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MARGERIS ZARINS



What was current in the field of Latvian literature in 19637 Ojars Vacietis turned thirty years
old and had recently published his poem “Einsteiniana”; in addition, this idealistic poet’s
conflicts with the cultural environment ruled by the totalitarian Soviet regime grew ever
deeper. Yevgeny Yevtushenko was also thirty years old and had already published his
Tenderness poetry collection and the poem “The Heirs of Stalin”. Others, including Vizma
BelSevica and Joseph Brodsky, had come to open confrontation with the ruling regime,
but the atmosphere was turbulent for many. Linards Tauns - a contemporary and equal of
Vacietis, BelSevica and Imants Ziedonis who had fled Latvia during the war - had suddenly
died in New York City, and his likewise very gifted confrére and friend Gunars Salin$ began
compiling Tauns’ second collection of poems, Marriage with the City.

In 1963, the prolific author Anthony Burgess published his novel Honey for the Bearsand the
first part of his Enderby series; a year earlier, he had published the novel The Wanting Seed
and, of course, his best-known work, A Clockwork Orange. Readers in Latvia, however, only
learned of the latter work thirty years later (and no other translations into Latvian of Burgess’
work have appeared since then). Zigmunds Skujing, for his part, was still at the beginning of a
long creative marathon with his collection of stories titled A Guest from the Otherworld. The
year 1963 also saw the release of Hannah Arendt’s book Eichmann in Jerusalem: A Report on
the Banality of Evil- another one of those works for which the author is never forgiven.

Itis possible that the key to interpreting the compositions of Margeris Zarins lies precisely
in literature. And not only because Zaring himself was a writer, whose games of combining
historical events with fantasy in his collections of stories Old Riga, In the Shadow of the
Century of Enlightenmentand The Violet Organ of the Sunset, the pseudo-biographical
mystifications of The Calendar of the Bandleader Kocinsand The Turbulent Thirty-

Three, and particularly the novel The Counterfeit Faust, ora Corrected and Expanded
Cookbook have given him the label of a post-modern writer. However, truth be told, calling
a Soviet Latvian author a post-modernist sounds suspiciously anachronistic. Theoretical
constructions have always been alien to Zarins. Instead, his music and literature is
permeated by many different levels of stylisation, genuine joie de vivre and a grotesque-like
sense of humour, and these characteristics truly unite him with the composer and author
Anthony Burgess as well as the innovative science fiction author Stanistaw Lem. With

the caveat that here one should instead invoke Burgess” Any Old Iron or Lem’s Fables for
Robots, leaving A Clockwork Orange and Solarisin a different emotional category.

And yet, Zarins’ oeuvre also contains drama and tragedy. And the reasons for this are

also found in the deeper connections linked with the historical era and political reality he
portrayed. The Counterfeit Faust as a vivid fantasy on the themes of Marlow and Goethe?
Yes, of course. But itis also a sorrowful narrative about an artist who lives in a world in which
hardly anyone needs art and about the untimely death of the woman he loves. In the
Shadow of the Century of Enlightenment? Yes, of course, here he pokes fun at the idealistic
figure of Garlieb Merkel. But his laughter at the landowner barons and “enlightened
monarchs” who imagine themselves to be benefactors of humanity (and who also believe
that serfdom exists only for noble ends) is much more bitter. The Mahagonny oratorio? Yes,

there is no doubt that Patrice Lumumba, the leader of the Congolese revolution, sacrificed
himself in the name of national independence - unfortunately, the colonial regime was
replaced with a genuine dictatorship. The slave owners left, the slaves remained.

Zarin§ proved to be admirably observant and compassionate at other times as well. For
example, in another composer’s hands, Pierre Louis’ Les chansons de Bilitis may have turned
into naughty games in the girls” dormitory of a music high school. But for Zaring, the sensual
dimension of this work gives way to emotional attachment, and the lofty character of the
mezzo-soprano’s singing is accentuated by the organ. Indeed, a challenging reading of

a literary text in a country where same-sex marriage and the ordination of women are still
banned to this day. Or take the Fantasy on a Theme by Janis Poruks - the classic Latvian
author never fulfilled himself as a composer, but Zarin$ transformed his thematic material
into a work for organ. Poruks died at age forty in a psychiatric hospital, yet the existential and
ethical themes he addressed in his work remained much more topical than the much-praised
Socialist Realist repertoire of Zarin$” age.

So, the vitality and consistent polystylistics of Zaring” music did not necessarily exclude the
most serious range of emotions. He was cheerful, charismatic, lightly ironic, witty; but at the
same time, he was also provocative. The grotesque twists and turns in his work reveal the
drama of human experience and point to a reality that is harsh, unpredictable and anti-
human. Let us recall the question posed by Burgess (or, for that matter, Arendt) about the
genesis of violence: “What gets into you all? We study the problem and we've been studying
it fordamn well near a century, yes, but we get no further with our studies.” Let us recall the
unpleasant surprise of Lem’s scientists studying Solaris when they discover that its intelligent
ocean has in fact decided to experiment on the scientists themselves.

Partita in Baroque Style can in many ways be regarded as one of the highpoints in Zarin§’
oeuvre, at least if we use popularity as a measure. It has been regularly sung by several
generations of Latvian soloists, and, in addition to Latvian conductors, Neeme Jérvi and
Gennady Rozhdestvensky also included it in their repertoires. Its instrumentation is quite
exquisite: flute, oboe, alto saxophone, jazz drum set, small drum, cylindrical drums, bells and
harp. The composition’s concept is likewise refined and at the same time paradoxical: soon
afterits premiere in 1963, musicologists pointed out that the authors of the partita’s text
(Adam de la Halle, Pierre de Ronsard and Francois Villon) were not in fact of the Baroque
era but represented an earlier period and that the fusion of early and contemporary as well
as classical and popular music in the piece is more likely a paraphrase of Renaissance art.
And yet, if this composition has been performed so often, then its popularity probably does
not lie merely in the appeal of its exciting and virtuoso style. Nor only in Zaring' love for the
wonderful mezzo-soprano timbre of Laima Andersone-Silare. In fact, here, too - beyond the
relatively objective and detached musical concept, very personal and painful themes are
revealed. The message of the Partita in Baroque Styleis at once individualised and timeless;
it portrays, let us assume, the emotional world of a 14"-century French girl and at the same
time something that cannot be expressed in words. And Zarin$ understood this just as well as
Villon, Baudelaire and Apollinaire.



In 1963, Zarin§ wrote not only the Partita in Baroque Style and a cycle of songs with lyrics

by Russian poet Yevgeny Yevtushenko, but also the Carmina Antica triptych and Four
Japanese Miniatures included in this album. Such a variety of journeys in different directions
of space-time and poetry within a single year leads us to several conclusions. First of all,
Zarin$ avoided the traditional vocal-cycle relationship between the soloist and instrumental
accompaniment. While the FourJapanese Miniatures were originally written for voice and
piano (although here Kristaps Pétersons offers a version adapted for the Kremerata Baltica
chamber orchestra), the instrumental lines of Carmina Antica contain not only piano but also
flute, guitar and string sextet. The variety in the orchestration of the Partita in Baroque Style
has already been described above. Second, Zarins also avoided the mentality and world
view inherent in Latvian poetry. In addition to early French poetry, he sought inspiration

in classical literature (Carmina Anticawas composed to lyrics by Alcaeus, Sappho* and
Euripides) and 17""-century Japanese culture (for example, Matsuo Basho, the greatest of
haiku masters). Third, as is usual in Zarins” music, where there is artful stylisation, there is also
unfeigned seriousness, and where there are lofty and inspired images, there are also subtle
or less subtle touches of irony. It seems that with the laconic portrayals of the Four Japanese
Miniatures Zarins was also asking what the Latvian artist and the Latvian listenerin general
knew about the Japanese nation and culture. And how much could that artist or listener
have possibly known if (in the 20" century, but, incidentally, still now in the 21t century) not
even the plays of Zeami Motokiyo and Mondzaemon Chikamatsu had yet been translated
into Latvian?

Zarins’ Concerto No. 1for organ and chamber orchestra, or the Concerto innocente, is also
performed so much that it has overshadowed the other three. But the Concerto No. 2 for
organ, or Concerto triptichon, is equally capable of evoking joy in the listener, and it reflects
perhaps even more clearly the most paradoxical, joyfully challenging and reckless features of
his oeuvre. Here, too, the instrumentation points to a synthesis of popular-music elements
with contemporary forms of sonic expression and a Baroque concert quality - the chamber
orchestra is accompanied by two electric guitars, a jazz percussion set, harpsichord,
xylophone and bells. The Concerto innocente has gained popularity through its bright
vitality, melodic aptness and nostalgic focus on childhood memories, while the musical
features in the Concerto triptichon reflect the composer’s sense of humour, which one also
encounters in the Kurzeme Baroque organ suite and elsewhere - it seems that the thematic
material will at any moment openly quote a folk song or popular song, but not quite; instead,
a slightly different intonational turn appears, and the listener is left puzzled. At other times,
the melodic lines bear a suspicious resemblance to the style of Imants Kalnins, while

elsewhere it seems that the soundtrack to a film is about to begin (and, indeed, Zarins was at
this time collaborating with leading Latvian film directors Rolands Kalnins, Gunars Piesis and
Leonids Leimanis). In short, theatricality to the fullest.

Immediately, one can find parallels with Romualds Jermaks, who composed three organ
concertos of his own plus a concerto for two organs, three trumpets, string orchestra and
percussion contemporaneously with Zarins. Sometimes there are direct parallels: Zarin$
wrote the Concerto No. 4 for organ and cello ensemble in 1977, and Jermaks wrote the
Concerto No. 3 for organ and violin ensemble in 1978. There is no doubt, however, that these
two masters have different mentalities. Jermaks prefers the truly serious intertwining of
neo-Romantic and expressionist characteristics, using colourful and ironic polystylistics with
more restraint. What is more, although the absolute majority of the above-mentioned organ
concertos by both men were premiered at Riga Cathedral, it is mainly Jermaks’ vision that

is semantically and psychologically linked with the central cathedral in the Latvian capital.
Zarins, for his part, looked to history, and his organ concertos contain something of the aura
of the churches in Ugale, Lestene, Edole, Apriki and Dundaga as well as the centuries-old
Cesis Church and other Latvian churches as evoked by the Kurzeme Baroque suite.

Of course, the organ concertos of Zarin$ (and his younger colleague) are intended to be
performed not only in the churches of Riga and Latvia and the Ventspils concert hall so
well suited to organ music; they are to be played throughout the world, wherever there
are pipe organs. In this respect, too, the music of Margeris Zarin$ deserves the attention
of interpreters abroad, while the work of Anthony Burgess, John Roderigo Dos Passos and
Stanistaw Lem, as well as the legacy of the old Japanese masters, should be given more
recognition in Latvia so as not to dwell in memories of an already familiar cultural milieu.

*Author’s manuscript and first edition indicate the literary source of this movement as Sappho.



Kremerata Baltica is considered by music experts to be one of the best international
chamber orchestras in the world, and with performances at important venues across the
globe, it has secured an excellent reputation. In addition to regular concert tours throughout
Europe, Kremerata Baltica has also performed at most of the major centres in Asia, Australia
and North and South America.

Kremerata Baltica has released several dozen albums, including recordings of music by
Wolfgang Amadeus Mozart, Giya Kancheli, Leonid Desyatnikov, Astor Piazzolla, Raminta
éerkényté, Arvo Part, Péteris Vasks and Georgs Pelécis. It has received several prestigious
awards, including a Grammy and Echo Award in 2002 and the Praemium Imperiale grant for
young artists in 2009.

The orchestra’s albums of works by Georges Enescu and Mieczystaw Weinberg were both
nominated forthe Grammy Award, and its recording of Shostakovich’s piano concertos with
Anna Vinnitskaya won the Echo Klassik award in 2016 for best concert recording (20"/215-
century music). It has received several nominations for the Latvian Grand Music Award

and won Latvia’s highest state award in music in 1999 for outstanding artistic qualities in
concert programmes in Latvia and popularising Baltic composers worldwide. It also won the
Latvian Grand Music Award in 2004 for the Shostakovich and Schnittke: Unfinished Century
festival.

Violinist Gidon Kremer founded Kremerata Baltica in 1997 at the Lockenhaus Chamber
Music Festival as a 50™ birthday present to himself. The orchestra consists of musicians from
the three Baltic states of Latvia, Lithuania and Estonia. One of its main aims is to inspire and
promote musical growth in the Baltic region as well as encourage innovative programming
and performance that is open to experimentation and poses bold challenges to the status
quo.

Kremerata Baltica has held its own, eponymous festival in Latvia since 2003. Since the
orchestra’s inception, it has regularly collaborated with world-renowned musicians and
conductors. In addition to Kremer himself, soloists have included violinists Vadim Repin, Lisa
Batiashvili, Thomas Zehetmair, Baiba Skride and Kristine Balanas; cellists Mischa Maisky,
Mario Brunello and Yo-Yo Ma; singer Jessye Norman; pianists Mikhail Pletnev, Martha
Argerich, Khatia Buniatishvili, Katia Skanavi and Reinis Zarins; and accordionist Ksenija
Sidorova. Guest conductors have included Saulius Sondeckis, Mirga Grazinyté-Tyla, Simon
Rattle, Heinz Holliger, Ainars Rubikis and Andris Poga.
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ANDRIS VEISMANIS

Andris Veismanis is a conductor with the Latvian National Opera. He is also an associate
professor at the Jazeps Vitols Latvian Academy of Music and the artistic director of the Ave
SolRiga Chamber Choir and the Vidzeme Chamber Orchestra. He graduated from the
department of choral conducting at the Jazeps Vitols Latvian Academy of Music and has
also studied orchestral conducting, specialising in early music.

From 1989 to 1997, Veismanis performed actively with Sacrum, the chamber choir he
founded. Together, they won the Grand Prix at the international competition in Budapest for
Via Crucis, the choir’s album of music by Franz Liszt. From 1997 to 2006, he was the principal
chorus master of the Latvian National Opera.

Veismanis received the Latvian Grand Music Award for his productions of Henry Purcell’s
opera Dido and Aeneas in 1993 and George Frideric Handel's opera Alcinain 1998. In
addition to operas and ballets, his repertoire also includes oratorios by Johann Sebastian
Bach, Antonio Vivaldi, Giovanni Battista Pergolesi, George Frideric Handel and Wolfgang
Amadeus Mozart. As conductor he has worked with many outstanding soloists, among
them Elina Garanca, Kristine Opolais, Aleksandrs Antonenko, Maija Kovalevska, Montserrat
Caballée and Anna Netrebko.

Veismanis has performed in Taiwan, South America, the United States, Hong Kong, Canada,
the Bolshoi Theatre in Moscow and throughout Europe. He has conducted premieres of
music by Janis Lusens, Jekabs Nimanis, Edgars Raginskis, Indra RiSe and other Latvian
composers and has recorded several albums with leading musicians from Latvia, Estonia
and Lithuania. He has collaborated with the Latvian National Symphony Orchestra, the
Lithuanian National Symphony Orchestra, the Kremerata Baltica and Sinfonietta Riga
chamber orchestras, the Liepaja Symphony Orchestra and other Latvian orchestras.

AIGARS REINIS

leva Parsa is one of Latvia’s most prominent chamber singers, and many composers have
created works specially for her voice, including Liga Celma-Kursiete, Pauls Dambis, Andris
Dzenitis, Marite Dombrovska, Jekabs Jancevskis, Jeékabs Nimanis, Raimonds Pauls, Kristaps
Pétersons, Gundega Smite and Imants Zemzaris. She has sung several roles with the Latvian
National Opera and performs regularly with pianists Aldis Liepin$ and Herta Hansena,
organist Kristine Adamaite, saxophonist Artis Simanis and cellist Eriks Kirsfelds. Parsa is
particularly interested in the setting to music of the poetry of Rainis and Aspazija and has
herself composed a programme of songs with lyrics by these classic Latvian poets.

Parsa received the Latvian Grand Music Award in 2008 and has been nominated for the
award in 2008 and 2009. She is a visiting lecturer at the Jazeps Vitols Latvian Academy of
Music. Togetherwith the Riga Saxophone Quartet, Parsa has participated in the “Ozols”
(Oak) and “Melna starka lidojums” (Flight of the Black Stork) concert programmes; a
recording of the formerwas also released on CD. She has also performed the music of
Péteris Plakidis with the Tempus Balticus chamber ensemble.

Aigars Reinis is the director of music and organist at Riga Cathedral as well as a professional
singerin choirs and early-music ensembles. He is a long-time singer and soloist with the
Latvian Radio Choirand a member of the Schola Cantorum Riga and Ars Antiqua Riga vocal
ensembles. He has also conducted the Bank of Latvia Choir. For more than a decade, Reinis
served as the organist at St. Anne’s Church in Jelgava and was the principal organist at the St.
Gertrude Old Church in Riga from 2013 until 2019.

Reinis has collaborated with the Sinfonia Concertante chamber orchestra, the State Choir
“Latvija“, the Ave Solchamber choir, conductors Maris Sirmais, Sigvards Klava and Guntis
Kuzma, cellist Eriks Kiréfelds, violinist Marta Sparnina, percussionist Elina Endzele and
saxophonist Aigars Raumanis.

Reinis and his wife, llze Reine, have recorded the album Organ Duo At Riga Cathedral. Reinis
enjoys playing Latvian music, including that of llona Brege, Imants Zemzaris, Peteris Vasks,
Pauls Dambis, Rihards Dubra, Platons Buravickis and Madara Péetersone. In 2021, along with
Reine and Kristine Adamaite as part of the “Riga Cathedral Inspires” project, he premiered
fifteen works by some of Latvia’s youngest composers. He received the Latvian Grand Music
Award in 2019 for outstanding work in an ensemble.



Kadas bijudas aktualitates 1963. gada literattra? Ojaram Vacietim ir 30 gadu, vins nesen ka
publicéjis poému “Einsteiniana”, un idealistiski noskanota dzejnieka konflikti ar totalitara
rezima parvaldito Latvijas kultUrvidi klust aizvien dzilaki. 30 gadu ari Jevgenijam Jevtusenko,
ving atskatas ne tikai uz dzejolu krajumu “Maigums”, bet ari dzejoli “Stalina mantinieki”. Lidz
atklatai konfrontacijai ar varu gan nok|Gst citi - Vizma BelSevica un Josifs Brodskis, tacu
atmosféra ir nokaitéta daudziem. Togad Nujorka peksni un paragri mirst Vaciesa, BelSevicas
vai Imanta Ziedona mérogam pielidzinamais trimdas dzejnieks Linards Tauns, un vina vienlidz
izcili apdavinatais lidzgaitnieks Gunars Salin$ sak apkopot drauga otro dzejolu krajumu
“Laulibas ar pilsétu”.

No Entonija Bérdzesa bagatiga dailrades mantojuma 1963. gada nak klaja romans “Medus
|&¢iem” un pirma dala no Enderbija cikla; gadu ieprieks publicéts romans “Alkstosa sekla”
un, protams, visparzinamais Sedevrs “Mehaniskais apelsins”. Latvijas lasitaji par to gan uzzina
gadus trisdesmit vélak (un neviena cita Bérdzesa darba tulkojums ta ar nav sekojis lidz pat
masu dienam), bet Zigmunds Skujing ar 1963. gada stastu krajumu “Ciemin$ no vinpasaules”
vél atrodas gara rado$a maratona sakuma posma. 1963. gada iznak Hannas Arentes gramata
“Eihmanis Jeruzalemé. Reportaza par launuma banalitati”, un ari is ir viens no tiem darbiem,
kas autoram netiek piedots nekad.

lespéjams, ka atslega Margera Zarina skandarbu interpretacijam jameklé tiesi literatUras
virziena. Un ne tikai tadé|, ka Margeris Zarins pats bijis ari rakstnieks, kura spéles ar vésturisku
notikumu un fantazijas brivu apvienojumu stastu krajumos “Vecriga”, “Apgaismibas gadsimta
éna”, “Saulrietu violetas érgeles”, pseidobiografiskajas mistifikacijas “Kapelmeistara Kocina
kalendars” un “Trauksmainie Trisdesmit Tris” un it Tpasi romana “Viltotais Fausts jeb Parlabota
un papildinata pavargramata” likusas vinam pieskirt postmodernisma parstavja titulu - lai
gan, patiesibu sakot, padomju latvieSu rakstnieka nodévesana par postmodernistu aizdomigi
izklausas péc anahronisma. Teorétiskas konstrukcijas Margerim Zarinam vienmer bijusas
svesas, to vieta vina muzikalo un literaro dailradi caurstavo daudzi un dazadi stilizacijas
[imeni, neviltots dzivesprieks un groteskai tuva humora izjlta - un $is iezimes vinu patiesam
vieno gan ar rakstnieku un komponistu Entoniju Bérdzesu, gan ar fantastikas Zanra novatoru
Stanislavu Lemu. Ar piebildi, ka te drizak japiesauc BérdZesa “Jebkuriveci dzelZi” vai Lema
“Robotu gramata”, “Mehanisko apelsinu” un “Solaris” atstajot cita emocionala kategorija.

Untomer - Margera Zarina dailradé ir klateso$s ari dramatisms, ari tragika. Un iemesli
Seit tiesi tapat mekléjami dzilakas kopsakaribas, kas saistitas ar autora atainoto vésturisko
laikmetu un politisko realitati. “Viltotais Fausts” ka kolorita fantazija par Marlova un Gétes
témam? Ja, protams. Tacu tas vienlaikus ir arf skumjs véstijums par makslinieku, kas
dzivo pasaulé, kura maksla reti kuram ir vajadziga, un par vina milotas sievietes paragro
navi. “Apgaismibas laikmeta éna”? Ja, protams, autors te nedaudz pasmejas par Garliba
Merkela idealtelu. Tacu jau stipri ragtaki ir vina smiekli par muizniekiem un “apgaismotajiem
monarhiem”, kas sevi iztélojas par cilvéces labdariem, kur arf dzimtbUsana, pec vinu
parliecibas, eksisté tikai célu mérku varda. Oratorija “Mahagoni”? Ja, bez Saubam, Kongo
revolUcijas vadonis Patriss Lumumba sevi upuréjis nacionalas neatkaribas varda - diemzéel
kolonialo rezZimu nomainija kartiga diktatura. Vergturi aizbrauca, vergi palika.

Margeris Zarins$ ari citkart izradijies apbrinojami verigs un lidzjutigs. Ta, pieméram, Pjera Luisa
“Bilitis dziesmas” kads cits autors varbUt parvérstu par neratnam rotalam muzikas vidusskolas
meitenu kopmitnés. Tacu Margerim Zarinam “Bilitis dziesmas” jutekliska dimensija atkapjas
emocionalas piekersanas prieksa, un mecosoprana dziedajuma cildenos rakursus akcenté
ergelu skanuraksts. Nudien izaicinoss literara teksta lasijums valsti, kura joprojam aizliegtas
gan viendzimuma laulibas, gan sieviesu ordinacija. Vai ari “Fantazija par Jana Poruka

temu” - latviesu literatUras klasikis ka komponists sevi nerealiz€ja, un vina radito tematisko
materialu Margeris Zarin$ izvérsa érgeldarba; Jana Poruka muzs nosledzas 40 gadu vecuma
psihiatriskaja slimnica, tacu vina risinatie eksistencialie un étiskie jautajumita ari palikusi
daudz aktualaki par Margera Zarina dzives laika tik |oti slavéto socialistiska realisma adeptu
repertuaru.

Tatad - komponista muzikas vitalitate un konsekventa polistilistika nebut neizsledz art
visnopietnako emociju spektru. Margeris Zarins ir jautrs, atraktivs, viegli ironisks, aspratigs.
Un taja pasa laika vins ir art izaicinoss. Groteskie pavérsieni atsedz cilvéciskas pieredzes
dramu un norada uz realitati, kura ir skarba, neparedzama, antihumana. Atcerésimies
Entonija Bérdzesa (vai tikpat labi Hannas Arentes) uzdoto jautadjumu par varmacibas genézi:
“Kas jums visiem lecies? Més studéjam $o problému, sasodits, esam nonémusies ar to jau
gandriz veselu gadsimtuy, ja, tomér netiekam ne no vietas”. Atcerésimies Stanislava Lema
solaristikas pétnieku nepatikamo parsteigumu, atklajot, ka sapratigais Okeans izdomajis
paeksperimentét ar viniem pasiem.

“Partita baroka stila” daudzéejada zina uzskatama par vienu no Margera Zarina dailrades
virsotnem. Vismaz, ja par mérauklu nem skandarba popularitati - to regulari dziedajusas
vairaku paaudzu Latvijas solistes, lidzas latviesu dirigentiem to repertuara ieklavusi art Néme
Jerviun Genadijs RoZdestvenskis. Izsmalcinata ir opusa instrumentacija - te dzirdama

flauta, oboja, alta saksofons, dZeza sitaminstrumentu komplekts, mazas bungas, cilindriskas
bungas, zvani, arfa. Izmalcinata un vienlaikus paradoksala ari konceptuala iecere - jau driz pec
pirmatskanojuma 1963. gada muzikologi noradija, ka partitas vardu autori - Adans de la Hals,
Pjérs Ronsars un Fransua Vijons - Tsteniba parstav nevis baroku, bet vél agraku laikmetu, un
skanuraksta dzirdamaja senas un laikmetigas, klasiskas un popularas muzikas sakauséjuma
drizak ir parfrazeta renesanses maksla. Tomér - ja reiz $o partitdru tik daudz atskano, tad
$adas popularitates iemesls laikam gan bUs mekléjams ne tikai aizraujosas un virtuozi spozas
stilizacijas pievilciba. Un ari ne tikai Margera Zarina milestiba pret Laimas Andersones-
Silares briniskigo mecosoprana tembru. Patiesiba ari Seit aiz nosaciti objektiva un distancéta
muzikalas koncepcijas pieteikuma atklajas |oti personiskas un sapigas témas. “Partitas baroka
stila” véstijums ir vienlidz individualizéts un parlaicigs, tas ataino, pienemsim, 14. gadsimta
francu meitenes jutu pasauli un vienlaikus art kaut ko tadu, kas nav formuléjams vardos. Un
Margeris Zarins to saprata tikpat labi ka Vijons, Bodlérs un Apolinérs.

1963. gada Margeris Zarins radijis ne tikai “Partitu baroka stila”, ne tikai ciklu ar pasa sakuma
piesaukta krievu dzejnieka Jevgenija Jevtusenko varsmam, bet ari $aja albuma iek|auto
triptihu Carmina antica un “Cetras japanu miniatdras”. Un $adi celojumi dazados laiktelpas un
pOEzijas virzienos viena vieniga gada jaunrade raisa vairakus secinajumus. Pirmkart, Margeris



Zarin$ izvairas no tradicionalajam vokala cikla attiecibam starp solistu un instrumentalo
pavadijumu. Tiesa, “Cetras japanu miniataras” originala rakstitas balsij un klavierém (tadu
Soreiz Kristaps Pétersons piedava kamerorkestrim “Kremerata Baltica” pielagotu versiju),
turpreti Carmina anticainstrumentalas linijas ietver ne tikai klavieres, bet ari flautu, gitaru
un stigu sekstetu, un “Partitas baroka stila” orkestracijas dazadiba jau raksturota. Otrkart,
Margeris Zarin$ te izvairas ari no latvieSu dzejai piemitosas mentalitates un pasaules
skatijuma. Lidztekus francu senajai poézijai iedvesma mekléta antikaja literattra (Carmina
antica komponéta ar Alkaja, Sapfo* un Eiripida vardiem) un 17. gadsimta japanu kultGra
(Seit parstavets dizakais no haiku meistariem - Macuo Basjo). Treskart, ka jau tas Margera
Zarina muzika ierasts, kur ir stilizacijas maksla, tur arl neviltota nopietniba, kur ir cildeni

un apgaroti téli, tur ari smalkivai asakiironijas pieskarieni. Un 8kiet, ka ar”éetrujapénu
miniataru” lakoniskajiem gleznojumiem Margeris Zarins ari jauta - ko latviesu makslinieks un
latvieSu klausitajs vispar zina par japanu naciju un kultdru? Un cik daudz viniem iespéjams
zinat, ja latviski 20. gadsimta joprojam nav tulkotas pat Dzeami Motokijo un Mondzaemona
Cikamacu lugas (un 21. gadsimta, starp citu, ari ne)?

Art Margera Zarina Pirmo koncertu érgelém un kamerorkestrim jeb Concerto innocente
spéleé tik daudz, ka tas aizénojis trijus parejos. Tacu klausitaja pieredze tikpat lielu prieku

spéj izraisit art Otrais érgelkoncerts jeb Concerto triptichon, un tas komponista dailrades
paradoksalakas, liksmiizaicinosakas, pargalvigakas iezimes, iesp€jams, atspogulo vel
uzskatamak. Ari Seit instrumentarijs norada uz popularas muzikas elementu sintézi ar
laikmetigas skanumakslas izteiksmes lidzekliem un baroka koncertiskumu - kamerorkestrim
pievienotas divas elektriskas gitaras, skan dzeza perkusiju komplekts un klavesins, ksilofons
un zvanini. Concerto innocente popularitati iemantojis ar gaisu vitalitati, melodisku
trapigumu un nostalgisku pievérsanos bérnibas atminam, savukart Concerto triptichon
skanuraksta dzirdama ari érgelu svita “Kurzemes baroks” un vél citur rodama komponista
humora izjutas izpausme - tematiskais materials tulit, tulit atklati cités kadu tautasdziesmu vai
zingi, bet ne gluzi; nak nedaudz atskirigs intonativais pavérsiens, un klausitajs paliek apmulsis.
Citkart melodiskajas [inijas vid aizdomiga lidziba ar Imanta Kalnina stilu, vél citur gandriz jau
sakas skanu celin$ kinofilmai (un komponists $aja laika ar sadarbojas ar vadosajiem Latvijas
kinorezisoriem Rolandu Kalninu, Gunaru Piesi, Leonidu Leimani) -Tsi sakot, teatralisms pilna
mera.

Uzreiz paraléles arfar Romualdu Jermaku, kurs vienlaikus ar Margeri Zarinu radija savus

tris érgelkoncertus plus vél koncertu divam érgelém, trim trompetem, stigu orkestrim

un sitaminstrumentiem. Dazkart pavisam tieSas paraléles - Margeris Zarin§ 1977. gada

raksta Ceturto koncertu érgelém un ¢ellistu ansamblim, Romualds Jermaks 1978. gada
raksta Treso koncertu érgelem un vijolnieku ansamblim. Bez Saubam, citadi abu meistaru
mentalitate atskiriga - Romualds Jermaks prieksroku dod Tsti nopietniem neoromantisma
un ekspresionisma raksturiezimju savijumiem, koSu un ironisku polistilistiku izmantojot
atturigak. Un vél - lai gan abos gadijumos iepriekSminéto érgelkoncertu absolUtais vairums
pirmatskanots Rigas Doma, semantiska un psihologiska zina ar galvaspilsétas centralo
katedrali galvenokart saistits Romualda Jermaka redzéjums. Margeris Zarin$ atkal raugas

vésturé, un vina ergelkoncertos jausama gan svita “Kurzemes baroks” atklati piesaukto
Ugales, Lestenes, Edoles, Apriku, Dundagas baznicu, gan gadsimtiem senas Césu baznicas
un vél citu Latvijas dievnamu atmosféra.

Protams, Margera Zarina (un vina gados jaunaka lidzgaitnieka) érgelkoncerti spéléjamine
tikai Rigas un provinces baznicas, ne tikai ergelmuzikai piemeérotaja Ventspils koncertzale, bet
arivisur citur pasaule, kurvien atrodas stabulu ergeles. Ari Saja zina Margera Zarina dailrade
pelnijusi arzemju interpretu ieveribu - savukart Latvija taja pasa laika deréetu aktualizet
Entonija Bérdzesa un Dzona Roderigo Dos Pasosa, un Stanislava Lema, un seno japanu
meistaru rado$o mantojumu, lai nebUtu jakavéjas atminas par jau iepazitu kultGrvidi. “To, kas
patiesiba tika darits tai pecpusdiena, nav vajadzibas aprakstit, jo jus, mani brali, pasi visu varat
viegliiztéloties”.

*Autora manuskripta un pirmizdevuma literarais avots noradits - Sapfo.



Kamerorkestris “Kremerata Baltica” muzikas lietpratéju vertejuma ir viens no labakajiem
starptautiskajiem kamerorkestriem pasaulé, kas nodrosinajis sev izcilu reputaciju, uzstajoties
pasaules nozimigakajas koncertzalés. Lidztekus regularam koncertturnejam pa Eiropu
“Kremerata Baltica” aktivi muzicéjis arf Azija, Australija, Ziemelamerika un Dienvidamerika -

gandriz visas pasaules civilizetajas valstis un metropoles.

Orkestris izdevis vairakus desmitus CD ierakstu, tostarp Volfganga Amadeja Mocarta, Gijas
Kanceli, Leonida Desjatnikova, Astora Piacollas, Ramintas éerkérﬂtes, Arvo Perta, Petera Vaska,
Georga Peléca muzikas ieskanojumus. Sanemtas vairakas prestizas godalgas, tostarp Grammy
balva un ECHO balva 2002. gada un Praemium Imperiale balva jaunajiemn maksliniekiem
2009. gada.

Ansambla ieskanoto Mecislava Veinberga un DZordzes Enesku darbu ieraksti nominéti
Grammy balvai, bet “Kremerata Baltica” un pianistes Annas Vinnickas ieskanoto Dmitrija
Sostakovica klavierkoncertu albums ieguvis ECHO Klassik 2016 balvu kategorija Gada
koncertieraksts (20./21. gadsimta mUzika). Vairakkartéjs Lielas muzikas balvas nominants;
Latvijas valsts augstakais apbalvojums muzika sanemts 1999. gada par izcilu maksliniecisku
kvalitati koncertprogrammas Latvija un Baltijas valstu komponistu muzikas popularizésanu
pasaulé un 2004. gada kopa ar Gidonu Krémeru par festivalu “Sostakovics. Snitke.
Nepagajusais gadsimts”.

Kamerorkestri “Kremerata Baltica” 1997 gada Lokenhauzas kamermUzikas festivala izveidojis
izcilais vijolnieks Gidons Krémers ka 50. dzimsanas dienas davanu sev pasam. Orkestra

sastava ietilpst muziki no Baltijas valstim: Latvijas, Lietuvas un Igaunijas. Viens no orkestra
pamatmérkiem iriedvesmot un veicinat muzikalo izaugsmi Baltijas valstu regiona. St
perspektiva seviietver mérki veicinat inovativu programmu radiSanu un atskanos$anu, tadu, kas
bUtu atvertas makslinieciskiem eksperimentiem un raditu drosmigus izaicinajumus ierastajam.

Kop$ 2003. gada Latvija norisinas “Kremerata Baltica” festivals. Jau kop$ pirmajiem “Kremerata
Baltica” pastavésanas gadiem orkestris sadarbojies ar pasaulé pazistamiem mazikiem un
dirigentiem. Lidzas Gidonam Kremeram solistu vida minami ari vijolnieki Vadims Repins, Liza
Batiasvili, Tomass Cétmairs, Baiba Skride, Kristine Balanas, ¢ellisti Misa Maiskis, Mario Brunello,

Jojo Ma, dziedataja Dzesija Normena, pianisti Mihails Pletnovs, Marta Argeriha, Katja Buniatisvili,

Katja Skanavi, Reinis Zarins, akordeoniste Ksenija Sidorova. Ka dirigenti pieaicinati Saujus
Sondeckis, Mirga Grazinite-Tila, Saimons Retls, Heincs Holligers, Ainars Rubikis, Andris Poga.

Andris Veismanis ir Latvijas Nacionalas operas dirigents; Jazepa Vitola Latvijas MUzikas
akadémijas asocietais profesors, ka ari Rigas kamerkora “Ave Sol” un Vidzemes kamerorkestra
makslinieciskais vaditajs. Absolvejis MUzikas akademijas Kordirigésanas nodalu; studéjis
simfonisko dirigésanu un specializ€jies senaja muzika.

No 1989. gada lidz 1997. gadam aktivi koncertéjis ar pasa izveidoto kamerkori “Sacrum”,
sanemot Grand Prix starptautiska konkursa Budapesta par Ferenca Lista mizikas albuma “Via
crucis” ieskanojumu. No 1997. gada lidz 2006. gadam bijis Latvijas Nacionalas operas galvenais
kormeistars.

Andris Veismanis sanémis Lielo mazikas balvu par Henrija Pérsela operas “Didona un Enejs”
iestudéjumu 1993. gada un Georga Fridrina Hendela operas “Al¢ina” iestudéjumu 1998. gada.
Lidzas operu un baletu izradém vina repertuara nozimiga vieta art Johana Sebastiana Baha,
Antonio Vivaldi, DZzovanni Batistas Pergolezi, Georga Fridriha Hendela, Volfganga Amadeja
Mocarta oratorialajiem darbiem. Dirigents sadarbojies ar daudziem izciliem solistiem, taja skaita
Elinu Garancu, Kristini Opolais, Aleksandru Antonenko, Maiju Kovalevsku, Montserratu Kavalja,
Annu Netrebko un citiem.

Andris Veismanis koncertéjis Taivana, Dienvidamerika, ASV, Honkonga, Kanada, Krievijas Lielaja
teatriun daudzviet Eiropa. Dirigé€jis Jana Lusena, Jekaba Nimana, Edgara Raginska, Indras Rises
un citu latvieSu komponistu darbu pirmatskanojumus un ierakstijis vairakus muzikas albumus
arvadosajiem Latvijas, Igaunijas un Lietuvas muzikiem. Sadarbojies ar Latvijas Nacionalo
simfonisko orkestri, Lietuvas Nacionalo simfonisko orkestri, kamerorkestriem “Kremerata
Baltica” un “Sinfonietta Riga”, Liepajas Simfonisko orkestri un citiem Latvijas orkestriem.

leva Parsa ir viena no Latvijas ieverojamakajam kamerdziedatajam, speciali vinas balsij mUziku
rakstijusi daudzi: Liga Celma-Kursiete, Pauls Dambis, Andris Dzenitis, Marite Dombrovska,
Jékabs Jan&evskis, JEkabs Nimanis, Raimonds Pauls, Kristaps P&tersons, Gundega Smite,
Imants Zemzaris. Dziedajusi vairakas lomas Latvijas Nacionalaja opera. Biezi uzstajas ar
pianistiem Aldi Liepinu un Hertu Hansenu, ergelnieci Kristini Adamaiti, saksofonistu Arti Simani,
cellistu Eriku Kirsfeldu, ar sevisku interesi pievérsas Raina un Aspazijas dzejas tulkojumiem
muzika, pati kompongéjusi dziesmu programmu ar So dzejnieku vardiem.

Sanémusi Latviesu muzikas balvu 2008. Nominéta Lielajai mUzikas balvai 2008. un 2009.
Jazepa Vitola Latvijas Mizikas akadémijas pieaicinata docétaja. Kopa ar Rigas Saksofonu
kvartetu leva ParSa piedalijusies koncertprogrammas “Ozols” (tika ieskanots art CD) un “Melna
starka lidojums”, kopa ar kameransambli Tempus Balticus dziedajusi Pétera Plakida muziku.

Aigars Reinis ir Rigas Doma muzikas direktors un katedrales ergelnieks, ka ari profesionals
koru un senas muzikas ansamb|u dziedatajs. Vin$ daudzus gadus ir bijis Latvijas Radio kora
makslinieks un solists, vokalo grupu Schola Cantorum Riga un Ars Antiqua Riga dalibnieks.
Dirigéjis Latvijas Bankas kori. Vairak neka desmit gadus bijis Jelgavas Svétas Annas baznicas
érgelnieks, no 2013. gada [idz 2019. gadam - Rigas Vecas Svétas Gertrudes baznicas galvenais
ergelnieks. Sadarbojies ar kamerorkestri Sinfonia Concertante, Valsts akadémisko kori “Latvija”,
kamerkori Ave Sol, dirigentier Mari Sirmo, Sigvardu Klavu un Gunti Kuzmu, cellistu Eriku
Kirsfeldu, vijolnieci Martu Sparninu, perkusionisti Elinu Endzeli, saksofonistu Aigaru Raumani.

Kopa ar dzivesbiedri llzi Reini ieskanojis aloumu “Erdeles diviem”. Labprat spélé latviesu maziku,
tostarp llonas Breges, Imanta Zemzara, Pétera Vaska, Paula Dambja, Riharda Dubras, Platona
Buravicka, Madaras Pétersones opusus. 2021. gada projekta “Doms iedvesmo” lidz ar |Izi Reini
un Kristini Adamaiti pirmatskanoijis 15 visjaunako latvieSu komponistu darbus. Sanemis “Lielo
muzikas balvu 2019 par izcilu darbu ansambl.
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