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JANIS IVANOVS

In the 1960s, Janis Ivanovs composed five of his most experimental and expressionistic symphonies: Nos. 9 to 13.
In them, he boldly employed polytonalities, polyharmonies and also the twelve-tone technique - everything
that had been rehabilitated along with the thaw initiated at that time in social life and cultural processes.
Already from a young age, Ivanovs had defended the composer’s right to innovation and development. He
highlighted the melodic and contrapuntal lines in these symphonies with trumpets and the piano, newly
introduced into the orchestra. And often he anxiously and even nervously subjected these lines to the dictates
of rhythm. lvanovs filled vast passages of his music with the tremolo of the snare drum, creating a backdrop
similar to the rough canvas or coarse sandpaper that artists of the 1960s covered with thick brushstrokes using
oversized brushes or putty knives. This was the era of the harsh style in Latvian art, poetry, music and culture,
and lvanovs, with his symphonies, fit well into this atmosphere; in fact, he was in its vanguard.

But in 1964, Ivanovs also created something else: a small vocalise titled Autumn Song, for a cappella mixed choir.
It appeared in unpretentious four-part choral harmony, presenting a disarmingly warm melodicism and deeply
respiring harmonic sequences containing parallel fifths, like a relic from an ancient shepherd’s song...

From where did this creative diversion, or perhaps undercurrent, appear in the oeuvre of Ivanovs, the composer of
epic and dramatic symphonies and master of the harsh style?

The answer came with his significant Symphony No. 14, the Sinfonia da camera, written for strings alone. Its format
is chamberised, lyrical, personalised, and with it, [vanovs clearly began a new (and his final) period of work, which
has been labelled the new romanticism. This romanticism defined his last seven symphonies, Nos. 15 to 21, which
are all dominated by memories, reminiscences and reflections.

But the impulse to draw from his memories came directly from Autumn Song and the vocalises that followed.
More specifically: as a refugee during the First World War, the very young lvanovs ended up in Vitebsk and
Smolensk, where he sang in church choirs as an alto before his voice broke, thus becoming acquainted with

the liturgical compositions of the Russian composers Bortnyansky, Tchaikovsky and Rachmaninoff. From these,
presumably, come the resigned chromatic tones that make up half of the colour palette of the vocalises. The other
half are diatonic tones and materialised from even earlier but no less vivid childhood memories of early mornings
spent herding livestock, surrounded by the gentle hills and lakes, and other scenes and landscapes of rural Latgale
and Vidzeme.

Ivanovs composed the vocalises from the mid-1960s up until a year before his death, and they are dominated by
the autumnal, elegiac mood characteristic of his later works. As soundscapes with imaginatively programmatic
titles, the vocalises call to mind a series of compositions from Ivanovs’ youth (symphonic paintings, solo songs,
arrangements of folk songs) that were also dedicated to the nature of his homeland and its beauty, sanctity and
mystery. In a way, they form an arc connecting the end of his life back to its beginning. Compared to the earlier
works, however, the vocalises have the more serene balance and enlightenment that comes from viewing life
and the world from a greater distance. Because - they contain no lyrics. Because - they look back and remember.
Above all - they are painterly elegies, in distant tonalities (dominated by the minor) and with heavily saturated,
alteration-rich chords, like dreamy cumulus clouds illuminated by evening light...

But was it all just remembering and looking back?

Latvia’s choirs - in particular the Ave Sol chamber choir founded in 1969 and its legendary conductor, Imants
Kokars - soon began noticing and appreciating the innovative potency of lvanovs’ vocalises. In fact, it was Kokars’
initiative that gave Ivanovs the impetus to create a complete cycle of 15 vocalises.

The 1960s and 70s brought a dynamic shake-up in Latvian choral culture. Choral works with aleatoric elements
reached Latvia from near and far through lawful and not so lawful routes. Likewise, Latvian composers - first

of all Pauls Dambis (b. 1936), who was also one of the first to call for a new wave of folklore in the music of the
Baltic states and the whole former Soviet Union - were unafraid to experiment in their choral works. Kokars
eagerly adopted these newly acquired and newly created scores, bringing them to life in Ave Sol programmes.
The sound of this new choir shocked and dazzled audiences. The scores themselves were no less thrilling, with
multipolyphony, micropolyphony, measure and bar lines replaced by a variable sense of time, glissandi, recitatives,
shouts, whispers, improvisation and co-creation on the part of the singers.

Alongside scores by Dambis, Italian composer Luigi Nono, Polish composer Andrzej Koszewski, Swedish
composer Folke Rabe, Estonian composer Veljo Tormis, Lithuanian composer Algis Brazinskas and others,
Ivanovs’ vocalises also became part of the fresh contributions to choral literature in the 1960s and 70s. But is it
not paradoxical that lvanovs wrote his vocalises using only traditional means of composing for mixed choir? That
same four-part choral harmony, with a double chorus here and there. Formally speaking, that was all. So how did
the undeniable innovation of the vocalises manifest itself? In the updating and renaissance of the vocalise as a
genre? In the peculiarly lvanovian melodic motifs, the intervalic structure, the painterly expression of harmonies,
the feel for timbre? In the ever-refreshing simplicity and folkloric aspect? In a traditionalism that sometimes
turned out to be younger than experimentation? But perhaps the aforementioned new romanticism referred

to the general spirit of the times - a longing for humanity, away from dictatorship, ideological directives and
unification - and therefore captivated singers and audiences so well...

While the first half of Ivanovs’ cycle of vocalises is dedicated to landscapes of the homeland, the second half
endeavours to embrace a broader range of themes, for example, in pieces such as “In Commemoration of Heroes”,
“Prelude” and “Fugue”. The vocalise titled Cantus Monodicus: Gloria, however, evokes the era of Gregorian chant,
and its last four bars are worthy of particular attention. Here the choir culminates in chorale-like four- to six-part
chords, in dotted three-quarter rhythm and increasing dynamics. It would be easy to play these glorious chords on
organ or piano, with the aid of a pedal. But how demanding is it to sing them with just the human voice? To be clear:
here, the word truly breaks through the wordless realm. Gloria! Gloria! Glo-ri-a! And on this recording, the choir
sings it precisely that way.

Some of the vocalises from this same period also exist in versions for piano, in the form of preludes and Sketches.
Ivanovs composed the vocalises, the Sketches and his later preludes in parallel in the 1960s-80s, and they
formed a kind of muted retreat, an intimate diary existing in the shadow of his symphonies from that period.
Various instrumental elements (syncopations, figurations) entered his choral writing, while certain vocal elements
(cantilena, legato) entered his writing for piano. The vocalise scores are to some extent instrumental in nature or at
least reflect a neutral variant between choir and piano. Still others are scored like chorales, but without text. (In his
younger years, lvanovs arranged a number of chorales for radio broadcasts - perhaps another arc connecting his
later life with its beginning?)

Listeners of this album may be surprised to hear some of the vocalises twice. The intention of conductor Sigvards
Klava has been to represent lvanovs’ masterpieces in action, in development, thus respecting the new ideas
brought by later interpretations. In three cases (//lustration, Cumulus Clouds, Fog), both the 1986 printed version
and recent editorial versions are included on the album. In “Illustration”, the choral texture has been thickened;
in Cumulus Clouds, the form of the main culmination has been expanded; in Fog, the vocalise and its identical
prelude have been combined.

Reflecting on the role of new romanticism in lvanovs’ work, musicologist Martins Boiko has commented: “The
concept of a ‘feeling for nature’ finds its fullest and purest expression in the vocalise genre so characteristic of Janis
Ivanovs. Such musical landscapes as Fog, Cumulus Clouds, Autumn Song, Native Landscape, Birds of Passage and
others reveal his extraordinary ability to hear colours and shapes and to see sounds - an ability that developed in
no small measure due to the contribution of musical impressionism, a movement that lvanovs followed and studied
and which manifested itself to a large extent in his vocalises, but also in his other works. However, alongside their
impressionistic refinement of colour and texture, these choral works almost invariably contain a fragile romantic
longing, which finds its expression in the minor tonalities, in the wistful sense of the past, and in the sense of nature
as an entity endowed with a soul. Moreover, with lvanovs’ vocalises, it is not their ‘rendering’” orimmediacy that is
important for us! When one hears them, Rilke’s words come to mind in a particularly profound and clear way: "...is
there any landscape whose images are not full of the narrative of one who has seen them?”

Imants Zemzaris
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LATVIAN RADIO CHOIR
SIGVARDS KLAVA

The Latvian Radio Choir (LRC) is a unique musical group in the domain of choral music - this is a chamber choir
able to perform a broad repertoire - from early music to the most sophisticated modern scores. The Latvian Radio
Choiris a creative laboratory that regularly encourages composers to write music that challenges the scope of
vocal possibilities. Over the past 20 years, the LRC has enhanced the concept of a choir - every singer has his

or her own mission and individual contribution. As a result, the blend of all these timbral qualities defines the
choral ensemble’s sound. The LRC also participated in the Grammy Award winning album of Arvo Péart’s Adam’s
Lament (ECM) in a performance conducted by Tonu Kaljuste. They have been awarded the Latvian Grand Music
Award on multiple occasions and have received the Award of the Ministry of the Republic of Latvia. One of the
choir’'s most acclaimed recordings is of Sergei Rachmaninoff’s All-Night Vigil; it was praised by the renowned
music magazine Gramophone as the best recording in February 2013 and ranked as one of the 25 best albums
of the year by American radio NPR. The Latvian Radio Choir has performed in renowned concert halls such as
the Concertgebouw and Muziekgebouw in the Netherlands, the Elbphilharmonie in Germany, the Théatre des
Champs-Elysées and Cité de la Musique in Paris, Lincoln Center, the Kennedy Center, the Walt Disney Concert
Hall, and elsewhere. The Choir regularly performs at the world’s leading musical events, including the BBC Proms in
Great Britain, the Salzburg Festival and the Klangspuren festival in Austria, the Lucerne Festival in

Switzerland, the French Radio Festival in Montpelier, France, the Baltic Sea Festival in

Sweden, and elsewhere.

Since 1992, the LRC has had two conductors: music director and principal conductor Sigvards Klava and conductor
Kaspars Putnins. As a result of the determined work of Sigvards Klava, the Latvian Radio Choir has become an
internationally recognised, vocally vivid collective, which is in demand at the most notable festivals and collaborates
with the world’s most distinguished musicians. The Latvian Radio Choir projects, initiated by Sigvards Klava, are
always carefully nurtured messages, musical expeditions, studies of the

singing and voice phenomena, searches for bridges between the archaic and modern, and studying the timeless
through the revelations of thematic concert programmes.
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JANIS IVANOVS

Pagajusa gadsimta 60. gados Janis lvanovs sacer piecas savas eksperimentalakas un ekspresionistiskakas simfonijas:
no Nr. 9.1idz Nr.13. Te vins drosi pielieto politonalitates, poliharmonijas, poliskankartas, ari divpadsmittonu skankartu -
visu to, kas tika reabilitéts lldz ar 60. gadu “atkusni” sabiedribas dzivé un kulttras procesos. Jo kops jaunam dienam ving
aizstavéjis komponista tiesibas uz novatoriskumu, attistibu. Melodiskas un kontrapunktéjosas linijas $ajas simfonijas
izceltas ar trompetém un orkestri jaunievestajam klavierém. Un $is [inijas nereti tiek trauksmaini un pat nervozi
paklautas ritma diktatam. Visai plasus posmus komponists noklaj ar mazo bundzinu tremolo, ta radot fonu, kas lidzinas
raupjam audeklam vai rupjam smilSpapiram, uz kura pastozus triepienus ar lielizméra otam vai $paktelém klaj 60. gadu
glezniecibas aktivakie parstavji. Tas ir skarba stila laiks latvieSu maksla, dzeja, muzika, kultlra, un arf lvanovs ar savam
simfonijam ieklaujas $aja gaisotné, turklat atrodas tas avangarda.

Bet 1964. gada Janim Ivanovam top ari kas cits. Ta ir neliela a capella vokalize jauktajam korim Rudens dziesma.
Nepretenciozs koralisks Cetrbalsu salikums, silts, atbrunojoss melodisms, dzili elpojosas harmoniskas secibas ar
paralélam kvintam ka reliktu no mizsenas ganu dziesmas...

No kurienes lvanovam, simfonikim epikim un dramatikim, skarba stila adeptam, Sis radosais sancel$ vai varbut
zemstrava?

Atbilde nak Iidz ar nozimigo 14. simfoniju, Sinfonia da camera, kas rakstita vien stigu instrumentiem un kuras formats
ir kamerizéts, lirizéts, personificéts. Top skaidrs: lvanovs te uzsak savu jauno (un ari noslédzoso) dailrades periodu,
kas ieglst apzimé&jumu jauna romantika, kuras zimé rodas beidzamas septinas lvanova simfonijas no Nr. 15. lidz Nr.
21.Tajas visas dominé atminas, reminiscences, refleksijas, atspulgi. Bet impulss pasmelt no atminu akas bija nacis tiesi
ar Rudens dziesmu un sekojosam vokalizém. Pavisam noteikti un konkréti: Pirma pasaules kara béglu gaitas gluzi
jaunais Ivanovs nok|Ust Vitebska un Smolenska, kur ka alta balss ipasnieks pirms balss [Gzuma dzied baznicas koros,
ta iepazidams krievu skanrazu Bortnanska, Caikovska un Rahmaninova liturgiskos saceréjumus. No ejienes, jadoma,
tie rezigneti hromatizétie toni, kas veido pusi no vokalizu krasu paletes. Otra puse - ta ir diatonika, kura savu veidolu
radusas vél agrinakas, tacu ne mazak spilgtas atminas - bérnu dienu ganu riti pakalnu un ezeru ieskavuma, Latgales
un arf Vidzemes ainas un ainavas.

Vokalizu sacerésanas laiks sniedzas no pagajusa gadsimta 60. gadu vidus lidz pat priek§pédéjam Jana Ivanova dzives
gadam, un tajas dominé vina vélinajam dailrades periodam raksturiga rudenigi elégiska pamatnoskana. Vokalizes

- skanu ainavas ar télaini programmatiskiem nosaukumiem - atsauc atmina virkni lvanova jaunibas saceréjumu
(simfonisko gleznu, solodziesmu un tautasdziesmu apdaru), kas tapat bija veltiti dzimtenes dabai, tas skaistumam,
sveétumam un mizam neatminamajai miklai. Veidojas it ka arka no dzives beigu céliena uz sakotni. Tikai, salidzinot ar
agrinajiem opusiem, vokalizés vairak rami izlidzinats un apskaidroti attalinats skats. Jo - bez vardiem. Jo - atskatoties,
atceroties. Pari visam - elégija, gleznainas talas tonalitates (dominé minors) un smagrini piebriedusi, alteracijam
bagati akordi - ka vakarblazmas apspidéti, domas un sapnos klistosi gubu makoni...

Bet vai tikai atcerésanas, atskatisanas?

Jau pirmas tapusas vokalizes pamana un to savdabigumu un inovativas potences novérté vadosie Latvijas kori, jo
1pasi 1969. gada dibinatais kamerkoris Ave Sol ar ta legendaro dirigentu Imantu Kokaru. Tiedi iniciativas bagatais
Kokars dod lvanovam ierosmi vesela 15 vokalizu cikla radisanai.

60.-70. gadi ienes Latvijas kora kultira dinamisku sakustésanos. No tuvakam un talakam zemém pa legaliem

un ne tik legaliem celiem Latviju sasniedz kora opusi ar aleatoriski sonoristiskiem elementiem. To iespaida savos
kordarbos eksperimentét nebistas latvieSu komponisti, vispirms jau Pauls Dambis (1936; vins ari viens no pirmajiem
“jauna folkloras vilna” véléjiem Baltijas un visas kadreiz&jas padomijas zemju mazika). Tikko iegltas un jaunraditas
partitGras kari partver Imants Kokars, tas uz karstam pédam iedzivinadams Ave Sol programmas. Jauna kora skana
apzilbina, Soké. Ne mazak savango ari pats nosu raksts: daudzbalsiba, mikropolifonija, taktsméru un taktssvitras
nomaina variabla laika izjlta, ienak glisandi, recitacija, kliedzieni, Cuksti, no kordziedataja tiek prasita improvizacija,
lidzradiSana...

Blakus itala Luidzi Nono, pola Andzeja KoSevska, zviedra Folkes Rabes, igauna Veljo Tormisa, lietuviesa Alga
Brazinska, latviesa Paula Dambja un citu partitdram ari lvanova vokalizes ir dala no 60.-70.gadu svaiga kora
literatUras pienesuma. Bet vai nav paradoksali, ka vokalizes Ivanovs $ai laika rada vienigi ar tradicionalajiem jaukta
kora rakstibas lidzekliem? Tas pats koraliskais Cetrbalsu salikums, vietam dubultkoris. Formali nemot, tas viss. Tad
ka gan izpauzas vokalizu nenoliedzamais novatoriskums? Vokalizes ka Zanra aktualizé$ana un renesansé? Ka

allaz, savpatigi ivanoviskaja - melosa, intervalika, harmoniju gleznieciski runajosaja pauduma, skankrasu izjuata?
Mazam spirdzinosaja vienkarsiba, folkloriskuma? Tradicionalisma, kas kados attistibas lokos izradas jaunaks
par eksperimentiem? Bet varbit pieminéta jauna romantika bija aicinata izteikt visparéjo laika garu - ilgas péc
cilvéciskuma, prom no diktatdras, ideologiskam direktivam, unifikacijas, un tiesi tadé| spéja aktuali uzrunat gan
dziedatajus, gan publiku...

Javokalizu cikla pirma puse veltita dzimtenes ainavam, tad otraja samanami likojumi aptvert ari talakus un plasakus
kultUras un esibas lokus. Tadas ir Varonu pieminai, Prelddija, Faga. Bet vokalizé Cantus monodicus. Gloria itin ka
atblazmojas gregorisko dziedajumu laikmets. Uzmanibas vértas ir §is vokalizes pédéjas Cetras taktis. Koris te kulminé
koraliskos Cetrbalsu - seSbalsu akordos, punktéta tris ceturtdalu ritma, pieaugosa dinamika. Viegli $os krasnos akordus
bltu nospélét uz ergelem vai klavierem, piepalidzot ar pedali. Bet cik pateicigi gan ir tos izdziedat ar vienu vienigu
balsienu? Skaidrak par skaidru: no bezvardu jomas te lauztin lauzas ara vards. Gloria! Gloria! Glo-ri-a! Un $aja ieraksta
koris to ta ari dzied.

Dala vokalizu eksisté ari ta pasa laikposma klavierdarbu - preltdiju un Skicgjumu - versija. Vokalizes, Skicéjumiun
velinas preltdijas 60.-80. gados Ivanovam tapa paraléli un simfoniju pavéniveidoja tadu ka klusinatu patverumu,
intimu dienasgramatu. Kora rakstiba ienakusi instrumentalmazikas elementi (sinkopes, figuracijas), bet klavierfaktara
-vokalie (kantiléna, legato). Nosu pieraksts vokalizés zinama méra ir instrumentala tipa vai ka neitrals invariants starp
kori un klavierem. Vai vietam ka korali, tikai bez teksta. (Jaunos gados Ivanovs radio parraidem aranzéjis virkni koralu -
varbit vél viena arka no sirmatnes uz sakotni?)

lespéjams, st albuma klausitajs jutisies parsteigts, dazas no vokalizem izdzirdot divreiz. Dirigenta Sigvarda Klavas
nodoms ir bijis reprezentét lvanova Sedevrus savveida darbiba, attistiba, ta respektéjot laikrites atnestas jaunas
interpretacijas idejas. Trijos gadijumos (Ziméjums, Gubu makoniun Migla) te radusi vietu gan 1986. gada drukata
versija, gan nesen tapusi redakcionali varianti. “Ziméjuma” - kora faktaras kuplinajums; Gubu makonos - formas
paplasinajums galvenas kulminacijas posma; Migla - vokalizes un identiskas preltdijas apvienojums.

Apcerot jaunas romantikas lomu Jana lvanova dailradé, muzikologs Martins Boiko raksta: “Savu vispilnigako un tirako
izpausmi “dabas izjuta” atrod Ivanovam tik raksturigaja vokalizes zanra. Tadas muzikalajas ainavas ka Migla, Gubu
makoni, Rudens dziesma, Dzimtenes ainava, Gajputniun citas pilnam atklajas makslinieka neparasta spé&ja dzirdét
krasas un formas, redzét skanas, spéja, kuras attistiba milzigs ir muzikala impresionisma ieguldijums, kura sekotajs un
skolnieks liela méra lvanovs musu prieksa ir savas vokalizés, un ne tikai tajas. Tacu lidzas impresionistiskajai kolorita
un faktaras izsmalcinatibai $ajos kormuzikas darbos gandriz nemainigi jausamas trauslas romantiskas ilgas, kas savu
izpausmi gust minoriguma, pagajibas skumjaja izjuta, dabas ar-dvéseli-apveltitibas izjuta. Turklat ne jau atveide vai
acumirkliba mums ir svariga Ivanova vokalizés! Kad tas dzirdi, ipasi dzili un saprotami atmirdz Rilkes vardi: “...vai gan ir
kada ainava, kuras téli nebGtu pilni stastijuma par to, kas tos redzéjis.””

Imants Zemzaris
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LATVIJAS RADIO KORIS
SIGVARDS KLAVA

Latvijas Radio koris ir unikala, godalgota profesionalu dziedataju apvieniba, kas saviem klausitajiem piedava
nepieredzéti plasu repertuaru - no senas muzikas lidz vissarezgitakajam mdsdienu komponistu partitdram. Latvijas
Radio koris ir ka radosa laboratorija; tas regulari mudina komponistus rakstit maziku, kas sniedzas pari klasiska
vokala robezam. Peédéjo 20 gadu laika ansambilis ir izveidojis jaunu izpratni par kori - katram no dalibniekiem ir savs
uzdevums, katrs sniedz savu personigo pienesumu, veidojot korim raksturigo, unikalo tembru apvienojumu. Koris
ir piedalijies Grammy balvu ieguvusa Arvo Perta mazikas albuma Adam’s Lament (ECM) ierakst3, dirigenta Tenu
Kaljustes vadiba. Tas ir vairakkartéjs Latvijas Lielas mdzikas balvas - valsts augstaka apbalvojuma par sasniegumiem
profesionalaja mazika - ieguvéjs, ka art LR Ministru kabineta balvas laureats. Kora veikto Sergeja Rahmaninova
Vesperes ieskanojumu Gramophone atzina par 2013. gada februara labako ierakstu, un Amerikas radio stacija

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

Klavas veidotie Latvijas Radio kora projekti allaZ ir rGpigi izaukléti véstijumi, muzikalas ekspedicijas, pétot
dziedasanas un balss fenomenu, meklgjot tiltus starp arhaisko un musdienigo, apcerot parlaicigo caur tematisku
koncertprogrammu atklasmém. Péc Sigvarda Klavas ierosinajuma Radio koris veidojis kopigus projektus gan ar
tradicionalas un neakadémiskas muzikas spilgtiem parstavjiem, gan garidzniekiem un muasdienu skanraziem,
sintezéjot laikmetigas makslas eksperimentus ar kultlras mantojumu un paplasinot redzéjumu uz cilvéka balss
iespéjam. Vina vadiba korim izveidojusies radosa sadarbiba ar ievérojamakajiem musdienu latviesu komponistiem -
Maiju Einfeldi, Eriku E3envaldu, Andri Dzeniti, Arturu Maskatu, Kristapu P&tersonu, Santu Ratnieci, Juri

Karlsonu, Andreju Selicki, Péteri Vasku, ka art daudziem arvalstu komponistiem; ta vainagojusies neskaitamos
pirmatskanojumos un ierakstos.
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