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Martins Vilums -
In the Arcs of Time

Martins Vilums (1974) is a Latvian composer who has divided his life and artistic work between Latvia,
where he was born, grew up and developed, and Lithuania, where, for many years, he has been living with
his family and creating. He studied the accordion at the Jazeps Medins College of Music (1991 -1996)

and composition at the Jazeps Vitols Latvian Academy of Music (with Péteris Plakidis, 1995 - 1996). After
that, he studied the accordion at the Lithuanian Academy of Music and Theatre (1996 -1997), and, as an
elective, composition with Osvaldas Balakauskas (1996-1997). He continued to study composition there
(1997-2001) with Julius Juzeliunas and Rimantas Janeliauskas, and received his bachelor’s degree. Master’s
studies followed in 2004, and, in 2006, he completed his post-graduate work. In 2011, he received his PhD
in humanitarian science, and the theme of his work was Compositional Musical Time and Space Articulation
Principles (Sound Parameters in the Aspect of Spatialization in the Music of the Second Half of the 20th
Century and Beginning of the 21st Century). Impressive and promising, especially when considering that,
since 1996, he has created many compositions which have received international praise. However, the title
of the dissertation identifies many aspects which have been present in his compositions throughout the
years. They have always been rich with inspiration, an active, true, deep creativity, as well as spirituality - in its
broadest meaning.

Man bij’ viena balta pupa (| had a White Bean, 2018). The composer freely comments and explains his
plans, offering a concept both to performers and listeners. In this case: “The bean is an ancient Indo-
European mythological symbol - a path to Heaven. Even today, the story of the long bean can be found
throughout Europe. Latvian folk song quatrains hold a special place for this symbol - in my opinion, in
the most ancient layers which contain the hidden meaning of life and death. In this context, the bean can
be interpreted as a symbol of the underworld (it could also be understood as the tree of life). Mara (the
mother goddess in Latvian mythology) and the devil, who appear in the quatrains, are the two sides of a



substance: one gives life, is the reborn made flesh, another brings the passage of time, death. The story of
the long bean can be understood as a purification and cleansing process after death (the devil retains the
old body, however, the spirit is able to defeat the heaviness of matter and be purified) and a new birth (Mara
gives a new body - new clothes). Attempting to bring forth the sound of an archaic musical expression, the
composition’s harmonic orientation is formed with a texture similar to the traditions of Latvian bourdon
singing - specific episodes are illuminated with the features of a micro-chromatic archaic mode. The
fundamental principal of the formation of this mode is based on the division of fifths into four identical
interval relationships. In that way, it is a symmetric structure in the range of a fifth with a neutral third
(between major and minor) at its centre. To help strengthen the harmonic space in the work, electronically
formed layers were woven in, whose sonic form was achieved by filtering white noise. A somewhat small,
though symbolic role, was given to the periodic use of large drums and, to a certain degree, the bang of a
gong - those are like the accumulation of energetic impulses of a growing beanstalk.”

From one perspective, it is a significant poem-message attired in an ancient epic. From another, a modern,
free, associative language. It is dominated mainly by an archaic bitterness, often in an almost ascetic melos.

Lux aeterna (2020). The inspiration for this composition comes from the Lux aeterna of the traditional
requiem. The author commented: “The musical idea relates to the extinguished light of life, which is lit again
in varied sound timbres and spectrum layers. The highlighted Gregorian chant melos in the work, as well as
psalmodic declamation elements, are woven into the beginning sections and then gradually dissipate in the
harmonic current. In this way, the compositional resolution relates to the concept and content of the idea, in
otherwords, the requiem Lux aeterna and Libera me texts are used to project an individual consciousness,
which slowly melts into another - the dimension of the afterlife. In this different space the existing content
and text are reflected to us from the other side (the Latin text fragments are heard in inverse).”

The work also relates to the previously mentioned Man bij"... It is the same stylistic, even though it does not
have the specific, direct ethnic elements. Deepness, wideness, contemplation are significantly developed,
though all is viewed through the prism of self-immersion. It is presented as both a kind of sprechgesang,
as well as a dissipated epic and an oscillation between major and minor. Altogether, it has a sensation of
levitation...

Abar panjom ardig abag gaw ék-dad kard (2010).). (On the conflict waged with the primeval ox) )

The text is from Book 8, Chapter 8, Line 16 of the Bundahishn (meaning Primal Creation), a collection of
Zoroastrian cosmogony and cosmology written in the Pahlavi dialect of ancient Persian - about the creation
of the world and life from the primeval ox.



Here the author’s explanation is essential: “The composition of the work united non-traditional styles of
singing - overtones and micro-interval singing were united with varied sound formation and broadened
voice technique possibilities. The forms of expression of the texture are subject to the mythical storytelling
process, which involves both the collective (tribe) consciousness, the context of the events and the
interpretation, as well as the participation of individualised voices in the process. The music’s harmonic
language is based on a symmetrically constructed untampered mode. Its basic form is simple - a

trichord in the range of a fourth with identical intervals between the sounds (in that way forming interval
like relationships, which are a quartertone wider than a major second). The tones of this mode are
hierarchically differentiated - the tonic is enriched by microinterval neighboring tone, in addition tone the
structural form of the mode is periodically demonstrated as a sound spectrum.

| selected this text primarily due to the fascinating, mythical and mystical content and, secondly, due to
the language, like a distanced cultural environment in time and space, and | wanted to immerse myself
in it, to create a kind of imaginary mythological cultural world with a small link to the pseudo-original, a
cultural echo that existed at some point - like a mental link between culture, text, and my own aesthetic
vision. The music is principally the articulation of the text, which branches heterophonically, contextually
(depending on the content of the text), becomes layered and again reunites with the whole of the story.
If I interpreted the text in a symbolic aspect, then the word or a brief aggregation (content/symbol)
reflects in the form of articulation, texture resolution - in that way every separate form reflects a different
expression meaning (which can be derived from one or two words).”

Sonically, the entire composition is almost like an echo or a continuation of Aalomgon, a work composed a
few years earlier. However, Abar panjom ardig abag gaw ék-dad kard is livelier, more vivid, more dynamic,
even though it has lengthy islands of silence. Lengthy (always rhythmised), expressly archaic organ point
horizontals, which briefly tonicize, fourth chord contours interact with micro-intervals and harmonics.
When seeking genre orientations, ballads, legends, also epics, come to mind.

Lum (Luminae nature, 2004) for electronic instruments, flute, and violin. In essence, it is a kind of pastoral
(mainly because the author himself performed mainly pastoral instruments, as well as created a unified
sound image with the electronic instruments). Associations with bird songs, openness, and freedom; it
presents a mood of Finnish lakes and bogs... A growling low voice indicates distant thunder. However, it

is not purely painting, it is also a kind of observation, comparison, indication. The composer recalls that
this work also has some impulses or links to the earlier works The Sense of the Past and Koks. Uguns. Sirds
(Wood. Fire. Heart), both 2001. Vilums: “In the context of this aloum, Lum is a kind of bookmark, which
separates the one movement works from mysteries of a larger scope. Lum is its own kind of electronic
reflection of the sounding aesthetics of my choral music in this album.”



Aalomgon (oratorio / mystery, 2006) for percussion, trombone, great horn, and 12 voices is the most
expansive work included on this album, which can certainly be interpreted as an oratorio. The composition
is formed as a unique trinity to be performed as a whole.

The author’s explanation is necessary here, since the sung text cannot be understood: “My language
developed from the need for words of conjuring, which would symbolise the demonic world. | created

a system of syllables, which formed a language of cursing, which became a musical fabric for phonetic
revitalisation. However, | still needed a godly language, since only the union of both worlds - the demonic
and godly - includes the existence of humanity, the verticals of the mystery.

The basis of Aalomgon is the story of the Tibetan monk Milarepa, which can symbolically be divided into
three periods of time: in the first period, when learning magic, Milarepa summoned soul-demons and
took revenge on those who had done him wrong by destroying a house with people in it and ruining
rich soil The second period sees karmic suffering and the study of meditation with the Buddhist master
Marpa. Then, in the third period, Milarepa journeys through the caves of the Himalayas and, constantly
meditating, achieves enlightenment.

This composition is not an exact depiction of the plot. The course of Milarepa’s life, which symbolises the
striving for spiritual enrichment, can be understood more as a universal metaphor, whose essence can
touch any of us.

The musical process is formed in the introduction and the outline of three related sections Zaar, Eom,
Simtheryl, where, in different stages, varied levels of textual material are articulated: my own created
circular phoneme system, which is used in all the sections; my own created cursing demon language in the
first section, the vajric sestain Tibetan language in the second section, and the Gayatri mantra in Sanskrit
in the third section and text from my own created divine language, which is used in the second and third
section - weaving together a synthesis of the second and third sections’ divine language with Tibetan and
Sanskrit text phonemes.

At the foundation of the compositional and aesthetic music language is the structural form of the sound
and the rearticulation of its semantic meaning, at times in a strict, algorithmic transformation. In that way
the musical material is subject to a gradual metamorphosis, forming a space, where, in the perspective of
time gains new meanings.”

When comparing this work to a recent work - Le temps scintille... (2003), a work that gained international
resonance, a work that had more lyrical feelings, a more poetic atmosphere - Aalomgon is harsher, more
ancient, tenser. Still, the main principal of the sonic resolution - the twinkling sound, vibration, swaying,



oscillation — is preserved here as well and in practically all further compositions. The first section | Zaar is
full of conditional hints. Here are many thunderclaps and thunderstorms, as well as calls and responses,
both in the sound perspective and many moods and nuances. The voices of the choir are also unusual -
they both meditate and wonder, call and drive away... | Eom - like poetry, perhaps only occasionally active
rhythmic pulse, but even those - short distances... The great horn stands out, and the orchestra and choir
voices are individualised and free. Each listener will interpret (or not interpret) the work based on his or her
own experience and setting. Though Il Simtheryl is the shortest section, it cannot be called laconic: just
as in the whole of the oratorio one often cannot distinguish between movement and standing still - there
are long pauses when the pulse disappears completely. One notices the phonism of empty fifths - again
like a direct, archaic symbol. There are brief moments of a message, fragments of a story. And occasionally
a rhythmic pulsation, with a contrasting growling and rumbling, varied vocal replicas. Then everything
vanishes.

Janis Torgans



The Latvian Radio Choir (LRC) is a unique musical group in the domain of choral music - this is a
chamber choir able to perform a broad repertoire - from early music to the most sophisticated modern
scores. The Latvian Radio Choir is a creative laboratory that regularly encourages composers to write
music that challenges the scope of vocal possibilities. Over the past 20 years, the LRC has enhanced
the concept of a choir - every singer has his or her own mission and individual contribution. As a result,
the blend of all these timbral qualities defines the choral ensemble’s sound. The LRC also participated
in the Grammy Award winning album of Arvo Pért's Adam’s Lament (ECM) in a performance conducted
by Tonu Kaljuste. They have been awarded the Latvian Grand Music Award on multiple occasions and
have received the Award of the Ministry of the Republic of Latvia. One of the choir's most acclaimed
recordings is of Sergei Rachmaninoff’s All-Night Vigil; it was praised by the renowned music magazine
Gramophone as the best recording in February 2013 and ranked as one of the 25 best albums of the year
by American radio NPR.

The Latvian Radio Choir has performed in renowned concert halls such as the Concertgebouw and
Muziekgebouw in the Netherlands, the Elbphilharmonie in Germany, the Théatre des Champs-Elysées
and Cité de la Musique in Paris, Lincoln Center, the Kennedy Center, the Walt Disney Concert Hall,

and elsewhere. The Choir regularly performs at the world’s leading musical events, including the BBC
Proms in Great Britain, the Salzburg Festival and the Klangspuren festival in Austria, the Lucerne Festival
in Switzerland, the French Radio Festival in Montpelier, France, the Baltic Sea Festival in Sweden, and
elsewhere.

Since 1992, the LRC has had two conductors: music director and principal conductor Sigvards Klava and
conductor Kaspars Putnins. As a result of the determined work of Sigvards Klava, the Latvian Radio Choir
has become an internationally recognised, vocally vivid collective, which is in demand at the most notable
festivals and collaborates with the world’s most distinguished musicians. The Latvian Radio Choir projects,
initiated by Sigvards Klava, are always carefully nurtured messages, musical expeditions, studies of the
singing and voice phenomena, searches for bridges between the archaic and modern, and studying the
timeless through the revelations of thematic concert programmes.



Kaspars Putnins$ has been the conductor of the Latvian Radio Choir since 1992. In 1994 he founded
the Latvian Radio Chamber Singers, an ensemble of soloists formed from the members of the Latvian
Radio Choir. He regularly appears as a guest conductor with leading European choirs such as the BBC
Singers, RIAS Kammerchor, Berliner Rundfunkchor, NDR Kammerchor, the Netherlands Chamber
Choir, Collegium Vocale Gent, the Flemish Radio Choir and others. Kaspars Putnins is Artistic Director
and Chief Conductor of Swedish Radio Choir since 2020/21. He held this position with the Estonian
Philharmonic Chamber Choir from 2014-2021. Though Kaspars Putnins’ work encompasses a wide
range of choral music from Renaissance polyphony to works of the Romantic period, his foremost goal
has always been that of promoting new choral music. This new repertoire challenges and develops

the abilities of the choristers and leads them vocally into entirely uncharted territories. He has forged
close relationships with many composers in the Baltic States and elsewhere, fostering new works and
exploring new musical languages and expressions. Kaspars Putnins has also initiated several theatrical
projects with the participation of the Latvian Radio Choir in collaboration with visual and theatre artists.
Together with the Estonian Philharmonic Chamber Choir, Kaspars Putnins has won the prestigious
Gramophone Award for the album Schnittke & Part: Choral Works. He has also received the Order of
the Cross of Terra Mariana 4th Class, an Estonian state award, for his contributions to the Estonian state
and people.
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Martins Vilums -
laiku lokos

Martins Vilums (1974) ir latvieSu komponists, kur$ savu dzivi un maksliniecisko darbibu dala starp
Latviju, kur dzimis, audzis, veidojies, un Lietuvu, kur nu jau ilgstosi kopa ar gimeni dzivo un rada. Vins
macijies akordeona spéli JMMV (1991-1996) un kompoziciju JVLMA sagatavosanas kursa (pie Pétera
Plakida, 1995-1996). Turpinajuma studéjis Lietuvas Muzikas un Teatra akademija (1996-1997) akordeona
spéli, fakultativi art kompoziciju pie Osvalda Balakauska (Osvaldas Balakauskas, 1996-1997). Tad turpat
kompoziciju vien (1997-2001) pie Jula Juzeltna (Julius Juzeliunas) un Rimanta Janelauska (Rimantas
Janeliauskas), iegUstot bakalaura gradu. Seko magistra grads 2004. gada un 2006. gada pabeigta
aspirantdra. Bet 2011. gada - doktora grads humanitarajas zinatnés, darba téema: Kompozicionalie
muzikala telplaika artikulacijas principi (skanas parametru telpisko$anas aspekta 20. gs. otras puses un
21. gs. sakuma muzika). lespaidigi un daudzsolosi, jo vairak tadél, ka jau kops 1996. gada top ari vairakas
vai pat daudzas kompozicijas, kas izpelnas starptautisku atzinibu. Bet disertacijas virsraksts iezimée
vairakus aspektus, kas gadu gaita aizvien bijusi klat arr kompozicija. Tomér ta allaz bijusi bagatinata ar
iedvesmu, aktivu kreativitati, 1stu, dzilu radoSumu. Un garigumu vispladakaja nozime.

Man bij’ viena balta pupa (2018). Komponists labprat komente un skaidro savas ieceres, sniedzot
priek$statu gan atskanotajiem, gan klausitajiem. Lk, $aja gadijuma: “Pupa ir sens indoeiropiesu
mitologiskais simbols - ce|§ uz debesim. Lidz pat misdienam visa Eiropa ir sastopams stasts par garo
pupu. Ipasa vieta $im simbolam ir latvju dainu ¢etrrindés - manuprat, $eit ir saglabajusies senakie nozimiju
slani, kuros iriekodéeta dzivibas un naves rita apslépta jeéga. Pupa $aja sakara var tikt interpretéta ka
simbols saiknei ar miruso pasauli (tapat ta var tikt saprasta ari ka dzivibas koks). Mara (mates dieviba
latvieSu mitologija) un velns, kuri paradas cetrrinzu variantos, saistami ar matérijas divam pusem: viena
dod dzivibuy, ir visa atdzimstos$a iemiesojums, cita nes aizejoso laiku, navi. Stasts par garo pupu var tikt
saprasts ka $kistiSanas, attiriSanas process péc naves (velnam paliek vecais kermenis, tacu gars spéj



parvarét matérijas smagumu un attirities) un jauna atdzimsana (Mara dod jaunu kermeni - jaunas
drébes). Tiecoties izcelt arhaisku muzikalas izpausmes skanéjumu, kompozicijas harmoniska ievirze
veidota t3, lai latvieSu burdondziesmu tradicijas imitéjosa fakttra noteiktas epizodés izgaismotos uz
mikrohromatiku balstitu arhaisku skankartu iezimes. So skankartu izveides pamatprincips tiek balstits
uz kvintas sadaliSanu Cetras vienadas intervaliskas attiecibas. Tadéjadi formejams simetriskas struktdras
modus kvintas apjoma ar neitralu tercu (starp mazoru un minoru) ta centra. Pastiprinot harmonisko
telpu skandarba neliela apjoma tiek ieviti ari elektroniski veidoti slani, kuru skaniskais veidols sasniegts
filtréjot balto troksni. Sameéra neliela, tacu simboliska loma pieskirama dazviet pielietotiem lielas bungas
un neliela izméra gonga piesitieniem - tie ir ka augosas pupas stada energétiska impulsa akumulacija. “

Diezgan apjomiga poéma-véstijums ietérpta senatniga episkuma, no vienas puses, un musdienigi briva,
asociativa valoda, no otras. Domingjosais liela méra tomér paliek arhaiskais skarbums daudzviet gluzi
askétiska melosa.

Lux aeterna (2020). Skandarba iecere nak no rekviéma Zanra tradicionalas dalas MUZiga gaisma.
Autors komenté: “Muzikala ideja saistama ar nodzisusu dzives gaismu kura no jauna tiks izgaismota
dazados skanas tembra un spektra uzslanojumos. Skandarba ieziméti gregorisko dziedajumu melosa,
ka arT psalmodiskas deklamacijas elementi, kuri sakumposmos ievijami un vélak pakapeniski izdzésami
harmoniskaja stravojuma. $ada veida kompozicionalais risinajums saistams ar ieceres koncepciju un
saturu, proti, rekviéma Lux aeterna un Libera me teksti tiek izmantoti projicéjot individualo apzinu, kura
pamazam izkast cita - aizsaules dimensija. Saja citada izplatjuma eso3ais saturs, teksts atspid mums no
otra gala (latinu teksta fragmenti ieskanas inversija). “

Saceréejums saturiski saskaras ari ar iepriek$éjo Man bij"..Ta ir ta pati stilistika, kaut bez tik tiesa etniska
elementa. Dzilums, plaSums, apcerigums te pamatigak izvérsti, tacu allaz skatiti caur pasiegremdes
prizmu. Tai paklautas gan dziedrunas starplikas, gan izkliedétais episkums un mazora-minora foniskais
SUpojums. Bet kopumam piemit kada 1pasa levitacijas izjata...

Abar panjom ardig abag gaw ék-dad kard (Piekta kauja ar pirmdzimto veérsi, 2010). Bundahisnas
(Bundahisn) astotas dalas astotas nodalas 16. pants no kosmologiskajiem tekstiem senpersiesu valodas
pahlavi dialekta - par pasaules un dzivibas radisanu no pirmdzimta vérsa. Te nu bez autora skaidrojuma
nekadi nav iespéjams iztikt: “Skandarba kompozicija tiek apvienoti netradicionalas dziedasanas
tehnikas veidi - virstonu un mikrointervalu dziedasana tiek apvienota ar dazadam skanu formésanas

un paplasinatam balss tehnikas iespé&jam. Faktaras izteiksmes veidi paklaujami mitiska stastijuma
procesam, kura iesaistama gan kolektiva (cilts) apzina, notiekosa konteksts un interpretacija, gan
individualizétu balsu piedaliSanas véstijuma procesa. Muzikas harmoniska valoda ir balstita uz simetriski
konstruetu netemperétu skankartu. Tas pamatveidols ir vienkarss - kvartas apjoma trihords ar vienadu



intervalisko atalumu starp skanam (tadéejadi veidojot intervaliskas attiecibas, kas ir ceturtdaltoni plasakas
par lielu sekundu). 5T modusa toni tiek hierarhiski diferencéti - pamattonis papildinams ar mikrointervalisku
blakusskanu, modusa strukturalais veidols epizodiski eksponéjams ari ka skanas spektrs. So tekstu
izvelejos, pirmkart, dé|fascinéjosa, mitiska un mistiska satura un otrkart, dé|valodas ka laika un telpa
attalinatas kultdras vides, kura man ir interesanti sava veida iejusties, radit tadu ka izdomatu mitologisku
kulturalo pasauli ar nelielu noradi uz psido-originalu, kaut kad eksistéjusu kulturalo atbalsi - tadu ka
mentalu saikni starp kultGru, tekstu, un savu estétisko redzéjumu. Mazika principa ir teksta artikulacija,
kura heterofoniski sazarojas, kontekstuali (atkariba no teksta satura) izslanojas un atkal savienojas kopéja
stastijuma. Ja simboliskaja aspekta interpretét tekstu, tad vards vai to iss sakopojums (saturs/simbols)
atspogulojs artikulacijas veida, fakttras risinajumos - tadéjadi katrs formas nodalijums atspogulo atskirigu
izteiksmes jégu (kura var bt atvasinata ari no viena vai diviem vardiem).”

Skaniski viss saceréjums ir itin ka atbalss vai turpinajums dazus gadus agrak tapusajam Aalomgon, tacu
Sis darbs (Abar panjom ardig abag gaw ek-dad kard) kopuma ir dzivaks, raibaks, dinamiskaks, kaut art ar
ilgstosam klusuma salam. Gari stieptas (allaz ritmizétas), izteikti arhaiskas érgelpunktu horizontales, kas
Tslaicigi tonikalizéjas, kvartakordu kontiras sadzivo ar mikrointervaliku un virsskanam. Meklégjot Zanra
orientierus, nak prata balade, legenda, bet ari eposs.

Lum (Luminae nature, 2004) elektronikai, flautai un vijolei. Péc bitibas ta ir savveida pastorale (jo vairak
tadel, ka autors pats iespéléjis liela méra pastoralos instrumentus, ka ari veidojis kopéjo skanisko telu

ar elektroniku). Asociacijas ar putnu balsim, plaSumu un brivibu; stados prieksa kadu Somijas ezeru

un purvu kédes noskanu... Ricosi dunosa zema balss saistas ar attalu pérkonu. Tomér ta nav tikai tira
gleznosana, tas ir arm kads verojums, salidzinajums, majiens. Komponists atceras, ka $aja darba ir art
impulsi vai atsauces uz nedaudz agrinakiem The Sense of the Past un Koks. Uguns. Sirds (abi 2001).
“Lum §T albuma konteksta ir ieklauts ka gramatzime, kura atdala viendaligus skandarbus no lielaka
apjoma mistérijas. Lum ir sava veida elektronisks atspogulojums saturiski estétiskajam kora mazikas
skanéjumam.” - ta Martins Vijums.

Aalomgon (oratorija / mistérija, 2006) sitaminstrumentiem, tromboniem, milzu taurei, 12 balsim ir
pats apjomigakais albuma ieklautais darbs, kas uztverams ka oratorija, kaut visai nosaciti. Vél vairak
neka citkart te nepiecieSams autora skaidrojums, jo pats dziedamais teksts principiali nevar tikt
saprasts: “Mana valoda izauga no ta, ka bija vajadzigi buramvardi, kas simbolizétu démonisko pasauli.
|zveidoju zilbju sistému, no kuras radas noladésanas valoda, kas kluva par muzikala auduma fonétisko
iedzivinajumu. Bet man tacu vajadzéja ari dievisko valodu, jo tikai abas pasaules kopa - démoniska un
dieviska - ietver cilvéka eksistences garigos sazarojumus, mistérijas vertikali. Skandarba Aalomgon
idejas pamata ir tibetieSu muka Milarepas dzivesstasts, kuru simboliski var iedalit trijos laika posmos:



pirmaja perioda, apgistot magiju Milarepa izsauc garus-démonus un atriebjas saviem pari nodaritajiem
sagraujot maju ar cilvékiem un iznicinot augligas zemes. Otrais periods saistas ar karmas izcieSanu un
meditacijas apmacibu pie budistu meistara Marpas. Savukart, tresaja perioda Milarepa celo pa Himalaju
alam un nemitigi meditéjot sasniedz apgaismibu.

Sis skandarbs nav gluzi sizetisks t&lojums. Milarepas dzives gajums, kur simbolizé tieksmi uz garigu
piepildijumu Seit drizak traktéjams ka universala metafora, kuras butiba skar jebkuru no mums.

Muzikalais process veidojams ievada un triju, savstarpéji saistitu dalu Zaar, Eom, Simtheryl izklasta, kura
atskirigas stadijas tiek artikuleti dazadu limenu tekstualie materiali: pasradita cirkulara foneému sistema,
kas tiek izmantota visas dalas; noladésanas teksts pasradita démonu valoda pirmaja dala, vadzriska
sesrinde tibetieSu valoda otraja daja, Gayatri mantra sanskrita valoda tresaja dala un teksts no pasraditas
dieviskas valodas, kas izmantota otraja un tresaja dala - ievijoties otraja un tresaja dala ,dieviskas”
valodas konteksta sintezéjamas tibetiesu un sanskrita tekstu fonémas.

Kompozicionalas un estétiskas muzikas valodas pamata ir skanejuma strukttrisko veidolu un to
semantisko nozimju reartikulacija, briziem stingri algoritmiska transformacija. Tadéjadi muazikas
materials tiek paklauts pakapeniskai metamorfozei, veido telpu, kura laika perspektiva iegUst arvien
jaunas nozimes.”

Salidzinot ar neseno iepriek$éjo darbu - plasu starptautisku rezonansi guvuso Le temps scintille.../ Laiks
mirgulo (2003), kura bija daudz vairak liriskas izjatas, poétiskas atmosféras - Aalomgon ir skarbaks,
senatnigaks, nospriegotaks. Tomeér skaniska risinajuma pamatprincips - skanas mirgulosana, vibrésana,
SUposanas, oscilacija - saglabata ari Seit un praktiski visos turpmakajos saceréjumos. Pirma dala | Zaar
/ Zeme pilna ar nosacitiem majieniem un nerimtigu dzivibu. Te ir (un daudz!) gan gravieni, pérkondardi,
gan saucieni un atbalsis, gan skanéjuma perspektivas apspéle un vél daudz noskanu un niansu. Kora
balsis arf savdabigas - tas vienlaikus medité un brinas, sauc un raida prom... Il Eom / Visums poétika
[ldziga, varbut vienigi reizumis aktivaks ritma pulss, bet ari tas - isajas distancés... Ka pirmatnibas zime

te izcelas milzu taure (artar ilustracijas krasu - ka dzivnieka bauro$ana), tacu paréjo dalibnieku - gan
orkestra, gan vokalas - balsis tapat individualizétas, kaut brivas. Katrs klausitajs to uztver (vai neuztver)
péc savas pieredzes un uzstadijuma. Il Simtheryl / Gaisma, mirdzums ir patiisaka, tacu par lakonisku

to grti nosaukt: tapat ka oratorijas kopveida te daudzkart nav noskirama kustiba un apstaja - garas
pauzes, kad pulss vispar pazud. Uzmanibu piesaista tuksas kvintas fonisms - atkal tiesi ka arhaikas
simbols. Pavid ari kada véstijuma, stastijuma lauskas. Un dazkart ritma pulséjums, ar ko kontrasté rikona
un dardona, dazadas aktivas vokalo balsu replikas. Tad viss izgaist.

Janis Torgans






Latvijas Radio koris ir unikala, godalgota profesionalu dziedataju apvieniba, kas saviem klausitajiem
piedava nepieredzéti plasu repertuaru - no senas muzikas l1dz vissarezgitakajam musdienu komponistu
partitdram. Latvijas Radio koris ir ka radosa laboratorija; tas regulari mudina komponistus rakstit maziku,
kas sniedzas pari klasiska vokala robezam. Pédéjo 20 gadu laika ansambilis ir izveidojis jaunu izpratni par
kori - katram no dalibniekiem ir savs uzdevums, katrs sniedz savu personigo pienesumu, veidojot korim
raksturigo, unikalo tembru apvienojumu. Koris ir piedalijies Grammy balvu ieguvus$a Arvo Perta muzikas
albuma Adam’s Lament (ECM) ieraksta, dirigenta Tenu Kaljustes vadiba. Tas ir vairakkartéjs Latvijas
Lielas muzikas balvas - valsts augstaka apbalvojuma par sasniegumiem profesionalaja muzika - ieguvéjs,
ka ar1 LR Ministru kabineta balvas laureats. Kora veikto Sergeja Rahmaninova Vesperes ieskanojumu
Gramophone atzina par 2013. gada februara labako ierakstu, un Amerikas radio stacija NRP to

ievietoja 25 gada labako albumu saraksta. Latvijas Radio koris ir uzstajies vairakas no ievérojamakajam
koncertzalém pasaulg, tostarp, Concertgebouw un Muziekgebouw Niderlandé, Elbas filharmonija
Vacija, Elizejas lauku teatri un Parizes filharmonijas Mazikas pilséta Francija, Linkolna centra, Kenedija
centra, Volta Disneja koncertzalé un citur. Koris regulari koncerté pasaules vadosajos muzikas
notikumos, ieskaitot BBC Proms Lielbritanija, Zalcburgas festivalu un Klangspuren festivalu Austrija,
Lucernas festivalu Sveicé, Francijas Radio festivalu Monpeljé, Francija, Baltijas jaras festivalu Zviedrija
un citviet. Kops 1992. gada kori vada divi dirigenti: makslinieciskais vaditajs un galvenais dirigents
Sigvards Klava un dirigents Kaspars Putnins. Sigvarda Klavas mérktieciga darba rezultata Latvijas Radio
koris izveidojies par starptautiski atpazistamu, vokali spilgtu vienibu, kuru vélas dzirdét ievérojamakajos
festivalos un kuru uz sadarbibu aicina pasaules izcilakie muziki. Sigvarda Klavas veidotie Latvijas

Radio kora projekti allaz ir rapigi izaukléti véstijumi, muzikalas ekspedicijas, petot dziedasanas un

balss fenomenu, meklgjot tiltus starp arhaisko un musdienigo, apcerot parlaicigo caur tematisku
koncertprogrammu atklasmém. Péc Sigvarda Klavas ierosinajuma Radio koris veidojis kopigus projektus
gan ar tradicionalas un neakadémiskas muzikas spilgtiem parstavjiem, gan garidzniekiem un musdienu
skanraziem, sintezéjot laikmetigas makslas eksperimentus ar kultdras mantojumu un paplasinot
redzeéjumu uz cilvéka balss iespéjam. Péc Sigvarda Klavas iniciativas 2014. gada stenojas projekts Bahs.
Pasija. Riga, kad pirmslieldienu laika Rigas dievnamos tika atskanotas Johana Sebastiana Baha pasijas -
kopa ar Latvijas Radio kori uzstajas latvieSu un arzemju muziki, izcili baroka interpreti ar pasaules
meéroga vardu. Vina vadiba korim izveidojusies radosa sadarbiba ar ievérojamakajiem masdienu latviesu
komponistiem - Maiju Einfeldi, Eriku Egenvaldu, Andri Dzeniti, Arturu Maskatu, Kristapu Pétersonu,
Santu Ratnieci, Juri Karlsonu, Andreju Selicki, Péteri Vasku, ka arf daudziem arvalstu komponistiem; ta
vainagojusies neskaitamos pirmatskanojumos un ierakstos.



Kaspars Putnins ir Latvijas Radio kora dirigents kops$ 1992. gada. 1994. gada vins dibinajis Latvijas
Radio kora grupu - ansambli, kura dzied Latvijas Radio kora solisti. Viesdirigenta statusa Kaspars
Putnins regulari strada ar Eiropas vadosajiem koriem - BBC Singers, RIAS kamerkori, Berlines Radio
kori, NDR kamerkori, Niderlandes kamerkori, Gentes Collegium Vocale, Flamu Radio kori un citiem.
No 2014. [idz 2021. gadam bija Igaunijas filharmonijas kamerkora makslinieciskais vaditajs un galvenais
dirigents; kops 2020. gada ir Zviedrijas Radio kora galvenais dirigents. Kaspara Putnina uzmanibas
loka ir plass kormuzikas repertuars, sakot no renesanses polifoniskas mazikas lldz romantisma perioda
darbiem, tomér vina galvenais mérkis vienmer bijis augstvértigu jaundarbu popularizé$ana. Jaunraditi
originaldarbi izpilditajiem izvirza jaunus uzdevumus, attista vinu prasmes un balss iespéjas un médz
aizvedinat [1dz $im neapgutas teritorijas. Kaspars Putnins ciesi sadarbojas ar daudziem komponistiem
gan no Baltijas valstim, gan talakam zemém; ta top jaundarbi, kas |auj turpinat jaunas muzikalas valodas
un izteiksmes pétijumus. Tapat vins rosinajis vairakus skatuves makslas projektus, kuros koris iesaistijies
dalibnieka statusa, sastradajoties ar kolegiem no vizualas makslas un teatra jomas. Kopa ar Ilgaunijas
filharmonijas kamerkori Kaspars Putnins ieguvis prestizo Gramophone balvu par albumu Schnittke &
Pért - Choral Works. Sanemis ar lgaunijas valsts apbalvojumu - Maras Zemes krusta |V Skiras ordeni -
par nopelniem lgaunijas valsts un tautas laba.



Latvieu tautasdziesma / Latvian folk song

Man bij’ viena balta pupa | had a white bean

Nezinaju, kur stadtti | did not know where to plant it
Pasa kalna galina At the top of the hill

Liela cela malinai By the great road

Lai ta auga, lai lapoja Let it grow, let it leaf

Lidz pasami debesimi To the heavens

Taizauga kupla, gara It grew dense, tall

Deviniemi zuburiemi With nine branches

Es uzkapu, pie Dievina | climbed up to God

Pa pupinas zuburiem On the bean’s branches

Lux eeterna luceat eis, Domine:

Cum Sanctis tuis in seternum:

quia pius es.

Requiem eeternam dona eis, Domine:
et lux perpetua luceat eis.

Cum Sanctis tuis in seternum:

quia pius es.

Libera me, Domine, de morte aeterna, in die illa tremenda

Quando ceeli movendi sunt et terra

Dum veneris iudicare seeculum perignem.

Tremens factus sum ego, et timeo, dum discussio venerit, atque ventura ira
Quando ceeli movendi sunt et terra.

Diesiilla, dies irae, calamitatis et miseriae, dies magna et amara valde

Dum veneris iudicare seeculum perignem.

Requiem eeternam dona eis, Domine: et lux perpetua luceat eis.



Abar panjom ardig abag gaw ék-dad kard / On the conflict waged with the primeval ox/

Piekta kauja ar pirmdzimto versi

The text is from Book 8, Chapter 8, Line 16 of the Bundahishn (meaning Primal Creation), a collection of
Zoroastrian cosmogony and cosmology written in the Pahlavi dialect of ancient Persian

Ciyon fraz widard, urwar-Cihrih ray,
az ham

handam i gaw panjah ud panj
sardag jorda, dwazdah s\ardag
urwaribesaz, az zamig fraz
wax$id. u-san ré\snih

{1} ud zér<andar> an tohm<ih> 1
gaw bud 6 mah-payag

abespard <ud>an tohm, pad
rosnih {1} mah be paldd, pad
hamag gonag be wirast, ud gyan
andar tan kard. az a\néh

do gaw ék nar ud ék madag, ud
pas az har sardag-\é

dé sad <ud> haftad ud dé sardag
pad zamig fraz pa\ydag

bdd hénd? murwan manist pad
andarway ud mahig

pad ab ziyisnih.

As it passed away, owing to the
vegetable principle (chiharak)
proceeding from every limb of
the ox, fifty and five species
of grain and twelve species of
medicinal plants grew forth
from the earth, and their
splendour and strength were
the seminal energy (tokhmih)
of the ox.

Delivered to the moon station,
that seed was thoroughly
purified by the light of the
moon, fully prepared in every
way, and produced life in a
body.

Thence arose two oxen, one
male and one female, a; and,
afterwards, two hundred and
eighty-two species of each kind
became manifest upon the
earth.

The dwelling (manist) of the
birds is in the air, and the fish
are in the midst of the water.

Vérsim mirstot, no katras

ta ekstremitates auglibas
spéeka (chiharak) no zemes
izauga piecdesmit un piecas
graudu sugas un divpadsmit
dziedniecisko stadu, un to
krasnums un spéeks bija versa
auglibas spéks (tokhmih).

Nonakusi méness stavokli, sékla
tapa pilniba ménessgaismas
attirita un katra veida
sagatavota, un izveidoja dzivibu
kermeni.

No turienes radas divi versi -
tévins un matite un, péc tam,
divi simti un astondesmit divas
sugas no katra paradijas uz
zemes.

Putnu majoklis (manist) ir gaisa,
un zivis ir ddent.



Agha zaar
Idrakh nogmolaa
Izsu gjoar
Nummu bhonaa

sNa tshogs rang bzhin mi gnyis
kyang

Cha shas nyid du spros dang bral.
Jibzhin pa zhes mi rtog kyang
rNam bar snang mdzad kun tu
bzang

Zin bas rtsol ba‘i nad spangs te
Lhun gyis gnas pas bzhag pa yin.
Yrjit ajisl tvyjoraan’h

Puustia eom simtheryl;
Djonum’h il siuuk’h tvyjorjitsilt'h
Puusjon sijon uuh rtjik’haa.

Zemeé kritis

Vairs necelsies
lerakstits tiks
Tumsklints ugunt

All the varieties of phenomenal
existence as a whole do not in
reality differ one from another.
Individually also they are
beyond conceptualization.

Although as suchness there is
no mental discursiveness (with
regard to them)

Kun-tu bzang po shines forth in
all forms.

Abandon all the malady of
striving, for one has already
acquired it all.

One leaves it as it is with
spontaneity.

*kk

Through all phenomena
Endless space is illuminated;
Translucent mountain and river
forms

Are woven in a moving-
unmoving dance

That which fell to the earth
Will rise no more

It will be written

In the fire of a dark cliff

Visas neparastas eksistences
formas kopuma neatskiras viena
no otras. Ari atseviski katra no
tam ir arpus izprasanas.

Lai gan, lidzigi ka tadibai, te nav
vietas pratulosanai (saistiba ar
tam)
Kun-tu bzang po izstaro visas
formas

(saistiba ar tam)
Atmet So tiekSanas likstu, jo viss
jauir sasniegts. Likts miera un
patvaligi atstats ka ir.

Caurivisam paradibam
Bezgaliga telpa izgaismojas;
Kalnu un upju formas
caurspidigas

Savijas kustiga-nekustiga deja.



Gayatri Mantra:

om bhadr bhuvah svah

tat saviturvaren yam
bhargo devasya dhimahi
dhiyo yo nah prachodayat

Gayatri Mantra:

We contemplate the glory of
the light that illuminates the
three worlds: dense, subtle
and causal. | am that life-
giving power, love, radiant
enlightenment, and the divine
grace of universal intelligence.
We pray for that divine light to
illuminate our minds.

Gayatri Mantra:

Dievs, kas valda par tris
pasaulém,

Fizisko, astralo un debesu

Tas Raditajs Visaugstakais,

Kura kermenis gaismu izstaro
Dievs uz kuru més meditéjam
LGdzam, musu pratu apskaidro.









