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A CONVERSATION WITH KARLIS LACIS

Let’s begin with genres. First of all, | associate your music with a fusion of various
different genres. Do you think there exist two different people - one Karlis Lacis
who writes symphonies and chamber music, and another Karlis Lacis who composes
musicals, song cycles and theatre music?

| take these boundaries into account, but something unique manages to express itself
as well. Clearly, though, | don’t write a string quartet in the same way as | write a song for
[singer] Intars Busulis...

But | suppose you could.

Yes, but how interesting would that be? Actually, | write the so-called serious pieces
more as an effort to clear my mind. When you’re writing short little songs all the time,
there comes a point when you feel like you're starting to lack something inside. But

a musical is a different thing. With a musical, the dramaturgy is at the forefront. The
musical is also a large form, but you have to put it together differently. With everything
that | write, however, | do it to make things more interesting for myself.

What's at the forefront if you're writing, for example, a symphony or concerto? How
do the rules of the game change, as opposed to, say, when you’re writing a musical?

First of all, a musical will always have leitmotifs and a series of shorter numbers; it
consists of small parts. The form has more songs that follow a verse-refrain-bridge
structure. Of course, it sometimes also has a bigger, longer part, things merging
together. But the main difference is that in so-called serious music, the fabric or sheet - |
don’t know what to call it - keeps unfolding and lets one develop the musical thought a
bit more completely and over a longer stretch of time.

And actually, whenever | begin writing that sort of music, the “serious” music, | have no
idea where I'll end up that evening. | develop something, something arrives on its own,
I might listen to something... | don’t often write music like that, but when | do, | plunge
into it up to my ears.

| just listened to the symphony again. | wrote it in four or five days without any sleep.
Including the orchestration?

The whole score. Of course, there were corrections later, but yes, | dove into it and
emerged totally exhausted.

Then let’s talk about the very beginning. You sit down to write a symphony. What
does it all begin with? Do you have an outline for a structure, a few first themes?

| thought about this for a while yesterday. | wrote the symphony back when | had just
returned from Thailand. | had gone out to our country house, and | felt like | wanted to
write something for a large ensemble again. And slowly, gradually, over the course of
two months, | figured out what the music could contain, what kind of details. And then
| took to composing. The resulting symphony contains reflections of Thailand, too. But

| wanted something about Latvia, about nature; | wanted for it to be serene, without any
big conflicts - although it does thicken a bit here and there - something more meditative.

That surely applies to the conclusion, but the middle contains much more.

| can’t hold myself back. | constantly try to not make lots of noise, but sometimes | can’t
stop myself and slink over to that side, only to then return and start something again from
zero. Anyway, I'd have to write a lot more in order to develop it better. But it is what it is.

| actually don't like writing anymore if | don’t know whom or what the music is going to be
for, although usually it works out. | do write commissions, but usually the initiative comes
from me, when | arrange for who will play it. | composed a bit during the Covid pandemic
until | realised | had enough - | mean, am | just going to collect works on a shelf?

The musical colour of the accordion is very important in the symphony. Where do
you think it stands on the spectrum between Latvian sereneness and impressions of
Thailand?

I've always loved the accordion. The French musette... The accordion also has a certain
refined quality, and the sound penetrates even an entire orchestra, including the piano
parts. | use the accordion in others works, too. It's a technical instrument, and | like that -
one can play fast on it.

The human voice also appears in both of these works for orchestra, although the way
it’s used differs. Can you comment on that?

Yes, the piano concerto concludes with the folk song lullaby Ajja ZGzd, and the symphony
concludes with the folk song Tek saulite tecédama (Hurry, Dear Sun). But the piano
concerto - | was no longer that young when | wrote it, but in my experience as a composer it
was one of my last purely intuitive works. One of those works where you just write; you know
very little, but you definitely want to write, you're very determined, and you want it. | think
the piano concerto characterises that. It has this energy and this resolve, these extreme
emotions.

There's an interesting story connected with the piano concerto, too. It was a dozen or
more years ago, and we had arrived back home from Eurovision in Moscow, where we
finished in last place. We had thus become enemies of the people, and | spent a week

or so hiding out at our country house. The Delfi news portal was having a field day with
our defeat, and it was quite awful. There were thousands of comments about us, most of
them aimed at [singer] Busulis, but | was happy when it was all over, because in Moscow |
had to sing and dance and pretend that | was playing the synthesiser.

About two weeks passed, and | decided I'd had enough and was going to write a piano
concerto. So | wrote something and then hurried over to the national orchestra, saying
OK, let's do it! Now | know that that’s not quite the way things are done, but back then |
didn’t know any better.

| composed the concerto up to a certain point, and then it just remained in my computer.
Several times | tried but couldn’t figure out what to do with the second movement; by
that time | had already written four or five versions. | didnt know how beautiful | should



write it, or how banal; | doubted myself. In the end, a year or two later, | received a call
saying OK, let’s do it, Agnese [Eglina] is going to play it. So then | had to finish the
concerto. And everything cleared up regarding the slow movement as well.

When | look at it now, | like that the orchestra follows one path while Agnese’s solo part
follows a different path. There's always a little something holding it back from being too
beautiful. But Agnese also commented that sometimes that’s precisely why you have to
play all of the difficult stuff - in order to then enjoy the beautiful slow movement.

Regarding the yelling and polyrhythm in the third movement... In essence, that's the
maximalism of youth, because now I'd never write anything so complex for the piano.
Who knows if I'd even remember how to play it; | had just recently graduated from the
music academy then. But hats off to Agnese for her endurance and perseverance.

What's the deal with the books in the piano in the third movement?

| thought the music needed a prepared piano. Actually, | didn’t want it prepared as
extensively as for Cage’s music, where each note is instrumented. But | needed the
piano’s sound to be altered so that it sounded like a clanging box of wires. Throwing
books into the piano - maybe that comes more from theatre music, because with
theatre, you often need special effects. | didn’t delve much into how composers do those
things nowadays, how finely and interestingly - | just did something simple to damp the
strings, to make them buzz.

Do you have any favourite piano concertos by other composers? To some extent, you
had to deal with issues inherent in the concerto genre, for example, you just talked
about the slow movement.

Well, like | said, it was intuitive. | wrote what | knew and what | could play on the

piano if | were a slightly better pianist, even though | have a master’s degree in piano
performance. Back then, | just forged ahead and wrote like | thought one needed to
write. | knew that the first movement is fast, the second one slow, the third movement is
also fast...

Didn’t you feel like mixing things up in the structure? Or maybe that’s exactly the way
you wanted to write it?

| didn’t worry too much about form back then; | hadn’t yet matured that far. Perhaps |
look at things differently now. But back then, | wrote intuitively. Of course, looking back
atit now, | find that maybe the development stumbles a bit here and there oris too
square; but on the other hand, it's got the right energy. It'd be different if | wrote it now.
In any case, it was quite bold, because | could never play it myself.

There's a lot of repetitive, ostinato movement in the piano concerto’s first
movement. It reminds me of several songs that you’ve written. Where do these
repetitive structures come from?

Probably from jazz, from the way we played when we were young, where the foundation
forimprovisation is a specific chord progression. Maybe it’s partially from minimalism,
although I think it's probably more from club music. Something like that. | have some

very early compositions in which | just repeated three or four measures and gradually
added things to them. And everyone liked them. That was when | was about twenty years
old. On the other hand, I'm not pretending to be doing anything new.

Can you tell a little more about the four movements in the Latvian Symphony?

In the first movement, | know where | want to go. And it all goes back to the folk song
there. Seeing as | like Tchaikovsky, | thought that at the beginning | could quote the
horns in his Symphony No. 4 and in that way slide into the folk song. All beginnings are
uncertain - uncertainty about where you're going, where you'll arrive.

By the second or third movement, you're already living in a different world; different
chakras open up, and you see further. In the second movement, you can actually kind of
see the “carpet” lying before me - which is why | made mention of Thailand. While | was
there, | lived at a nice German hotel, where everything was designed to heighten the
experience of relaxation: the pool, the sea, the ocean. At certain times every morning,
the staff or someone else would walk around the grounds and play something; | don't
remember what it was, but the same pentatonic was repeated over and over again. And
they’d walk through the whole hotel once or twice. | never learned whether it was a kind
of ritual or something else. But anyway, after spending a week there and hearing the
same pentatonic all day, every day, | realised that it was actually working. There truly was
something peaceful about it.

But alright, things get “thicker” and more complexin both the second and the fourth
movements. | don't like it when composers make me listen to the same thing happening
over and over again; but here it’s not all one and the same. The flow is maintained, and
it's actually calm, pleasant, meditative. Although the fourth movement does pull in the
direction of the Orient. And in the Latvian Scherzo, | took all the songs that are still in my
head from childhood, and | threw them all together. | knew the music needed to be fast
and technical to keep it cheerful, but also so that it could be played like a concert piece,
separate from the symphony. The only problem is that it turned out too difficult; it's a
challenge for the orchestra. That’s why the tempo on this recording is a little too slow
compared to what | had envisioned, but it is what it is.

To conclude, I'll turn your attention to the fact that | brought my dog along to the photo
shoot. It’s the first dog I've ever had; my family convinced me to get a dog. It was around
the same time that | was composing the piano concerto. Now she’s already eleven or
twelve years old. She sits on the table, on a special pillow, when | compose. And she takes
part; she also composes.

Davis Engelis spoke with the composer.



Karlis Lacis is a composer whose name speaks for itself in Latvia. He is an artist with an impressive creative range,
from classical and choral music to instrumental experiments, music for theatre performances, jazz and pop music.

His work includes symphonies, music for popular and award-winning theatre performances, collaborations with
some of the greatest Latvian musicians, Latvian Song Festivals and chamber music concerts. Lacis is known
not only as a composer but also as a pianist and producer. He is a sought-after arranger of music who tirelessly
explores new possibilities in arranging and instrumentation.

Lacis’ pop music projects have won international acclaim, filling auditoriums not only in Latvia but also abroad.
He is commended by critics for his versatility and professionalism, praised by colleagues for his fanatically serious
attitude to and capacity for work, and sought after by audiences for his distinctive style and mood.

“My work is an entire entity. It comes gradually - with years, with experience, when one can live up to the
expectations one puts on oneself. | am grateful to be able to enjoy it, and | know that my ‘debt’ to an audience for

its trust is the music itself,” Lacis has commented in an interview.
karlislacis.lv

Pianist Agnese Eglina has twice received the Latvian Grand

Music Award, the country’s highest state honour in music: for
outstanding ensemble work (2010) and for outstanding performance
throughout the year (2020). She has also won awards at international
competitions for her work as a pianist-accompanist. An active
participant in a variety of chamber music projects, Eglina has become
one of the most in-demand Latvian pianists of her generation. She
has promoted the creation of many new compositions, including
music by Latvian composers Kristaps Pétersons, Linda Leimane and
Arturs Maskats. In 2013, she premiered the Piano Concerto by Karlis
Lacis.

Eglina has performed throughout Europe as well as in South Africa,
Zambia, Zimbabwe, the United States, Russia and China. She

|

regularly performs with leading Latvian musicians and internationally acclaimed soloists.

As a soloist and chamber musician, Eglina has participated in the Promenade festival in Lusaka, the Schleswig-
Holstein Music Festival, the Montpellier Music Festival, the VIl and XVIII Kremerata Baltica Festivals, the 16" and
21 Liepaja International Stars Festival, the Aréna New Music Festival and the Skanu Mezs experimental music
festival.

In addition to performing on stage, Eglina teaches young chamber musicians at the Jazeps Vitols Latvian
Academy of Music. Every year, she gives several masterclasses in Latvia and at the international level. Since 2014,
she has also given masterclasses and concerts in Lusaka and Johannesburg.

agnese-eglina.com

Atvars Lakstigala served as the principal conductor of the Liepaja Symphony
Orchestra from 2010 to 2017. Since 2009. He played French horn professionally
from 1997 until 2010. Lakstigala has won several international competitions and has
also been nominated several times for the prestigious Latvian Grand Music Award,
winning it in 2010 for best debut.

Lakstigala has been the director of the Ogre Music School since 2017. With the
Liepaja Symphony Orchestra, he produced a large number of works by composers
from Latvia and abroad, conducted concerts throughout Latvia and toured Asia
with the orchestra. His work with the Latvian National Opera includes the operas La
Traviata, Un ballo in maschera, Macbeth, Tosca, Mikhail and Mikhail Play Chess, The
Love for Three Oranges, Eugene Onegin and Puccini’s The Triptych as well as the
ballets Giselle, The Lady of the Camellias and Three Meetings. Lakstigala has also
enjoyed great success conducting at the Sigulda Opera Festival, with performances
of Arvids Zilinskis opera Zelta zirgs (The Golden Horse), Giuseppe Verdi's Falstaffand a gala concert featuring
Marina Rebeka.

Together with the Liepaja Symphony Orchestra, Lakstigala has recorded more than 20 albums on the SKANI,
Wergo, Odradek and Danacord labels.

Critics and music lovers alike have praised Lakstigala’s performances with the Lithuanian National Symphony
Orchestra, the Orchestra Sinfonica di Bari, the Orchestra Sinfonica di Roma, the Milli Reaslirans Chamber
Orchestra of Istanbul, the Philharmonie Stidwestfalen in Germany and the Kammerphilharmonie Graubtinden

in Switzerland. He has also conducted performances by the Scottish Ballet in Glasgow, Inverness and Aberdeen;
the Izmir Chamber Orchestra in Turkey; the Belarusian State Academic Symphony Orchestra in Minsk; the Kaunas
Symphony Orchestra in Lithuania; Puccini’s La bohéme at the Jerusalem Lyric Opera Festival; and premiered
Nikolai Kapustin’s Concerto for Orchestra with the Orquestra Jazz Sinfénica of Sdo Paulo, Brazil.

The origins of the Liepaja Symphony Orchestra (LSO) can be found in 1881, when the Liepaja Philharmonia

was formed - the first philharmonic in the Baltics. After World War II, the orchestra renewed its work as part of

the Liepaja College of Music, in turn, in 1986, the orchestra gained the status of professional orchestra as an
independent entity. Along with concerts in Liepaja, Riga, and other cities in Latvia, the LSO regularly performs in
the Baltic States and have performed in other parts of the world such as Austria, Azerbaijan, Greece, India, Japan,
China, Great Britain, Malaysia, Spain, Sri Lanka, Germany, and Sweden. One of the most valuable traditions of

the orchestra is the International Star Festival, which has taken place ever spring since 1993. The festival, initially
the Pianist Star Festival, was founded by conductor Imants Resnis, the leader of the collective for many years
(1992-2009), and the orchestra has collaborated with almost 200 notable soloists from all over the world. The LSO
has also worked closely with the record labels Odradek Records, Wergo, Toccata Classics and SKANI. A particular
important goal of the LSO is to facilitate and popularise the music of Latvian composers; the orchestra participates
in premieres and commission new works. In the previous seasons, all the 12 Liepaja Concerti, a monumental series
of works commissioned by the LSO, have been presented to the public and critics. The LSO has twice received the
Latvian Grand Music Award, and are seven time recipients of the Latvian Recording award. A further confirmation
of the high quality of the orchestra’s performance is participation in nationally significant events and the openings
of new cultural spaces - The Embassy of Latgale GORS, the renewed Riga cultural centre Ziemelblazma and the
Latvian National Library. At the end of 2015, the LSO also performed in its new home - the Liepaja concert hall

Great Amber.
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Atpakal skatoties,
tu redzi pieturas
sava cela.




SARUNAAR KARLI LACI

Més varétu sakt sarunu par Zanriem. Manai ausij tava muzika visupirms asociéjas ar
dazadu Zzanru saplismi, bet ka tu teiktu - vai var runat par vienu Karli Laci, kas raksta
simfonijas, kamermiuziku, un otru, kas komponé muziklus, dziesmu ciklus un maziku
teatrim?

Tos noteikumus es nemu vera, bet kaut kas savs ari paradas. Skaidrs, ka nerakstu stigu
kvartetu ta, ka rakstu Intaram Busulim dziesmu...

Bet varetu ari rakstit.

Ja, bet cik tas butu interesanti? Es isteniba tos nosaciti nopietnos darbus vairak rakstu
tapéc, lai izvedinatu galvu. Vienubrid paSam mazliet kaut kas pietrtkst, kad visu laiku
dziesminas raksti. MUzikls ir cita lieta. Tur pirmaja plana ir dramaturdija. Ari liela forma,
tikai citadak jasaliek. Bet viss, ko es rakstu - tapéc, lai interesantak.

Bet kas ir pirmaja plana, ja tu raksti, pieméram, simfoniju vai koncertu? Ka mainas
spéles noteikumi iepretim tam pasam muaziklam?

vairak bus dziesmas panta-piedziedajuma-bridza noteikumi. Protams, kaut kas lielaks tur
arl kadreiz paradas, savijas kopa, bet galvenais, ka taja nopietnaja muzika - nezinu, ka to
saukt - tematisms tomer iet uz priek3u un Jauj nedaudz garak attistit domu. Unisteniba
vienmer, sakot rakstit, es nezinu, kur vakara busu nonacis. Kaut ko attisti, kaut kas nak,
kaut ko paklausies - es biezi tadiem nekeros klat, bet, kad keros, tad ienirstu ieksa lidz
ausim.

Nupat vélreiz noklausijos simfoniju. Es to uzrakstiju ¢etras vai piecas diennaktis bez
gulésanas.

Ar visu orkestraciju?

Pilnu partitaru. Protams, vélak sekoja korekcijas, bet, ja, es taja ieniru un galiga bezspéka
izniru.

Tad parunasim par pasu sakumposmu. Tu sac rakstit simfoniju. Ar ko tas sakas? Vai
tevir kopéja struktira, pirmas témas?

Es vakar padomaju par to, tas bija dzives posms, kad atgriezos no Taizemes. Es aizdevos
uz lauku majam, un man likas, ka es gribétu atkal kaut ko lielam sastavam uzrakstit. Un
pamazam, lena gara divos menesos izdomaju, kas tur varetu but, kadas detalas, un tad
jau metos klat. Turir ari Taizemes atskanas. Es gribéju par Latviju, par dabu, lai ir mierigi,
lai nav lielu konfliktu - kaut nedaudz kaut kas tur sabiezinas -, tadu vairak meditativu.

Par izskanu to var drosi teikt, bet vidii ir ne tikai tas vien.

Es jau nevaru sevi noturét, visu laiku cen$os neuztaisit kaut kadu troksni, bet mirkliem
nenoturos un ko tadu atlaujos, lai atkal pec tam kaut ko no nulles saktu. Bet tas viss ta.
Batu jau jaraksta daudz vairak, lai labak to attistitu, bet ka ir, ta ir.

Man ariisti vairs nepatik rakstit, ja nezinu, kam tas bus, kaut gan parasti izdodas sarunat.

Pasutijumus rakstu, bet parasti iniciativa nak no manis, kad sarunaju, kas to realizés. Kaut
gan pa Covid-19 laiku parakstijos un sapratu, ka pietiek - ko, krausu plaukta?

Kur tava skatpunkta starp latvju mierigo un Taizemes iespaidiem atrodas akordeona
krasa, kas simfonija ir visnotal zimiga?

Akordeons man mil$ ir no pasa sakuma. Fran¢u mizete. Tas piedod ari smalkumu un |oti labi
jatams cauri pat pilnam orkestrim, ari piano vietas. Es to izmantoju ari citos darbos, akordeons
ir tehnisks, tas man patik - var spélét atri.

Abos darbos orkestri tev skan ari cilvéka balss, bet katrreiz tas atskirigi risinats. Vai
vari par to vairak pastastit?

Klavierkoncerts beidzas ar tautasdziesmu Ajja Z4zd, un simfonija ar Tek saulite tecédama.
Bet klavierkoncerts - jauniba ta gluzi nebij, bet mana komponésanas pieredzé tomer

bija - tas bija viens no maniem pédéjiem tiri intuitivajiem darbiem, kad tu raksti, neko
nezini, bet noteikti gribi rakstit, ir liela apnémiba, un tu to gribi. Klavierkoncerts, man
liekas, to raksturo. Tur var redzét $o energiju un apnémibu, galéjas emocijas. Tur artir
interesants stasts: més bijam atbraukusi no Eirovizijas Maskava, kur dabtjam pedéjo
vietu - tas bija pirms padsmit gadiem -, més kluvam par tautas ienaidniekiem, laukos kadu
nedélu dzivoju, [zinu portals] Delfiardijas, bija diezgan briesmigi.

Laukos neviens neardijas?

Tolaik WhatsApp nebija, bija tikai Delfi, un tur rakstija tikstosiem komentaru.

Bet veikala pardevé;ji?

Uz Busuli vairak, bet man bija ari prieks, ka tas beidzas, jo Maskava man bija jatélo, ka
spéléju sintezatoru, jadzied un jadejo. Pagaja kadas divas nedélas, nolému - né, es tagad
rakstiu klavierkoncertu. Kaut ko uzrakstiju, aizbraucu runat ar Nacionalo orkestri - taisam
augsa. Tagad zinu, ka taTsti tas nenotiek, bet tolaik nezinaju. Lidz kaut kadai vietai es
koncertu uzrakstiju, tad tas palika datora, tad vairakas reizes nevaréju saprast, ko darit ar
otro dalu, pa to laiku bija uzrakstitas ¢etras piecas. Nevaréju saprast, cik skaisti, cik banali
var rakstit, bija Saubas. Beigas sanaca ta, ka péc gada vai diviem man zvanija un teica - tad
taisam, Agnese [Eglina] spélés. Tad es koncertu pabeidzu, ari ar Iéno dalu viss bija skaidrs.

Ja tagad skatos, man patik, ka orkestris iet vienu celu, Agnese solo partija iet citu.

Kaut kas vienmer mazliet traucé, lai viss bUtu skaisti. Bet Agnese ari teica, ka citreiz
klavierkoncertos tiesi tadé| janospéle viss gratais, lai péc tam varétu izbaudit skaisto léno
dalu.

Tre$aja dala ta blausana, poliritmija. Isteniba tas ir jaunibas maksimalisms, jo tik $ausmigi
sarezgiti klavierém es tagad nerakstitu, diez vai atcerétos, ka to var izspelét. Nesen biju
beidzis MUzikas akademiju.

Pastasti, kas treSaja dala notiek ar gramatam klavierés.

Man likas, ka tur vajag sagatavotas tas klavieres. Isteniba negribéju tik kartigi sagatavot ka
Keidzam, kur katra nots irinstrumentéta. Man vajadzéja, lai skana atskirtos, lai klavieres



skanétu ka dzinkstosa drasu kaste. Samest klavierés gramatas - tas varbUt vairak nak no
teatra muzikas. Tur daudzreiz vajag tiesi efektu. Parak neiedzilinajos, cik interesanti un
smalki to mUsdienu muzika sagatavo komponisti - es ta vienkarsakas linijas, lai stigas ir
demferétas, lai dzinkst.

Vai ir citu komponistu klavierkoncerti, kas tev tuvi? Zinama meéra tev bija jarisina
koncertzanram raksturigas problémas, nupat stastiji par Ieno daju.

Nu es jau tev teicu, tas bija intuitivs. Rakstiju to, ko macéju un varétu izdarit uz klavierem,
ja bUtu mazliet vel labaks pianists, kaut gan esmu magistrs.

Toreiz es spéléju ta, ka likas, ka bUtu jaraksta. Zinaju jau, ka pirma dala ir atra, otra léna,
tresa ari atra...

Vai Saja struktira nevéléjies kaut ko samainit vietam? Vai varbut tiesi ta véléjies
rakstit?

Es taja laika baigi par formu nedomaju, nebiju vél lidz tam izaudzis. Varbut tagad uz to
citadi skatos. Es rakstiju intuitivi, un, tagad skatoties, protams, attistiba kaut kur varbat
pieklibo vai ir parak kvadrataina, bet, no otras puses, energija tur ir. Tagad butu citadi. Ta
tomer ir uzdrikstésanas, jo es pats to nekad nenospélétu.

Klavierkoncerta pirmaja dala ir daudz ostinétu, repetitivu kustibu. Tas man atgadina
vairakas tavas dziesmas. No kurienes tev Sis atkartojosas struktiiras?

DroSivien no dzeza, no ta, ka jauniba spélejam, kur improvizacijas pamats ir konkrets
harmoniju kvadrats, varbut mazliet no minimalisma, kaut vairak domaju, ka no klubu
muzikas. Kaut kas tads. Man ir pavisam agri darbi, tur es vispar atkartoju tris Cetras taktis
un visu laiku kaut ko pieliku klat. Un visiem patika. Man tolaik bija 20 gadi. No otras
puses, es ne uz ko jaunu nepretendéju.

Vai vari mazliet pastastit par cetram dalam Latvju simfonija?

Pirmaja dala es zinu, kurp gribu aiziet. Tur ari viss aiziet uz tautasdziesmu. Ta ka man patik
Caikovskis, likas, ka varetu sakuma nedaudz citét Ceturtas simfonijas mezZragus un tada
veida nonakt 1dz tautasdziesmai. Jebkurs sakums ir ka nezina, kur iesi, kur nonaksi.

Otra vai tresa dala, tad jau tu dzivo ieksa cita pasaulé, atveras citas ¢akras un tu redzi
talak.

Otraja dala isteniba var nedaudz redzét to tepiki - kapéc es Taizemi pieminéju. Es tur
dzivoju diezgan laba vacieSu viesnica, kur viss bija pakartots tam, lai vari aptusties -
baseins, jura vai okeans. No ritiem noteiktos laikos apkalpojo3ais personals vai kads
cits devas gajiena, un neatceros, pat ko vini tur spéléja, bet visu laiku atkartojas viena
pentatonika. Ta vini iziet cauri visai viesnicai apli vai divus. Es par to isti nepaintereséjos,
vai tas ir kads rituals vai kas. Ta nedé|u tur dzivojot un ik dienu vienu un to pasu
pentatoniku dzirdot, sapratu, ka tas kaut ka strada. Kaut kads mierin$ taja ir. Labi, gan
otra, gan ceturta simfonijas dala briziem sabiezinas. Man gan nepatik, ka komponisti
citreiz liek man klausities, ka notiek viens un tas pats, bet tur nav ta, ka butu viens un
tas pats. Ir saglabats plidums, unisteniba tas ir mierigs, patikams, meditativs. Tur gan

ceturta dala aizved uz austrumnieciskiem motiviem. Savukart Latvju skerco panému visas
dziesmas, kuras atceros kop$ bérnibas, un saliku kopa. Zinaju, ka vajag atri un tehniski,

lai visu laiku batu jautri, lai tas batu ar ka koncertnumurs, ko var spélét atseviski no
simfonijas. Vienigais, ka sanaca par grutu, orkestrim tas ir izaicinajums. Tapéc $aja ieraksta
temps ir nedaudz par lénu, neka es butu iedomajies, bet ka ir, ta ir.

Beigas piebildisu, ka albuma fotosesija panému lidzi savu suni. Sanak, ka tas ir pirmais
suns mana dzivé. Gimene mani pierunaja. Ap to laiku, kad rakstiju klavierkoncertu. Tagad
suniteijau ir 11,12 gadi. Kad komponéju, vina séz uz galda - tur janoliek spilvens -, un
piedalas, art kompone.

Ar komponistu sarunajas Davis Engelis



Karlis Lacis ir komponists, kura radosa amplitida ir apbrinojama - akadémiska un kora muzika, instrumentali
eksperimenti un muzika teatra izradém, dzezs un popmuzika.

Vina darbu saraksta ir simfonijas, popularas un apbalvotas teatra izrades, sadarbiba ar izcilakajiem Latvijas
muzikiem, Dziesmu svétki un kamermuzikas koncerti. Ving pazistams ne tikai ka komponists, bet ari ka pianists un
producents. Karlis Lacis ir pieprasits aranzétajs, kur§ nenogurstosi izzina jaunas aranzésanas un instrumentacijas
iespéjas.

Karla Laca popmuzikas projekti ir ieguvusi starptautisku atzinibu, piepildot skatitaju zales ne tikai Latvija, bet art
arvalstis. Kritiku atzits par savu daudzpusibu un profesionalitati, kolégu slavéts par fanatiski nopietno attieksmi
pret darbu un darbaspéjam, skatitaju pieprasits paripaso rokrakstu un noskanu.

“Mans darbs ir liels veselums. Tas nak pamazam - ar gadiem, ar pieredzi, kad vari attaisnot uz sevi liktas ceribas.
Esmu pateicigs, ka varu to izbaudit, un zinu, ka mans “parads” par klausitaju uzticésanos ir mazika,” kada intervija

saka komponists.
karlislacis.lv

Pianiste Agnese Eglina divkart sanémusi Lielo mazikas balvu - par izcilu darbu ansambli un izcilu sniegumu

gada garuma attiecigi 2010. un 2020. gada. Vina ir laureate vairakos starptautiskos konkursos par pianistes-
koncertmeistares sniegumu. Sadarbojoties ar muzikiem dazados kameransamblu sastavos, Agnese Eglina k|uvusi
par vienu no pieprasitakajiem pianistiem Latvija. Vina veicinajusi daudzu jaundarbu tapsanu, pirmatskanojusi
Kristapa Pétersona, Lindas Leimanes, Artura Maskata un citu latvieSu komopnistu maziku, toskait Karla Laca
klavierkoncertu.

Mazikes karjerai attistoties, aizvien biezak norit regulara koncertésana arzemés. Agnese Eglina muzicéjusi
daudzviet Eiropa, Dienvidafrikas Republika, Zambija, Zimbabve, Amerikas Savienotajas Valstis, Krievija un Kina.
Agnese Eglina pastavigi koncerté ar Latvijas vadoSajiem muzikiem un starptautiska [imena solistiem.

Ka soliste un kamermuzike Agnese Eglina piedalijusies Promenade festivala Lusaka, Zambija, élésvigas—Holéteinas
muzikas festivala, Starptautiskaja muzikas festivala Monpelje, Zahara Brona vijolnieku festivala, VIl un XVIII
Kremerata Baltica festivala, Maskavas Starptautiskajas kamermazikas dienas, Liepajas 16. un 21. Starptautiskaja
pianisma zvaigznu festivala, Rudens kamermuzikas dienas, Rigas festivala, Sansusi, jaunas muzikas festivala Aréna
un eksperimentalas muzikas festivala Skanu meZs.

Lidzas aktivai koncertésanai Agnese Eglina veic pedagoga darbu Jazepa Vitola Latvijas MUzikas akadémija.
Katru gadu pianiste sniedz vairakas meistarklases Latvijas un arpus tas. Kops 2014. gada vairakkart sniegusi
meistarklases un koncertus Lusaka, Zambija un Johannesburga, Dienvidafrikas Republika.

agnese-eglina.com
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Atvars Lakstigala bija Liepajas Simfoniska orkestra galvenais dirigents un makslinieciskais vaditajs no 2010. lidz
2017. gadam. No 1997. lidz 2010. gadam darbojas ka profesionals mezradznieks. Starptautisku konkursu laureats.
Sanémis Lielo mizikas balvu 2010. gada kategorija Par izcilu debiju un vairakkart nominéts tai.

Kops 2017. gada Ogres Muzikas skolas direktors. Ar Liepajas Simfonisko orkestri Atvars Lakstigala iestudgjis véra
nemamu apjomu Latvijas un cittautu komponistu darbu, dirigé&jis koncertus Latvijas pilsétas un devies turnejas uz
Azijas valstim. Latvijas Nacionalaja opera Atvara Lakstigalas repertuara ir operas Traviata, Masku balle, Makbets,
Toska, Mihails un Mihails spélé $sahu, Mila uz trim apelsiniem, Jevgenijs Onegins un Pu&ini Triptihs, ari baleti Zizele,
Kaméliju dama un Tris tiksanas. Siguldas opermuzikas svétkos Atvars ar lieliem panakumiem dirigéjis Arvida Zilinska
operu Zelta zirgs, Dzuzepes Verdi Falstafu un gala koncertu ar Marinas Rebekas dalibu.

Kopa ar Liepajas Simfonisko orkestri veikti vairak neka 20 aloumu ieraksti apgados SKANI, Wergo, Odradek un
Danacord.

Kritika un publika augstu novértéjusi Atvara muzicésanu ar Lietuvas Valsts simfonisko orkestri, Bari simfonisko
orkestri, Romas simfonisko orkestri, Stambulas Milli Reastirans, Philharmonie Stidwestfalen Vacija un
Kammerphilharmonie Graublnden Sveice. Atvars dirigéjis Skotjjas baleta izrades Glazgova, Invernesa, Aberdina,
Izmiriras kamerorkestri Turcija, Minskas Akadémisko orkestri Baltkrievija, Kaunas Simfonisko orkestri Lietuva, ar
Jazz Sinfénica de S&o Paulo (Brazilija) pirmatskanojis Nikolaja Kapustina Koncertu orkestrim, Jeruzalemes operas
festivala iestudéta Pucini Bohéma.

Liepajas Simfoniska orkestra
(LSO) pirmsakumi mekléjami

1881. gada, kad veidojas Liepajas
filharmonija - pirma filharmonija
Baltija. Peéc Otra pasaules kara )
orkestra darbibu atjaunoja Liepajas |
Mdazikas vidusskolas pasparne,

profesionala orkestra statusu ka
patstaviga vieniba.

Lidztekus koncertiem Liepaja, N
Riga un citas Latvijas pilsétas LSO regulari koncerté Baltijas valstis un devies ari talakas turnejas uz Austriju,
Azerbaidzanu, Griekiju, Indiju, Japanu, Kinu, Lielbritaniju, Malaiziju, Spaniju, Srilanku, Vaciju un Zviedriju.
Viena no orkestra vertigakajam tradicijam ir Zvaigznu festivals, kas notiek ik pavasari jau kop$ 1993. gada. To,
sakotnéji ka Pianisma zvaigznu festivalu, iedibinajis kolektiva ilggadé&jais vaditajs (1992-2009), dirigents Imants
Resnis, un tas sadarbibai ar orkestri piesaistijis teju 200 ieverojamus solistus no visas pasaules.

LSO izveidojusies ciesa sadarbiba ar skanu ierakstu namiem Odradek Records, Wergo, Toccata Classics un
SKANI. LSO 1pasa uzmanibas loka ir Latvijas komponistu mazika un Latvijas skanrazu dailrades veicinasana
un popularizésana; orkestris piedalas pirmatskanojumos un ari pats pasttina jaundarbus. Pédéjo sezonu laika
publikas un specialistu vértéjumam nodoti visi LSO ierosinata monumentala 12 Liepajas koncertu cikla skandarbi.
LSO irdivkartéjs Lielas mazikas balvas laureats, un septinas reizes ieguvis Latvijas mazikas ierakstu gada balvu.
Apliecinajums orkestra speles augstajai kvalitatei ir piedalisanas valstiski nozimigos pasakumos un ievérojamu
kultGras objektu atklasanas ceremonijas: Latgales véstnieciba GORS, atjaunotaja Rigas kultlras pilt Zieme/blazma
un Latvijas Nacionalaja biblioteéka. 2015. gada nogalé LSO ieskandinaja ari savu jauno majvietu - Liepajas
koncertzali Lielais dzintars.

Iso.lv
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