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A conversation with Krists Auznieks

While listening to your Guitar Concerto, somewhere in the second half | understood that | have
arrived at a different place - not quite the same place where | was at the beginning. After that,
| read an interview where you spoke in detail about travelling a road and bringing the listeners
along, referencing the Magic Flute and the story of Orpheus. | had to guess at this point - this
place that | arrived at - is that found in the score for the concerto or is it my imagination? What
would you say? Is that the music, or the listener?

It seems to me that music is only in our heads. Still, one should not cancel out the other. The difference

is what | can put into the score. The score is a platonic form, which has no content. There are only lines,
roads, a change of situation without content. Those are neither objects nor things. | could say they are
etchings, which we fill in. We etch out a road, but only someone’s mind can see images or places in them.

That does not necessarily mean that this illusion of the horizon or end point is less significant only
because it is an illusion. It simply means that it is free, and it becomes what you would like it to become.
We cannot live without projections of the horizon, without ideas about where we are going and why we
go there, even if we accepted that we are going just for the sake of going, or if we go to be in the here
and now. Also it is a choice for the future, a projection of the future. A choice what steps or at what pace
we go. We always predict the future, even if we do not set specific goals. And that is essential for us. The
horizon is not real in the understanding how, for example, my mind is real. But that is a reality that allows
us to plan our lives. It is a necessary boundary which gives meaning to our lives. It is the unreachable
and unreal that give possibilities to reality. Those are the conditions needed to create reality.

When | started listening to the Guitar Concerto, the first impulses were very slow, deliberately
written musical gestures. However, at the end of the concerto, it seemed that the fabric of the
music twists. The twisting of this texture seems to fit with the phenomenological horizon and
other ideas, of which we spoke of in the context of the work. Could you tell us a bit more about
how you formed the musical images, how you developed them?

One of the main principles of the concerto is the motif - Bartok loved these wedge figure motifs. Like
two crescendo signs, which open and continue to expand. If we were to draw that on coordinate planes,
the lines would go through points O, 1, -1, 2, -2, 3, -3, etc. Of course, if we look at these figures in a linear
development, nothing comes together, but, if we look perpendicularly, over time, it winds around itself.
We could also say kamols - ‘coil’. | tried for a long time to find an appropriate English translation - like
Coiled Horizon - but, in Latvian, the title has a more mythological, deeper quality.

Mainly, the Latvian word horizonts is not nearly as beautiful as apvarsnis, which itself is rooted in an
entanglement, binding. Additionally, kamols is a word that relates to weaving or knitting, but it also

has a mythological meaning. That is our mythological Latvian weaver, perhaps also Wagner’s three
Norns, gods of destiny, which untangle destiny. The coil, in various forms, exists in many, mainly Nordic
mythologies — a female figure, who untangles the destiny of the thread in the linen. It seems to me that
this figure herself has a detangling nature.

Everything else develops from that. The twisting figure is repeated many times. First in the orchestra,
then the guitar gains this impulse, and learns to unwind its own fate. Further this coil or the lead motif of
destiny — no matter how dreadful we might call it today — begins to present itself not just at a superficial
level, but as a structural, at least middle level element. If, at the beginning, we can mention eighth note
triplet and sixteenth note triplet movement in a motif form that can be heard by the ear, then, gradually,
almost every time, when these figures appear in half notes or whole notes, we do not hear these as the
top layer of the music. | can give you a specific example to help explain.

This motif will appear in varied transpositions similarly to a fractal. The relationship between the first motif
and its later appears will always be proportionally unchanged. That also happens later in larger structures.
At the very end, when we hear the four final chords, those also have this sense of spinning. The final
chords are the very minimum which can woven into the spinning figure. Four points in the plane, so that
the figure can be seen. That is an attempt to grasp the simplest form of this coil form. The smallest form in
which this motif can be understood.

Then the word kamols itself. If some Freudian analyst questioned me, he would certainly latch on to

the meaning of the expression kamols kakla (lump in the throat), which, to me, relates to being insulted
or fearful. | think there is some kind of energy retention, which one must constantly work on. | have this
feeling — if | have a lump in my throat, it is possible to loosen it. Turns out, this concerto is somewhat
prophetic, since not long after | composed it, a pandemic began, and the composer stayed resting in its
room. Now it has been loosened.

Gadamer speaks of an interpretation horizon. The context determines everything. Any text, which

we read or analyse, we give it an interpretive horizon - our past, knowledge, education, our parents’
genes, language, anything. Even the room, where we experience this text, is the horizon. Gadamer had
the idea about horizons fusing together, where the text itself is a horizon. It seems to me that, in this
work, the fusion of two horizons occurs constantly. Both in the very elementary 19* century concert
genre dialectic between the soloist and the orchestra, as well as between the motif and the smoothing
out of it. The only way to escape from this motif is, in my opinion, is a line - Schoenberg spoke of

the liquidation of a motif, the motif exhausts itself, gradually frees itself from its characteristics. For
example, the large leaps collapse and turn into lines, scales, or arpeggios. This motif strives to be a
straight line. In the concerto, on many occasions | try to divide the motif into two lines. We can imagine
this as an upward and downward direction. Still, at the end it is not my resolution, the motif does not
approach duality.

| could say, that, at the end of the concerto, the listener can understand if the reduced motif
disappears into a line or elsewhere. Everyone can add their own horizon, almost like reading text.

Yes, in my opinion, the most important thing is that the fusion occurs in the listener’s horizon. The horizon
of this work fuses with the listener’s horizon. It could seem that the concerto horizon is unchanging, still,
its essence is influenced by the listener. That which one accepts as the main form of listening to the work
influences how one understands the work. It is not the case that an absolute size exists which a listener
will approach. From the beginning nothing is uniform or the same. The listener has already interpreted
the basic units of a work. One can enter the concerto from the top, bottom, or the sides, and from this
exit point the landscape that one sees will change - if you listen to the guitar, or, if you assume that it is a
classical concerto and view the soloist-orchestra interplay.

At the beginning of the work, the guitar plays unpretentious material, no sign of virtuosity. They are long
chords, which resonate and instantly flow together with the orchestra. Gradually the guitar gains its own
identity, and there is a central point, where the guitar’s solo, virtuoso quality, which we expect of the
concerto genre, shows itself, announces itself, and admits that it is influenced by history. But then, just

as quickly, everything is turned around, and it becomes a part of the orchestra. Of course, one can find
moments, where the orchestra feeds the soloists as well as the opposite - the soloist feeds the orchestra.
Itis all there, but the overall feeling is that they develop one from the other, one becomes the other.

Alistener after the concert had written a quick comment. It seemed to him that this is a modern world,
where everyone talks but nobody is listening. This is the opposite of how | interpret this work, and this
fascinates me. To me, it seems that the only thing that happens in this concerto is the guitar’s dialogue
with the orchestra and the orchestra’s dialogue with the guitar. They constantly supplement each other
and, at the end, are woven together, one grows from the other, one even turns into the other. Nothing



needs to be done to let that happen. Two worlds meet, and the result of the interaction cannot be
predicted, but it is inevitable.

I would like to ask about cultural contexts, which have been entwined around the electric guitar
for almost a century. Did those bother you? Perhaps you consciously tried to abstract from
them?

| deliberately wanted to work with the instrument in a way to keep a satisfactory distance from historical
contexts. The electric guitar has its own identity, which, like it or not, leads to associations. | tried to
compensate for that with the material | write for this instrument. At no time should it remind me of a jazz
solo. If we register something like that with our minds, we lose the sense of being out of place, which is
important to keep for me — to stress the travelling aspect, neutralise specific situations, images. It seems
to me that if the listener thinks of a jazz club when hearing the guitar, then, at that point it time, we are

in a specific place. As soon as it seems to me that a jazz sound can be heard in the guitar, | immediately
make sure that the orchestra gives it a sufficient counter-impulse. There are fewer associations with rock
guitar in the concerto since the sound of the guitar that | chose is very reserved. It does not have an
overdrive effect, which one usually associates with rock guitar, but a subdued, weightier balance, which
is characteristic of jazz. Yes, | was constantly in a dialogue with the past, but in such a way that | could
alienate it, so that the sound would stay at a securely abstract distance - so it would not seem that | am
referring to a specific time.

| have not seen the score, but, when listening, it seems that you do not use an excessive number
of pedals.

In a brief period, we made decisions about minor sonic topics. About the amount of reverberation, tone
warmness in specific places. It was important to me that the guitar’s electric machinery should not
become the subject, a parameter that one must work on, but only a way of broadening the performance
manner. In contrast to the classical guitar, the need for amplification of the electric guitar reduces the
colour possibilities. With effects we achieved only moderate colour variations — a dryer, wetter, warmer or
colder sound, more treble than bass, so that the guitar could talk above the screaming of the orchestra.
We did this actively in the rehearsal process, and not all of that is written in the score.

It seems that, at the end of the concerto, the guitar gains a long, slow reverberation. Was that
the effects pedal or JIJI's skill and harmonisation with the sound of the orchestra?

Mainly those are harmonics since there are many of them. I've always considered harmonics as a symbol
of transcendence as they have a quality of unreality. You touch a string, but then it sounds an octave
higher, and then also the sound is not the same as it would be simply playing the note an octave higher.
That is how it is with frequencies and the natural sound row. It is always present, but one cannot touch

it with one’s ear since the fundamental frequency always is pulling us back to earth with the force

of gravity. However, as soon as you touch the harmonic, gravity disappears, you suddenly are in the
heavens, you touch the bell of Heaven.

At the end of the concerto, there is no reverberation magic, only orchestration. Tubular bells are heard,
which have strange frequencies, a non-harmonic sonic line, where a major third, two octaves higher,
sounds much more powerful than the fundamental frequency. We seem to be listening to everything in
the right frequency, but, for example, in C major we hear a few elements of E major. Liszt understood this
very well, he loved the relationships of major thirds, since it is no longer a circle of fifths, where we take

a step to the right or to the left; it is a change of colour, and with contrapuntal tricks we can show they
are related, but it is a change of colour from yellow to blue, and not from yellow to dark yellow. Tubular
bells are a kind of Van Gogh painting. You look, everything seems fine, but then suddenly, a vivid, dark
blue colour stands out, since it does not belong in the landscape. In addition to the bells and the guitar

harmonics, there are the woodwinds. It seems that the guitar is resonating, but those are the woodwinds
that maintain this illusion, like we have arrived in a transcendental harmonic world.

That is probably the most beautiful thing ever said about harmonics. So that we can gently
jump from the Guitar Concerto to Ecclesia Cordis, may | ask you to characterise these two
compositions in the context of your creative work?

Coincidentally, both works are united by the guitar. But | have to say, | spent most of my youth hating one
particular instrument - the guitar. | deliberately chose to not compose anything for it. In the jazz quartet

| never played together with a guitarist. It is the instrument | understand the least. Its possibilities are the
opposite of what | would like to achieve in music. One constantly must change octaves. One elementin
my music that | have noticed - replacing octaves never work. If, as a result of a technical problem, the
musicians suggest playing an octave higher or lower, in my music that would be a terrible decision. My
register is absolute, and the guitar constantly requires resolutions that demand the murder of octaves.
Octaves cannot be murdered in my music.

Ironically, my first album was a double album dedicated to the guitar. That is the hand of fate, which |
graciously accepted. It also turns out that my most performed work is my composition for solo guitar. JIJI
has performed it more than fifty times. Rob Riemen has a beautiful book — Nobility of Spirit. There he says
that one cannot predict the most important events in one’s life. They simply happen. This aloum has that
kind of quality.

Returning to your question, it seems to me that they are contrasting works. The trio is my only
composition that has four movements. | prefer to compose longer works as single movements, | do not
like fragmentation, that every ten minutes one must take a breath and start from the beginning. It seems
funny to me that, in the guitar trio, the individual existence of all the three instruments could conform to
late 19" century piano trio examples — works by Schubert, Brahms, Schumann, or Mendelssohn. Those
have constant dynamic relationships between three instruments. Those are no longer Mozart trios, where
there is a clear hierarchy. In its place is a discussion among three equal elements. At some point one or
the other can dominate, but there is never the sense of submission — the saxophone will play the main
line and the rest accompany. It is the same in jazz - when the saxophone is playing, we almost never
listen to the guitar or drums as the musical foreground. It seemed important to me that the work of the
trio should be dynamic, which usually is not the case in the context of jazz trios but is characteristic of the
classical piano trio. And here is the paradox — the drum set does not have pitch, which is key in my music.
Harmony and pitch are the first elements that | consider.

Composing for drums was strange, since | had to pretend that certain pitches can be played on them.
Of course, you can create contours, gestures, dynamics, that all is possible. It is harmony that makes

me feel something in music. It is important for me to be have a controlled thinking of harmony. If that
does not happen, we find ourselves in an abstract place where communication disappears. The whole
musical system collapses. It is not tonal harmony, but controlled harmony that is an important parameter.
Drums do not fitinto my harmonic vision equation, and | had to actively work on that, so that drums
could at least, in my mind, be able to have a similar prominence with the rest of the instruments. The
guitar trio is a chamber music genre. It strives to find itself in the piano trio genre line which ended with
Shostakovich or Arensky, strives to grasp the thread from this somewhat distant point, and strives to avoid
hierarchical performance. The guitar has many roles at the same time, usually two or three. It often must
play the bass line, since that is the lowest instrument, but other times this is done by the saxophone or
drums. There is a constant playing with functions — who does what, how they interact with each other.
How to fill the space with these three instruments so that | can think about harmony in a registered way:
the fundamental first four notes exist, the rest of the notes are like light, which is also important. | need
many notes so that | can paint both objects and light, as well as shadow, and not just draw with a pencil.



| regularly must make compromises, since it is one thing to paint using the orchestra, where the whole
colour spectrum is available. Another — painting with a chamber ensemble, where one instrument does
not have this kind of colour, the second instrument is like a pencilled line, the third is a guitar, which has
a problem with large chords, like the ones you can play on a piano - in the extreme registers, which is
almost impossible on a guitar. All the time there are constant restrictions. Your hands are tied, in one
you have a pencil, in the other a pastel crayon, you hold the brush in your mouth, and then try to paint
a landscape. Of course, these restrictions are very beautiful. For me, they were difficult and unknown,
they took away much from that which | loved, and that is good. That challenges me to write in a different
language. The main element that unites the two works is contrast. One is homogeneous, where the
instruments are in contrast, but always strive for unity; the other a four movement, triangular, where it is
difficult to avoid memories of jazz. If Brahms has Beethoven’s ghost, then in Sirds Katedrale the ghost of
jazz lurks. One must battle with him, find a trinity — from one to three, to break free of our constructed jazz
identity. The movement of the guitar concerto goes from two to one — in opposite directions.

You spoke of the Guitar Concerto as a dark opus. | thought of a trinity - a person, music, and a
path between somewhere in the middle between darkness and light. Before our conversation
| found a quote from Hesse’s Glass Bead Game, which talks about something similar: “to
reconcile the heart with the mind”. | will ask - can the reconciliation of the heart and the mind
can be considered a criterion for the evaluation of music?

That is a beautiful question. Both heart and mind have always been important to me. | cannot stand
music which has only mind. It always seems to have something missing. | also cannot stand music
which has only heart. | never want to meet a person who only wants to speak of his or her emotions.

This obsession with self-expression is something undisciplined, a disrespect for others. Maybe in some
utopian ideal this could be the case - | walk down the street and tell some stranger my painful life story.
I will not deny it, there might be some beauty there, but it is also important that there should be piety.
The mind exists to help us find this balance. In the past year, | have come to a more romantic view, where
the heart is important and maybe even more important. That is a belief in the meaning of the heart, but
itis not in contrast with the mind. If we are honest, then we experience our heart with our mind, since we
do not have a direct path there, the heart is a descriptive concept. The heart pumps blood. But perhaps
that is not the correct view. When listening | think — how interesting it is that there is so much darkness
in the guitar concerto. However, at the end of the concerto, the opposition of the light and the dark has
ended. The last dark chords are illuminated in the winter dusk, when the moon reflects in the snow, but
in truth that is the light of the sun. A double reflection. Darkness itself is luminous at its essence.

Davis Engelis spoke with the composer



Composer KRISTS AUZNIEKS has been praised for his “exhilarating... stunning... luminous* (San
Francisco Classical Voice) music, possessing “astonishing complexity and beauty* (Broadwayworld),
and “old-fashioned elegance* (Herald Tribune). His quintet “Piano” was featured in The New York Times
among the week’s best classical music moments; he is also a recipient of Aspen Music Festival's Jacob
Druckman Prize and the youngest composer to ever receive the Latvian Grand Music Award for best
composition of the year. He has won the 67" International Composition Competition Rostrum 2021 in
the group of young composers.

Recent commissions include works for the Atlanta Symphony and Bang on A Can, choral pieces for
Cappella Amsterdam and the Latvian Radio Choir, works for the New York based new music ensemble
Unheard-Of, chamber orchestra Kremerata Baltica, Latvian National Symphony Orchestra, a multi-media
work for Canadian soprano Meghan Lindsay, and a piece for the LA based Kaleidoscope Chamber
Orchestra.

Auznieks’ music has been performed at the Kennedy Center, Carnegie Hall, the Walt Disney Concert
Hall, the Royal Danish Theatre, Atlanta Symphony Hall, Prague Quadriennial, Beijing National Arts
Centre, Shanghai City Theatre, Amsterdam’s Muziekgebouw, the Southbank Center (London),

Thééatre Maisonneauve (Montreal), the Kitchen (NYC), National Sawdust (NYC), Chassé Theater

(The Netherlands), Cultuurcentrum Hasselt (Belgium), Théatre De Nimes (France) and featured in
Gaudeamus Muziekweek (Holland), Prague Quadrennial, Aspen Music Festival, American Music Festival
(Albany, NY), MATA 2017 (NYC), SO Percussion Day of Awesomeness, Arctic Arts Festival (Norway),
European Capital of Culture Aarhus 2017 Festival (Denmark), and the Chelsea Music Festival (NYC).

He has also received commissions from the American Composer Orchestra, Bang on a Can, the Aspen
Music Festival, the Norfolk Chamber Music Festival, the Yale Percussion Group, the Albany Symphony,
the Latvian Radio Big Band, Contemporaneous, pianists Melvin Chen and David Fung, and he worked

with conductors Robert Spano, Patrick Summers, Christopher Rountree, pianist Stephen Gosling, and

bassist Robert Black.

He received his doctorate at the Yale School of Music with Aaron Jay Kernis, David Lang, Chris
Theofanidis, Hannah Lash, and Martin Bresnick, he is also an alumnus of the Royal Conservatory of The
Hague. His most recent recognitions include fellowships from Hermitage and AIR Serenbe residencies,
Aspen Music Festival, NEXT Festival of Emerging Artists (NYC), Bennington Chamber Music Conference,
American Academy of Fontainebleau and Norfolk Chamber Music Festival, The Woods Chandler
Memorial Prize from Yale, awards from American Composer Orcestra’s Earshot, The Chicago Ensemble’s
Discover America X, Association for the Promotion of New Music, and Kaleidoscope Chamber Orchestra
competitions.

He has served on the faculty of the Yale School of Music, Montclair State University, and has also taught
for the NY Philharmonic’s Very Young Composers Program. He resides in NYC with his husband pianist
Robert Fleitz.

auznieks.com

AUZINé, CUDARS & ARUTYUNYAN TRIO is an experimental jazz trio based in Riga, Latvia. All of them —
Karlis Auzin$ (saxophone), Matiss Cudars (electric guitar) and Ivars Arutyunyan (percussion) - being
studied and accomplished musicians in the jazz idiom, the trio strives to create a genre-less sound-world,
meditating on raw energy, emotions or evocative thought-scapes. Although collective free improvisation
is a crucial element of the trio’s music, their interest in contemporary classical composition results in
thoroughly constructed musical frames for spontaneous creation and interplay within them. They come
from a rich Latvian choral music tradition, thus, while exploring sound by extended techniques of their
instruments and using electronics, their music always remains melodic and related to the human voice.

In 2018 the trio released their debut album “Baltic” which was awarded with Annual Latvian Music
Recording Award “Zelta Mikrofons 2019” as the best jazz album of the year. The EP “Maze” was released
in 2020.

matisscudars.com
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Applauded by the Calgary Herald as “..talented,
sensitive...brilliant,” JIJI is an adventurous artist known
for her virtuosic performances that feature a diverse
selection of music, ranging from traditional and
contemporary classical to free improvisation, played
on both acoustic and electric guitar. Through her
impeccable musicianship, compelling stage presence,
and constant premieres of new musical works, JIJI's
intriguing programming solidifies her reputation as a
21st century guitarist. Washington Post selected JIJI as
“one of the 21 composers/performers who sound like
tomorrow.”.

The Kansas City Star described JIJI as “A graceful

and nuanced player,” adding that “...she presented an
intimate, captivating performance” in reviewing her
recent concerto debut appearance with the Kansas City
Symphony.

Recent highlights encompass a wide array of venues,
including: Lincoln Center, David Geffen Hall, Zankel

Hall at Carnegie Hall, 92nd Street “Y”, Weill Recital

Hall at Carnegie Hall, Moss Arts Center, Green Music
Center, National Art Gallery, National Sawdust, Miller
Theater, Krannert Center for the Performing Arts, Purdue
Convocations, Mass MOCA, Le Poisson Rouge, Philadelphia Museum of Art, Princeton Sound Kitchen,
Virginia Arts Festival, Festival Napa Valley, and The Metropolitan Museum of Art.

Her performances have been featured on PBS (On Stage at Curtis series), NPR’s From the Top, WHYY-
TV, FOX 4-TV, Munchies (the Vice Channel), The Not So Late Show (Channel 6, Kansas), and Hong Kong
broadcast station RTHK’s The Works.

Following the success of her EP recording, Underglow, JIJI is currently working on recording her new
project, UNBOUND, which features commissioned music written specifically for her.

After becoming the first guitarist to win the Concert Artists Guild competition 1st prize in 30 years,
JIJI was granted BMI commissioning fund; it was awarded for her outstanding performance in the
Concert Artists Guild Competition, to aid composers with funding for their projects. Using this fund, JIJI
commissioned Nina C. Young to write her a new guitar piece for premiere in an upcoming performance.

JIJI's most recent chamber music endeavors include touring with Latin Grammy winners Cuarteto
Latinoamericano, Carla Canales, Verona Quartet, Soprano Molly Netter, and Brasil Guitar Duo.

In 2018, JIJI joined the ASU Music school faculty as an Assistant Professor of Guitar. In her spare time,
she enjoys cooking and creating weird sounds on Ableton.

JIJlis currently sponsored by D’Addario Strings and GuitarLift by Felix Justen.
jijiguitar.com

The SINFONIETTA RIGA state chamber orchestra is one of the most significant ensembles in Latvian
classical music - it is a highly professional group of like-minded people with inexhaustible creative
ideas, erudition and youthful vitality. Normunds Sné has been the artistic director and chief conductor
of the orchestra since its founding in 2006. With assiduous enthusiasm, the musicians explore the
cultural heritage of the Viennese Classical School and the Baroque era, yet they also present to their
audiences musical phenomena and styles of the 20th century as well as vivid revelations from the world
of contemporary music. Among the orchestra’s ambitions is the promotion of the chamber symphony
genre in Latvian music, and therefore twice a year Sinfonietta Riga commissions a new score from a
contemporary Latvian composer.

Sinfonietta Riga regularly collaborates with guest conductors and has staged thematically and stylistically
varied programmes together with Paavo Jarvi, Heinz Holliger, John Storgards, Christoph Poppen, Olari
Elts, Juha Kangas and Ténu Kaljuste. Over the years, the orchestra has developed a close creative
friendship with the Latvian Radio Choir and its conductor Sigvards Klava, creating several programmes
together each year, including first performances of Latvian sacred music.

Among the brilliant soloists who have performed with Sinfonietta Riga are singers Julia Lezhneva, Inga
Kalna and Elina Garanca; organist Iveta Apkalna; pianists Kristian Bezuidenhout, Nelson Goerner, Yevgeny
Sudbin and Reinis Zarin$; Alina Pogostkina, Florian Donderer and violinists Marc Bouchkoy, Isabelle
Faust, Kolja Blacher, Baiba Skride, Pekka Kuusisto, Thomas Zehetmair and Kristine Balanas; cellists Jean-
Guihen Queyras, Sol Gabetta and Margarita Balanas; and violinist Vineta Sareika, violist/ violinist Gregor
Sigl and Ukrainian violist Maxim Rysanoy, all of the Berlin-based Artemis Quartet. The orchestra has also
enjoyed collaborations with clarinetist and composer Jérg Widmann; trombonist Christian Lindberg and
percussionists Martin Grubinger, Evelyn Glennie and Peter Erskine; accordionist Ksenija Sidorova and
Argentinian bandoneon player Marcelo Nisinman; oboist Alexei Ogrintchouk and early music experts
Andrew Lawrence-King and Enrico Onofri.

In addition to performing in Latvia and the Baltic states, Sinfonietta Riga has also appeared at the
Elbphilharmonie and Laeiszhalle in Hamburg, the Kélner Philharmonie in Cologne, the Herkulessaal in
Munich and the Alte Oper in Frankfurt. The orchestra has performed several times in the Netherlands,
including at the Royal Concertgebouw and Muziekgebouw in Amsterdam and De Doelen in Rotterdam,
and it has also conquered the hearts of audiences at the Saint Petersburg Philharmonia and Lincoln
Centerin New York City.

Sinfonietta Riga is a frequent guest at festivals in Latvia and abroad. Led by maestro Paavo Jarvi, the
orchestra performed at the Parnu Music Festival, and it performed with the Latvian Radio Choir as part
of the Lux Aeterna introvert art festival at the Elbphilharmonie as well as at the Kissinger Sommer festival
in the spa town of Bad Kissingen in Bavaria. The orchestra has participated in the prominent Baltic Sea
Festival in Stockholm several times.

Sinfonietta Riga participated in the Grammy Award-winning recording of Adam’s Lament by Estonian
composer Arvo Pért (released by ECM). The ensemble is also a four-time winner of the Latvian Grand
Music Award, the country’s highest state honour in music (2007, 2008, 2015, 2018).

sinfoniettariga.lv
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NORMUNDS SNE graduated from the Jazeps Vitols Latvian Academy of Music as an oboist and
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Saruna ar Kristu Auznieku

Klausoties tavu Gitarkoncertu, apméram skandarba pusé attapos, ka esmu nokluvis cita
vieta - ne gluzi tur, kur biju koncerta sakuma. Péc tam izlasiju interviju, kur tu akurat
runa par cela ieSanu un klausitaja ve$anu, atsaucoties uz Burvju flautu un Orfeja stastu.
Tad nu man atlika vien minét - vai §1 vieta, kur esmu nonacis, atrodas koncerta partitira
vai mana iztélé. Ka tu teiktu? Vai ta ir mizika, vai tas ir klausitajs pats?

Man liekas, ka mazika ir tikai un vienigi mUsu galvas. Tomér vienam nav jaizslédz otrs. Atskiriba
ir taja, ko es partittra varu ielikt. Partitdra ir platoniskas formas, kuras nav satura. Ir tikai linijas,
celi, stavoklu mainas bez satura. Tie nav nedz objekti, nedz lietas. Varétu teikt — graviras, kuras
més aizpildam. lzgrebjam celinus, bet tikai cilvéka prats var taja saskatit attélus vai vietas.

Tas nebdt nenozimé, ka 81 il0zija — ilGzija par apvarsni, galapunktu ir mazak véertiga tikai
tamdé|, ka ta ir ilGzija. Tas vienkarsi nozimé, ka ta ir briva, ta klst par to, ko tu vélies. Més
nemaz nevaram iztikt bez apvardna projeckijas, bez idejas par to, kur un kapéc ejam, pat ja
més pienemtu, ka ejam tikai ieSanas péc, vai ejam, lai butu Seit un tagad. Ari t ir ndkotnes
izvéle, nakotnes projekcija. Izvéle, kada soli vai gaita més ejam. Més vienmér projicéjam
nakamibu, pat ja neizvélamies konkrétus mérkus. Un mums tas ir loti nepiecieSams. Apvarsnis
nav isteniba tada izpratné, ka, pieméram, mans prats ir isteniba. Bet ta ir isteniba, kas mums
lauj veidot savu dzivi. Ta ir nepiecieS8ama robeza, kas masu dzivei pieskir jegu. Tiedi tapéc,

ka nesasniedzama un neista, ta dod iespéju istenibai. Tie ir apstakli, kas nepiecieSami, lai
Tsteniba rastos.

Kad saku klausities Gitarkoncertu, pirmie impulsi bija loti I1éni, nesteidzigi izrakstiti
muzikali Zesti. Pie koncerta beigam savukart Skita, ka mizikas audums savérpjas.

§i faktaras savérp$anas likas loti saderiga ar fenomenologisko horizontu un citam
idejam, par kuram runaji darba konteksta. Vai tu varétu vairak pastastit, ka veidoji
muzikalos télus, ka tos attistiji?

Viens no koncerta pamatprincipiem ir motivs — tadi motivi bija mili Bartokam, kilveidigi,
angliski to sauc par wedge figure. Ka divas crescendo zimes linijas, kas veras vala un turpina
izplesties. Ja més to zZimétu uz koordinatu plaknes, linijas ietu caur punktiem O, 1, -1, 2, -2,

3, =3, utt. Protams, ja $o figuru skatam lineara izklasta, nekas tur nesavijas, bet, ja skaties
perpendikulari, Tpasi laika, ta pati ap sevi apvijas. Te ir arT vards kamols. llgi méginaju to tulkot
angliski - ka Coiled Horizon -, bet latvieSu nosaukumam ir daudz mitologiskaka, dzilaka
kvalitate.

Pirmkart, vards ‘horizonts’ nav ne tuvu tik skaists ka ‘apvarsnis,” kur$ pats par sevi jau ierosina
tiSanos, apnemsanu sava sakné ap. Otrkart, kamols ir tads vards, kas varbat ir tehnisks
ausanas vai adiSanas konteksta, bet arf tam ir mitologiska nozime. Tas ir mUsu mitologiskas
latvieSu kamolatingjas, te art jadoma par Vagnera trim Nornam, liktena dievém, kas Sketina
likteni. Kamols dazados veidolos eksisté vairakas, seviski ziemelu mitologijas — sieviska
figlra, kas Sketina pavedienu liktens audekla. Man likas, ka $ai figlrai paSai par sevi piemit
Sketinadjuma iedaba.

No ta attistas viss paréjais. éketinéjuma figdra tiek atkartota daudz reizu. Vispirms orkestri,

tad So impulsu apgust gitara, ieméacas Sketinat pati savu likteni. Talak $is kamola vai liktens
vadmotivs - lai ka més to tagad briesmigi nosauktu — sak sevi pieteikt ne tikai virspuséja limeni,
bet k& strukturalu, vismaz vidusslana elementu. Ja sdkuma varam runat par astotdaltriolu un
se§padsmitdaltriolu kustibu tdda motiva forma, kas ausij saklausama, tad pamazam gandriz

ik reizi, kad &1 figlra paradas pusnotis vai veselas notis, més to vairs nesaklausam ka muzikas
virsslani. Varu dot kadu konkrétu piemeéru, lai paskaidrotu.

Sis motivs paradisies dazadas transpozicijas péc lidzibas ar fraktali. Attiecibas starp pirmo
motivu un ta paradisanos vélak vienmér saglabajas proporcionali nemainigas. Ta tas notiek
velak vél lielakas struktaras. Pasas beigas, kad dzirdam ¢etrus noslédzo$os akordus, ari tajos ir
&1 vérpsanas sajdta. Beigu akordi ir pats minimums, kura ietérpt vérpsanas figaru. Cetri punkti
plakné, lai figru varétu saskatit. Tas ir méginajums notvert §1 kamola formas visvienkarsako
formu. Vismazako formu, kura $is motivs ir saprotams.

Tad pats vards ‘kamols’. Ja kads Freida analitikis mani izvaicatu, vin$ noteikti piekertos
izteiciena ‘kamols kakla’ nozimei, kas man saistas ar aizvainojumu vai bailém. Domaju, tur ir
kada energijas aizture, ar kuru nemitigi jamégina stradat. Man ir sajlta - ja kakla ir kamols, to ir
iespéjams atraisit. Sanak, ka Sis koncerts ir nedaudz pravietisks, jo mirkli péc ta uzrakstisanas
iestdjas pandémija, un tas palika gulam istaba. Tagad tas atraisijas.

Gadamers runa par interpetacijas horizontu. Konteksts nosaka visu. Jebkuram tekstam, kuru
lasam vai analizéjam, més pienesam interpretativu horizontu — musu pagatni, zinasanas,
izgltibu, vecaku génus, valodu, jebko. Pat istaba, kura pieredzam $o tekstu, ir horizonts.
Gadameram bija ideja par horizontu sapltsanu, kur teksts pats ir horizonts. Man liekas, $aja
darba divu horizontu sapltsme notiek visu laiku. Gan |oti elementara 19. gs. koncertzanra
dialektika starp solistu un orkestri, gan starp motivu un ta izlidzina8anos. Jo vienigais

veids, ka, manuprat, no §ada motiva tikt ara, ir Iinija — Sénbergs savulaik runaja par motivu
likvidaciju, motivs sevi izsmel, pamazam tiek vala no tam piemito$ajam raksturiezimem.
Pieméram, lieli 1&cieni sartk un partop linija, gamma vai arpédzija. Sis motivs tiecas uz
[inijas taisnumu. Koncerta vairakkart méginu motivu saskelt divas linijas. Varam to iztéloties
ka augSup un lejupejosu virzibu. Tomér tas beigas nav mans risindjums, motivs neaiziet uz
divéjibu.

Varétu teikt, ka koncerta izskana klausitajs pats var saprast, vai reducétais motivs
pazad Iinija, vai kur citur. Katrs var pievienot savu horizontu, gluzi ka lasot tekstu.

Ja, manuprat, svarigakais, ka sapld$ana notiek klausitaja horizonta. S darba horizonts saplst
ar klausitaja horizontu. Varétu $kist, ka koncerta horizonts it ka ir nemainigs, tomér ta butiba ir
klausitaja ietekméeta. Tas, ko pienem par darba klausi$anas pamatformu, ietekme to, k& uztversi
darbu. Nav t3, ka eksisté abosoluts lielums, pie kura klausitajs pienak. Jau no pasa sakuma
nekas nav vienveidigs vai vienads. Klausitajs jau ir interpretéjis kadas darba pamatvienibas.
Koncerta var ieiet no augs$as, apaksas vai sana, un no 8§ izejas punkta izmainisies ainava, ko
redzi sev priek$a - vai klausies gitaru, vai pienem, ka tas ir klasisks koncerts un véro solista-
orkestra saspéli.



Darba sédkuma gitara spélé visnepretenciozako materialu, kur ne minas no virtuozitates.

Tie ir gari akordi, kas rezoné un momentani sapldst ar orkestri. Pamazam gitara iegUst savu
identitati, un ir viduspunkts, kur gitaras solistiska, virtuoza kvalitate, ko no koncertzanra
sagaidam, sevi parada, piesaka, atzist, ka nav véstures neietiekméta. Bet tikpat atri viss
apgriezas kajam gaisa, un ta k|Ust par orkestra dalu. Protams, var atrast mirk|us, kuros orkestris
baro solistu, un pretéji - solists baro orkestri. Tas viss tur ir, bet kopéja sajuta ir tada, ka vini
nemitigi izaug viens no otra, k|Ust viens par otru.

Viens klausitajs péc koncerta bija uzrakstijis atru komentaru. Vinam likas, ka $i ir moderna
musdienu pasaule, kura visi runa un viens otra neklausas. TieSs pretstats tam, ka es §o darbu
dzirdu, un tas mani fasciné. Man $kiet - vienigais, kas koncerta notiek, ir gitaras saruna ar
orkestri un orkestra saruna ar gitaru. Tie nemitigi viens otru papildina un beigas savijas kopa,
viens no otra izaug, pat viens otra parversas. Nekas nav jadara, lai ta notiktu. Divas pasaules
satiekas, saskarsmes rezultats nav nosakams, bet ir nenovérsams.

Vélos pavaicat par kultirkontekstiem, kas nepilnu gadsimtu apvijusies ap elektrisko
gitaru. Vai tie tev netraucéja? Varbut centies no tiem apzinati abstrahéties?

Es vélgjos apzinati stradat ar instrumentu ta, lai no vésturiskajiem kontekstiem turétu

pietiekamu distanci. Elektriskajai gitarai ir sava identitate, kas gribot negribot raisa asociacijas.

Es méginaju to kompensét ar materialiem, kurus rakstu $im instrumentam. Lai tas neviena
bridi man neatgadinatu dzeza solo. Ja ar pratu ko tadu registréjam, pazdd nevietas stavoklis,
kuru man ir svarigi noturét — uzsvért celoSanas aspektu, neitralizét konkrétus stavoklus,
attélus. Man liekas, ja klausitajam gitara atsauc atmina dzeza klubu, taja bridi jau atrodamies
noteikta vieta. Tiklidz man liekas, ka gitara dzirdu dzeza skanéjumu, uzreiz parliecinos, ka
orkestris tam dod pietiekami daudz pretimpulsus. Ar roka gitaru koncerta sakara bijis mazak
asociaciju, jo gitaras skanéjums, kadu izvélgjos, ir diezgan atturigs. Tam nav overdrive efekta,
ar ko parasti asociéjam roka gitaru, bet gan pieklusinataks, nosvértaks balanss, kas raksturigs
dzezam. Ja, es nemitigi biju dialoga ar pagatni, bet tada veid3, lai no tas varétu atsvesinaties,
lai skanéjums paliktu dro$a abstrakcijas attaluma. Lai nebdtu vienkar§as sajdtas, ka atsaucos
uz noteiktu laiku.

Neesmu redzéjis partitliru, bet klausoties $kita, ka neesi gitaru apkravis ar pedaliem.

Més isa laika pienémam lémumus par mazam skaniskam lietam. Par reverberacijas
daudzumu, tona siltumu noteiktas vietas. Man bija svarigi, lai gitaras elektriska masinérija
nek|dtu par subjektu, par parametru, ar ko jastrada, bet tikai par spélédanas manieres
papladindjumu. Atskiriba no klasiskas gitaras elektriskajai gitarai skanas pastiprindjuma dél
nav tik daudz krasas iespéju. Ar efektiem panacam tikai nelielas krasu variacijas — sausaku,
slapjaku, siltaku vai aukstaku skanu, vairak augsas vai apaksas, lai gitara spétu runat pari
orkestra klieg$anai. To aktivi darjam méginajumu procesa, ne viss no ta ierakstits partitdra.
§lgita, ka koncerta izskana gitara iegust garu, Iénu reverberaciju. Vai tas bija efekta
pedalis vai DZidzi meistariba un sabalso$anas ar orkestra virsskanam?

Pirmkart, tie ir flaZoleti, to tur ir [oti daudz. Par flazoletiem es vienmér domaju ka vienkarsako
transcendences zimi, jo tiem piemit neistibas kvalitate. Tu pieskaries stigai, bet ta skan
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oktavu augstak, un ari tad skanéjums nav tads pats, kads tas butu, vienkarsi nospéléjot noti
oktavu augstak. Ta vispar ir ar frekvencem un dabisko skanu rindu. Ta nemitigi ir klateso$a, bet
nevaram tai pieskarties ar ausi, jo fundamentala frekvence visu laiku mUs ar gravitacijas spéku
novelk atpakal pie zemes. Bet, tiklidz pieskaries flazoletam, gravitacija pazdd, tu pek$ni nonac
debesu stavokli, pieskaries debesu zvanam.

Koncerta beigas nav nekéadas reverberacijas magijas, ir tikai orkestracija. Tur skan caurulzvani,
kuriem ir loti savadas frekvences, neharmoniska skanu rinda, kur liela terca divas oktavas
augstak skan daudz spécigak, neka fundamentala frekvence. It ka visu klausamies pareizaja
frekvenceé, bet, pieméram, domazora visu laiku mazliet dzirdam mimazora elementus. To |oti
labi zinaja Lists, vin§ miléja lielo tercu attiecibas, jo tas vairs nav kvintu aplis, kur pavirzamies
soli pa labi vai pa kreisi; ta ir krasas maina, kuru ar kontrapunktaliem trikiem varam paradit ka
radniecigu, bet ta ir krasas maina no dzeltenas uz zilu, nevis no dzeltenas uz tumsi dzeltenu.
Ar caurulzvaniem ir ka ar van Goga gleznam. Tu skaties, viss it ka ir normali, bet tad piepe$i
spilgta, tumsi zila krasa nak cauri, jo ta neiederas ainava. Lidzas zvaniem un gitaras flazoletiem
te ir koka pUtéji. Liekas, ka gitara rezoné, bet tie ir tikai koka pUtéji, kas uztur $o ilGziju, it ka més
batu nonakusi transcendentala flazoletu valstiba.

Tas laikam ir skaistakais, ko kads ir teicis par flazoletiem. Lai més varétu péc iespéjas
liganak parlekt no gitarkoncerta uz Sirds katedrali, vai varu tev gt aprakstit $os divus
darbus savas dailrades konteksta?

Nejausibas dé| abus darbus vienojosais instruments ir gitara. Bet jasaka, ka visu jaunibu
pavadiju, visvairak ienistot vienu instrumentu — gitaru. Apzinati izvél&jos tai neko nerakstit.

Arl dZeza kvartetad nekad nesanaca saspéléties ar gitaristiem. Ta man ir visnesaprotamakais
instruments, kura iespéjas ir pretéjas tam, ko vélos izdarit mazika. Pieméram, ir grati nospélét
akordus regularos intervalos, kas nav kvintas. Nemitigi jamaina oktavas. Viens elements

mana muzika, ko esmu pamanijis — oktavas aizvietojumi neviena bridi nestrada. Ja tehnisku
problemu gadijuma mdaziki ierosina spélét oktavu augstak vai zemak, mana muazika tas bdtu
briesmigs Iémums. Man registrs ir absolts, un gitara nemitigi pieprasa risinajumus, kas pagér
oktavas nogalinasanu. Mana muazika oktavas nedrikst nogalinat.

Ironiska kartad mans pirmais albums ir gitarai veltits dubultalbums. Tas ir liktena pirksts, ko
graciozi pienemu. ArT sanacis, ka mana kompozicija solo gitarai ir mans visatskanotakais darbs.
Dzidzi to spéléjusi vairdk ka 50 reizu. Robam Rimenam ir skaista gramata Nobility of Spirit. Tur
ving saka: “Paus svarigakos notikumus dzivé nevar paredzét. Tie ar tevi vienkarsi notiek.” Sim
albuma ir tada Tpasiba.

Atgriezoties pie tava jautajuma, man liekas, ka tie ir kontrastéjosi darbi. Trio ir vieniga mana
komporzicija, kas rakstita Setras dalas. Seviski garus darbus vélos rakstit viengabalaini, man
netik sadrumstalotiba, ka ik 10 minUtes jaievelk elpa un viss jasak no sadkuma. Man likas teju
smiekligi, ka gitaras trio visu tris instrumentu savstarpéja pastavésana varétu atbilst velina
19. gs. klaviertrio piemériem - Stberta, Bramsa, SOmana vai Mendelszona rakstitajiem. Tajos
ir nemitigas dinamiskas attiecibas starp trim instrumentiem. Tas vairs nav Mocarta trio, kur
valda skaidra hierarhija. Ta vieta ir saruna starp trim vienlidzigiem elementiem. Kadubrid var
dominét viens vai otrs, bet nekad nav paklautibas sajdtas — saksofons spélés galveno liniju,



un paréjie pavadijumu. Tapat dZeza - kad spélé saksofons, gandriz nekad neklausamies
gitaras vai bungu Iiniju k& mazikas priek$planu. Man likas svarigi, lai trio darba bdtu dinamika,
kas parasti nepastav dzeza trio kontekstos, bet raksturiga klasiskajam klaviertrio. Un te ir
paradokss: bungu komplektam nav piejami skanaugstumi, kas mana muzika ienem karala
vietu. Harmonija un skanaugstums ir pirmais elements, par ko domaju. Tadé| rakstit bungam
bija savadi, jo man bija jasaprot, ka izlikties, ka uz tam var spélét noteiktus augstumus.
Protams, tu vari radit konturas, Zestus, dinamikas, tas viss ir pieejams. Harmonija ir ta, kas man
magzika liek kaut ko sajust. Par harmoniju kontroléti domat man ir [oti svarigi. Ja ta nav, més
atrodamies tik abstrakta vieta, kur pazud komunikacija. Tur nobrtk muzikas sistéema. Nevis
tonala harmonija, bet kontroléta harmonija ka svarigs parametrs. Bungas neietilpst mana
harmoniskas vizijas vienadojuma, un man ar to bija pasi aktivi jastrada, lai bungas vismaz
mané galva spétu ienemt prominenci vienada liment ar paréjiem instrumentiem. Gitaras trio
ir kamermazikas zanrs. Tas mégina atrasties klaviertrio zanra Iinija, kas beidzas ar Sostakovicu
vai Arenski, cen8as uzkert pavedienu, kas nak no §i salidzinosi sena punkta, censas atturéties
no hierarhiskas spéléSanas. Gitarai vienlaicigi ir daudz lomu, parasti divas vai tris. Tai biezi
jaspélé basa linija, jo tas ir zemakais instruments, citreiz to veic saksofons vai bungas.
Nepartraukti norit spéle ar funkcijam — kurs ko dara, ka tas sava starpa sasaucas. Ka ar Siem
trim instrumentiem aizpildit telpu t3, lai es varétu domat par harmoniju registrala veida: pastav
fundamentalas pirmas Cetras notis, paréjas notis ir ka gaisma, kas ari ir svariga. Vajag loti
daudz no8u, lai es varétu uzgleznot gan objektus, gan gaismu, un vél énu, nevis zimét tikai

ar zimuli. Man nemitigi japienem kompromisi, jo viena lieta ir gleznot orkestri, kur pieejams
viss krasu spektrs. Cita — gleznot kameransambli, kur vienam instrumentam nav $adu krasu,
otrs instruments ir k& zimula linija, treSais ir gitara, kurai ir probléma ar lieliem akordiem, kadus
var nospélét uz klavierém — galéjos registros, kas uz gitaras gandriz nav iespéjams. Visu laiku
nemitigi ierobezojumi. Tev sasietas rokas, viena zimulis, otra pastelkriting, muté turi otu, un
tad mégini uzgleznot ainavu. Protams, $ie ierobeZojumi ir |oti skaisti. Man tie bija grati un
nepazistami, tie man atnéma daudz no t&, kas man mil§, un tas ir labi. Jo tas izaicina rakstit
cita valoda. Galvenais abu darbu vienojos$ais elements ir kontrasts. Viens ir viendabigs, kura
instrumenti ir pretstatiti, bet vienmér tiecas uz vienumu; otrs Cetrdaligs, trisgabalains, kura
grati aizbégt no dzeza atminas. Ja Bramsam ir Béthovena spoks, “Sirds katedrale” glun dzeza
spoks. Arvinu jacinas, jaatrod trisvieniba - no viens uz tris, lai izlauztos no musu konstruétas
dZeza identitates. Gitarkoncerta kustiba rit no divi uz viens — pretéjos virzienos.

Par gitarkoncertu izteicies ka par tum$u opusu. ledomajos par trejadibu - cilvéks,
muzika un cel$ kaut kur pa vidu tumsai un gaismai. Pirms sarunas uzgaju no Heses
Stikla pérlisu spéles izrakstitu citatu, kur runa par kaut ko lidzigu: “Samierinat sirdi ar
pratu”. Vaicasu - vai sirds un prata samierinaSanu varétu nemt par kritériju mazikas
novértésanai?

Tas ir skaists jautajums. Man vienmér svarigi ir bijusi abi — sirds un prats. NecieSu maziku,
kura ir tikai prats. Man taja vienmér kaut kas pietrakst. Vél vairak necieSu maziku, kura ir tikai
sirds. Nekad nevélétos sastapt cilvéku, kuré runa tikai par savam emocijam. Sada apséstiba
ar paSekspresiju ir kaut kas nedisciplinéts, neciena pret otru cilvéku. Varbtt utopiska ideéala
ta varétu bat - eju uz ielas un stastu svesiniekam savas dzives sapigo stastu. Tur varétu bt

skaistums, to nenoliedzu, bet svarigi, ka taja ir ari pietate. Prats ir radits tam, lai palidzétu mums
So lidzsvaru atrast. Pédéjo gadu laika esmu vairak nonacis pie romantiska skatijuma, kura

sirds man ir svariga un varbut pat svarigaka. Ta ir ticiba sirds nozimei, bet tas nav kontrasta ar
pratu. Ja esam godigi, tad pieredzam savu sirdi ar pratu, jo tieSas piekluves mums nav, sirds

ir apraksto$s jeédziens. Sirds pumpé asinis. Bet varb(t tas nav pareizais skatijums. Klausoties
domaju - cik interesanti, ka gitarkoncerta ir tik daudz tumsas. Bet koncerta nosléguma punkta
gaismas un tumsas pretnostatijums beidzas. Beigu tumsnéjie akordi ir ka izgaismoti ziemas
krésla, kad sniega atspid méness, bet patiesiba ta ir saules gaisma. Divkarss atspidums. Pati
tumsa ir spido$a sava butiba.

Ar komponistu sarunajas Davis Engelis
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KRISTA AUZNIEKA muzika cildinata ka “pacilajosa... satriecosa... spidosa” (San Francisco
Classical Voice), ar “parpasauligam harmonijam” (New York Concert Review), tai piemito$u
“parsteidzosu sarezgitibu un skaistumu” (Broadwaworld) ka ari “vecmodigu eleganci” (Herald
Tribune). Komponista klavierkvintets tika ieklauts The New York Times nedélas spilgtako
klasiskas mazikas notikumu saraksta. Auznieks ieguvis Lielo mazikas balvu, Starptautiska
komponistu ierakstu konkursa Rostrum balvu jaunako komponistu kategorija, Aspenas
festivala Dzeikoba Drakmena balvu, ka art Norfolkas, Aspenas, Beningtona, Amerikanu
Fontenblo akadémijas, Ermitazas Makslineku Retrita, NEXT festivala, un Amerikanu
Komponistu orkestra apbalvojumus.

Ving sanemis pasutijumus no Atlantas simfoniska orkestra, ansambla Bang on a Can,
Aspenas Filharmonijas, Kremerata Baltica, Latvijas Nacionala simfoniska orkestra, Present
Music, kamerorkestriem Contemporaenous un Kaleidoscope, Cappella Amsterdam, Latvijas
Radio kora, Sinfonietta Riga, pianistiem Deivida Funga un Melvina Cena. Auznieka darbi
atskanoti Nujorkas Karnegija zale, Linkolna Centra, National Sawdust, 92Y, The Kitchen,
Vasingtonas Kenedija centra, Losandzelosas Volta Disneja koncertzalé, Karaliskaja Danu
teatr], Pekinas Nacionalas makslas centra, Amsterdamas Muziekgebouw, Nujorkas MATA,
Honkongas Pasaules Kultdru nama, Amsterdamas Gaudeamus, Stokholmas Baltijas jdras un
citos festivalos.

Krists Auznieks ieguvis bakalaura gradu Hagas Karaliskaja konservatorija un magistra gradu
Jeila universitaté, kur arf aizstavéjis doktora disertaciju. Sobrid Auznieks ir macibspéks Jeila
universitaté, Montkléras pavalsts universitaté un Nujorkas filharmonijas jauno komponistu
programma. Vin$ bieZi sadarbojas ar savu dzivesbiedru, amerikanu pianistu Robertu Fleicu,
ka arT ir kaisligs literatdras, filosofijas un italu virtuves cienitajs.

auznieks.com
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AUZIN§, CUDARS & ARUTYUNYAN TRIO ir laikmetigas dzeza mazikas trio no Rigas.

Visi tris - Karlis Auzin$ (saksofons), Matiss Cudars (elektriska gitara) un Ivars Arutjunjans
(sitaminstrumenti) — bddami pieredzéjusi un starptautiski atziti muziki dZzeza joma, trio tiecas
veidot skanu pasauli, kas stav pari Zanriem, par pamatu izmantojot energiju, emocijas un iztéli
rosinosas idejas un konceptus.

Lai gan kolektiva briva improvizacija ir svarigs trio dailrades elements, puiSu interese klasiskas
muzikas kompozicija sniedz grupas improvizacijam labi konstruétus ramjus spontanitatei

un rotaligai saspélei. Lai gan liela uzmaniba tiek pievérsta skanas radiSanai izmantojot
nekonvencionalas tehnikas, jeb extended techniques, un elektronikas, visi tris, bddami latviesi,
nak no bagatas kormuzikas tradicijas, tadejadi grupas dailrade vienmér saglaba melodiskumu
un ir ciesi saistita ar cilvéka balsi.

2018. gada grupa izdeva savu pirmo albumu Baltic, kur§ ieguvis mazikas ierakstu gada balvu
Zelta Mikrofons 2019 ka labakais dZzeza mUzikas albums. Trio minialbums Maze izdots 2020.
gada.

matisscudars.com
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“..apdavinata, jutekliska..Zilbino$a” — ta virtuoza amerikanu gitariste DZIDZI raksturota
Kanadas laikraksta Calgary Herald slejas. Aizrautiga, ar jaunatklajéjas garu apveltita
maksliniece, pazistama ar savam saturiski un stilistiski daudzveidigajam programmam. Tajas
virtuozi apspéléts gan klasiskais repertuars un masdienu komponistu darbi, gan integrétas
brivas formas improvizacijas. DzidZi vienlidz komfortabli jatas ar akustisko instrumentu,
vienlaikus nevairas publiku Zilbinat ekstravaganta elektriskas gitaristes téla. Vinas parliecinosa
muzikalitate, spilgtais skatuviskais téls, jaunas mazikas pirmatskanojumi un programmu
veidoS8anas stils, nodrosinajis Dzidzi stabilu 21. gadsimta makslinieces reputaciju.

Vinas debiju kopé ar Kanzassitijas simfonisko orkestri ietekmigais ASV vidienes medijs The
Kansas City Star raksturo ar vardiem “gracioza un nianséta spéle” un turpat piemetina: “...
vinas sniegums bija izjusts, intims, ievelkoss”.

Dzidzi regulari sadarbojas ar jaunakas paaudzes komponistiem, citu starpa ar Geibrielu
Smitu, Kristu Auznieku, Gulli Bjernsonu, Nataliju Diterihu, Hilariju Paringtoni, Evanu Cepmenu,
Molliju DZoisu un Polu Lanskiju. Vina ir §o komponistu vairaku jaundarbu pirmatskanotaja.

Dzidzi pieversusies arf kompozicijai, savos skandarbos apvienojot daudzveidigus
elektroniskos medijus un akustisko muziku. Ka rezidéjosa komponiste vina ir darbojusies Jélas
Repertuara teatri, Jélas Kabaré un Jélas Makslas skola. Festivala

The Darkness Sounding ietvaros DZidZi savas kompozicijas atskanojusi Losandzelosas
Cilvékresursu makslas galerija. DZidZi rado$o rokrakstu ietekmé art makslinieces regulara
aizrau8anas ar elektronisko deju maziku, liekot vinas skanu audeklos iemirdzéties happy
hardcore un Berlines eksperimentalas elektronikas spilgtajam nokrasam. Radosaja projekta
NIGHT + DAY Dzidzi apvieno abas — koncertmakslinieces un didzejmakslinieces identitates.

Lidztekus solokarjerai Dzidzi muzicé vairaku ansamblu sastavos. Vina koncerté kopa ar

Latin Grammy laureatiem Cuarteto Latinoamericano, mecosopranu Karlu Kanales, Verona
Quartet, Grammy nominanti, sopranu Molliju Neteri un Brasil Guitar Duo. Jauna muzike aktivi
sadarbojas ar eksperimentalas mazikas vienibu Wild Up, bet kop$ 2018. gada DZidZi ienem
profesora asistenta amata vietu Arizonas Universitates Mazikas koledza.

DZzidZi kluvusi par pirmo gitaristi, kura ieguvusi Koncertmakslinieku gildes konkursa galveno
balvu. ST uzvara jaunajai maksliniecei deva iespéju pasatit vairakus jaundarbus, toskait
ievérojamajai amerikanu elektroakustiskas mazikas skanradei Ninai Si Jangai. Brivaja

laika DZidZi labprat izbauda kulinarijas un gatavoSanas priekus, ka ari aizraujas ar skanas
eksperimentiem digitalaja audio darbstacija Ableton Live.

jiliguitar.com


www.jijiguitar.com

Valsts kamerorkestris SINFONIETTA RIGA ir viena no Latvijas klasiskas mizikas

centralajam vértibam - augsti profesionala domubiedru vieniba ar neizsikstosam rado$am
idejam, erudiciju un jaunekligu vitalitati. Jau kop$ orkestra dibind$anas 2006. gada ta
makslinieciskais vaditajs un dirigents ir Normunds Sné. Sinfonietta Riga makslinieki ar
neatslabstosu aizrautibu turpina izzinat Vines klasiskas skolas un baroka laikmeta kulttras
mantojumu, arvien saviem klausitajiem aktualizé 20. gadsimta muzikalos fenomenus un stilu
novirzienus, meklé spilgtas paradibas madsdienu muzikas pasaulé. Par vienu no uzdevumiem
orkestris izvirzijis kamersimfonijas Zanra attistibas veicind$anu Latvijas muzika, divreiz gada
pasutot jaunu &1 zanra partitiru masdienu latvieSu komponistiem.

Sinfonietta Riga regulari sadarbojas ar viesdirigentiem, saturiski un idejiski at8kirigas
programmas veidojot kopa ar Pavo Jervi, Heincu Holligeru, Jonu Stargordsu, Kristofu
Popenu, Olari Eltsu, Juhu Kangasu un Tenu Kaljusti. CieSa un radoSa sadarbiba orkestrim
izveidojusies ar Latvijas Radio kori un dirigentu Sigvardu Klavu, ik gadu kopigi veidojot
vairakas koncertprogrammas un pirmatskanojot latvieSu sakralas mdzikas jaundarbus.

Kopa ar Sinfonietta Riga muzicéjusi spozi solisti: dziedatajas Julija Lezneva, Inga Kalna un
Ellna Garanc¢a, érgelniece Iveta Apkalna, pianisti Kristians Bezeidenhauts, Nelsons Gerners,
Jevgenijs Sudbins un Reinis Zarin§, Alina Pogostkina, Florians Donderers un Kristine Balanas,
vijolnieki Marks Buskovs, Izabella Fausta, Kola Blahers, Baiba Skride, Peka Kdsisto, Tomass
Céatmairs un Kristine Balanas, &ellisti Zans Gijéns Keirass, Sola Gabeta un Margarita Balanas,
Berliné bazéta Artemis Quartet dalibnieki — vijolniece Vineta Sareika un altists Gregors Zigls,
ka arT altists Maksims Risanovs. Orkestris muzicéjis kopa ar izcilo klarnetistu un komponistu
Jérgu Vidmani, trombonistu Kristianu Lindbergu un sitaminstrumentalistiem Martinu
Grabingeru, Evelinu Gleniju un Piteru Erskinu, akordeonisti Kseniju Sidorovu un argentinies$u
bandoneonistu Marselo Nisinmanu, obojistu Alekseju Ogrincuku un senas muazikas
lietpratéjiem Endra Lorensu-Kingu un Enriko Onofri.

Lidztekus koncertdzivei Latvija un Baltijas valstis Sinfonietta Riga koncertéjusi Hamburgas

Elbas filharmonija un Laeiszhalle, Kelnes filharmonija, Minhenes Herkulesa zale, Frankfurtes
Vecaja opera. Orkestris vairakkart uzstajies Niderlandé, tai skaita Amsterdamas Karaliskaja
Concertgebouw un Muziekgebouw zalé un De Doelen koncertzalé Roterdama, savus klausitajus
Sinfonietta Riga ieguvusi arT Sanktpéterburgas filharmonija un Nujorkas Linkolna centra.

Sinfonietta Riga regulari piedalas dazada méroga festivalos ka Latvija, ta arpus savas valsts
robezam. Pavo Jervi vadiba kamerorkestris uzstajies Pérnavas muzikas festivala, kopa ar
Latvijas Radio kori — Introvertas makslas festivala Lux aeterna Elbas filharmonija un festivala
“Kisingenes vasara” Bavarijas karortpilséta Badkisingené. Vairakkart orkestris viesojies
prominentaja Baltijas jaras festivala Stokholma.

Ar prestizo ierakstu balvu Grammy novertéta orkestra Sinfonietta Riga daliba igaunu
komponista Arvo Perta albuma Adam’s Lament ieskanojuma, ko klaja laidis ECM. Sinfonietta
Riga sniegums Cetras reizes ieguvis Latvijas valsts augstako apbalvojumu mazika — Lielo
muzikas balvu (2007, 2008, 2015 un 2018).

sinfoniettariga.lv

NORMUNDS SNE absolvéjis Jazepa Vitola Latvijas Mazikas akadémijas obojas spéles klasi un
dirigé8anas meistarklasi. Macijies pie Vilna Pelnéna, Heinca Holligera, Taméras Fidleres, Jurija
Simonova, Jormas Panulas, Imanta Re3na.

Kop$ 2007. gada maca obojas spéli Jazepa Vitola Latvijas MUzikas akadémija. No 1978.
gada [1dz 1997. gadam bijis Latvijas Nacionala simfoniska orkestra oboju grupas otrais
koncertmeistars, bet kop$ vidusskolas gadiem - solists un kameransamblu dalibnieks.

Spéléjis art progresiva roka grupas Salve, Sipoli, Marana, bijis skanu reZisors, dazadu zanru CD
ierakstu producents un masteringa inzenieris. Kaisligs radioamatieris, 1980. gada pasaules
¢empions, 2006. gada Eiropas ¢empionata 2. vietas ieguvéjs, Latvijas Radioamatieru ligas
valdes loceklis.

Koncertéjis daudzas Eiropas valstis, tostarp Francija, Vacija, Italija, Spanija, uzstajies arl
Australija, Japana, Krievija. Muzicéjis kopa ar Piteru Donahja, Izabellu Faustu, Patriku Galua,
Gidonu Krémeru, Mstislavu Rostropovi¢u, Davidu Géringu, Nataliju Gatmani, Kristianu
Lindbergu, Martinu Frestu, DZo Zavinulu u. c.

Normunds Sné ir 2006. gada dibinata Valsts kamerorkestra Sinfonietta Riga makslinieciskais
vaditajs. 1999. gada dibinajis un ilgstosi vadijis Rigas Festivala orkestri. No 1987. gada lidz
2006. gadam bijis orkestra “Rigas kamermuziki” makslinieciskais vaditajs, regulari sadarbojies
ar Latvijas Nacionalo simfonisko orkestri un Liepajas Simfonisko orkestri. Latvijas Nacionalaja
opera dirigéjis baleta izrades Svétpavasaris, Karmena, Smilsuvirs, Gaisais strauts, bijis
muzikalais vaditajs Jura Karlsona baleta Sidraba $kidrauts pirmuzvedumam.

Normundam Sné ir neatsverami nopelni 20. gadsimta skanumakslas kanonisko vértibu un
latvieSu komponistu muzikas interpretacijas. Kopa ar Rigas Festivala orkestri spéleta Gustava
Malera 9. simfonija, Dmitrija Sostakovica 4. simfonija, Olivjeé Mesiana simfonija Turangalila,
Lu¢ano Berio Sinfonia, Stiva Reiha Tuksnesa mUzika, Pétera Vaska 2. simfonija, Maijas
Einfeldes un Artura Maskata simfonijas.

Kopé ar kamerorkestri Sinfonietta Riga - Magnusa Lindberga Joy, Kaijas Sariaho Gréla teatris,
DZona Adamsa kamersimfonija, Gérga Ligeti klavierkoncerts, Zerara Grizé Vortex temporum,
Talivalda Kenina dubultkoncerts vijolei, klavierem un orkestrim, Gundara Pones Meistara
Jéna pasaule, Romualda Grinblata koncerts saksofonam un stigu orkestrim. Normunda

Sné un Sinfonietta Riga inspirétaja kamersimfoniju cikla pirmatskanoti Andra Dzeni$a, Jana
Petraskevica, Martina Viluma, Rutas Paideres, Vilna Smidberga, Santas Ratnieces, Anitras
Tumsevicas opusi.

Normunda Sné ieguldijums Latvijas kultQra novértéts ar Triju Zvaigznu ordeni. Liela mazikas
balva sanemta 1996. un 2004. gada.
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