam - &f orkestra pirma
klarnete. Labprat spélé dazados kamermuzikas projektos, daudz uzmanibas pievers
laikmetigajai mazikai, ka klarnetists piedalijies Georga Peléca, Alvila Altmana, Evijas
Skukes, Marites Dombrovskas, Rolanda Kronlaka jaundarbu pirmatskanojumos, ka
dirigents parraudzijis Alvila Altmana, Andra DzeniSa, Riharda Zalupes simfonisko
partitiru pirmos lasijumus. Nominéts Lielajai Mazikas balvai 2012 kategorija “Par
izcilu darbu ansamblt”, sanémis Lielo Mazikas balvu 2018 kategorija “Par izcilu
interpretaciju”.




