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“..the period between 40 and 50 years of age, which is where | am in my life, is psychologically
sensitive - taking stock of what has been achieved, an objective slowing down of aspirations for the
future, acknowledging the reality of the present moment, various wonders and side effects. No, |
don’t feel lonely. I'm happy, and therefore | want to work and achieve much more!” composer Andris
Dzenitis said in a recent interview. Already since his early years as a composer, he has expressed

his thoughts and observations about music in writing, having for decades published discussions,
reviews and interviews. Lately, he has turned his attention to essays, and this one, published here in
full, fits this aloum perfectly.

THE ORCHESTRA

The first days when | start a new orchestral score always feel like a vision, as if the door to a building
has been unlocked, a building you've returned to as if it were your home, even though you've never
been inside it before. The rooms of the building are still completely unfamiliar. You wander through
the rooms, from floor to floor, marvelling at how different, surprising and unusual everything is, how
it seems to be continually transforming. Perhaps you find an inconspicuous niche in the wall, behind
which are more and more doors leading to vast new spaces, or maybe small refuges. Whatever you
want. And you're not afraid. It's warm here, you feel safe. You feel secure. You know you can close
that big door behind you from the inside, so that you can be in here alone. No one else will enter
here by chance.

In this house, you can travel in both time and space, linger, explore at length, but you can also exit at
any point, as if along a hallway, to arrive at completely different forms, colours, languages, perhaps
other times, encounter luxury and modesty, oak panelling and chequered waxed tablecloths, red
velvet, freshly extinguished coals or a humming power line. You have complete control over all of
this, in terms of both time and space; you are able to influence absolutely anything that pops into
your mind. You have all opportunities at your disposal as to what kind of world to build here. And you
are able to build it.

Out there - that’s a different world.



Andris Dzenitis made his first mark on Latvian symphonic music in the mid-1990s, composing the
Cello Concerto while still a teenager. There are rumours about a large-scale symphonic work he wrote
during his student years in Vilnius, which has never been performed. His next symphonic scores
featured expanded ensembles, combining the orchestra with voices, electronics and smaller chamber
ensembles, although he also composed works for symphonic ensemble per se, including the Clarinet
Concerto. His Piano Concerto, SIN(Fonietta) chamber symphony, miniature Euphoria, and concerti
for French horn and saxophone have been published on albums, and he has also composed two
symphonic poems Preludium. Light and Postludium. Ice.

I will not be the first to say that it is hard to imagine Latvian symphonic music in the 21t century
without Dzenitis’s music. If we take a few steps back to look at his symphonic works from a distance,
the qualities that permeate his music in all genres, namely, a particular dramatic power and emotional
intensity, are particularly noticeable in his First Symphony. From this perspective, the work serves as a
dramatic summit, which is followed by the Second Symphony and its unhurried, resigned view of the
world. On the scale of emotional intensity, the First Symphony is high tide, the Second is low tide.

Dzenitis’s total number of symphonies is still unknown to us; at the time of writing, his Third Symphony
has already been performed. However, looking back from today’s perspective, there is no doubt that
the Second Symphony is an absolute masterpiece, and it is no coincidence that it received the highest
recognition in Latvia, the Grand Music Award for best new work of the year.

Sinfonia No. 1 “Milestiba ir stipraka” / Love is Stronger (2017)

“I was completely fed up with the burden created by the environment in which we live today,” says
Dzenitis, reflecting on his First Symphony. It begins with a tritone and a minor second ascending flute
motif (meccanicamente). This is accompanied by short passages played by percussion, harp and
piano - timbres that will play an important role later in the symphony - and a long drawn-out minor
second in the lower register of the strings (fragile), from which the first substantial climax (agressivo,
molto sforzando) slowly but with a sense of rising drama gathers like a black cloud.

Turbulent repetitions of notes (4:14) first appear in the dense, sforzando-accented sonic fabric of the
trumpets, then come to the fore in the brass and percussion parts. The symphonic fabric continues

to thicken with the rustling of the woodwinds (subito lontanamente 7:10) and an increasingly dense
texture, and the resolution arrives with a tutti chord highlighted by the colours of the vibraphone, bass
drum, cymbals, harp and piano (con passione 8:38).



This is followed by descending glissandi in the strings, shrill trumpets, a resounding marimba and,
after another dramatic tutti, the sighs of the French horn (doloroso 9:38) and bells, which evoke a
landscape of scorched earth. The snare drum signals a new stage in the symphony (bruscamente,
saliente, variabile 10:24), with percussion and brass timbres coming to the fore, thickening until the
climax (molto espressivo 12:01), after which we hear rhythmic lines in the strings alternating with
expressive cantilenas, all interspersed with sharp chords in the woodwinds and harmonies coloured by
the low brass, while the marimba (12:47) sets the stage for the trumpet solo (12:56), which in turn leads
to the prodding tutti orchestra.

At the mid-climax of the symphony, a thunderous (con tutta forza) trumpet line in the high register
alternates with the French horns.

The listener recovers in the tense seconds of silence, which are interrupted by sharp, pointillistic
accents in the percussion (15:27). Here, the symphony completes its first arch - like bright drops of
colour in the transparent texture, the flute’s ascending motifs from the opening bars unfold (15:56),
and at approximately the golden ratio, the alto flute (17:16), bass clarinet (18:25) and solo string
instruments (19:22) alternately, as if questioning or reciting, present small, meaningful cadences
encrusted with pizzicati in the cello and harp.

The final third of the symphony begins with the vibraphone, bells and harp (lontano, luminoso 20:53),
and soon the thirds and tritones from the piano arrive like echoes of the microcadences of the
unanswered questions just posed, or like the voices of imaginary birds, and the clarinet’s recitative
line makes a vivid appearance (24:09). With a tense, unrelenting line, the strings (cantabile, doloroso
25:47) prepare the final tutti climax (con tutta passione 26:47), which abruptly stops at its most
intense point (27:59), leaving only the barely audible tremolo of the bass drum. “The First Symphony
was a world turned inside out, with the finale on the inside,” says Dzenitis.

Composer’s comments

| thought for a very long time about how best to describe what | wanted to say in my first symphony
and why. So that the listener would not search in the music for depicted figures, their conflicts or the
portrayal of specific situations. Instead, these are feelings. An observation of the planet we live on. In
my opinion, this present moment is very dangerous. It's a collision of speed, pseudo-values, lies, terror,
smiles, blood, deafness and blindness.



Initially, | wanted the description of the composition to consist solely of headlines from press
publications, internet portals, and social media posts collected over a longer period of time. Motley,
silly, meaningless, evil, sarcastic, sneering, chaotic, emotional, superficial... Now try several times to
rearrange some of these descriptive words in a different order, read them again and again...

Little love. Much dislike. In my symphony, love appears as the music fades away. That's how it is.
Because | wrote this work guided by hope and love. In my music, the answer to the questions posed
often comes after the final bar line has been drawn.

The numerous interconnected sections of this single-movement composition have been given
symbolic names. Time. Fear. Conviction. Conscience. Evil. Inwards. Refuge. Pain. Love.

Unchanging, relentless, purely mechanical, the cosmic passage of time at the beginning of the
composition - time. As if observing the earth from space, time is overlaid with language, truth,
conviction, an opaque and oppressive fog. The flow of time leads to an insurmountable fear. The

SOS signal in Morse code is encoded in the musical material in several places. The first conviction is
perhaps incorrect, or maybe it is a delusion in one’s conviction? Uncertain discoveries within oneself;
from the depths, the conscience is forced to speak. Alienation from the conscience leads to evil

and disaster. The initial motif of time has turned into a huge axe that splits the world, an axe that we
ourselves energetically wield with our industrious hands. The result is a turning inward, a desire to
escape - a covering and concealing of ourselves and the world around us, a closing of our eyes and
ears. The distant glow of Paradise - the possibility of a warm refuge, but achieving it is a goal that
rapidly recedes if we do not overcome ourselves, forever living a life that has already been lived many
times before. Pain and life in the shadow of the phantoms of the past. Love that dwells in the beyond -
far away, in a place that can only be reached in silence. By believing.

Sinfonia No. 2 “Silts véjs” / Warm Wind (2021)

The score of the Second Symphony encourages us to think in visual terms. Here are places where you
seem to climb up a tower overlooking a vast bog and gaze out over the horizon. And on this vast scale,
the turbulent moments of life shrink to tiny ant-like dots below your feet. Then it’s time to climb down
and look the world in the eyes from a closer perspective.

Seeking direct parallels between the sonic information in the instrumental music and that provided
in the title is a dangerous task. And Dzenitis has long said that efforts to see programmatic lines in his



music are futile. But if we stick to the feelings evoked by the music, the warm wind in the symphony’s
title can truly be felt in the final bars of the work (30:33), where the breeze on the listener’s face is
perceived as a tactile, physical metaphor, with the orchestra sounding warm and shimmering.

The first image in the symphony is the restless tremolo of the French horns, trumpets and tambourine,
which, like an arch, returns as the piece progresses. Its counterpart is a muted unison in the strings that
gradually unfolds into a chord and is overlaid with lines played by the woodwinds and brass, among
which the English horn stands out (1:18). The texture of the strings intensifies and changes colour,
scattered echoes of the initial tremolo emerge, and as these contrasts alternate and transform, the first
outlines of the symphony take shape before our eyes.

With the stamp of the snare drum and tambourine (6:10), a new phase begins, introduced by a
pulsating eighth-note motif in the strings (leggiero, poco ludico 6:23). Then we hear a repetitive,
descending motif that sounds like a muffled echo of the trumpets in the symphony’s restless first bars.
Dzenttis develops these thematic lines until punctuated by a pizzicato question mark, or ellipsis, in the
strings (9:00).

In reference to the string section’s flowing sound at the beginning of the symphony, the bassoons,
trombones and French horns begin a lontanamente in which the previous motifs and thematic ideas
are masterfully woven together with new dramatic force. In the foreground are warmly coloured
chords, unhurried exposition, resigned lines and, perhaps, a hint of the symphony’s final fit of passion.
This section intensifies until the symphony’s central climax (15:35), and the string quartet’s chamber
episode (10:33) is particularly noteworthy.

The next section of the symphony is embellished with muted bells and horns as well as clarinets and
bassoons. The texture here is almost transparent, but the drawn-out sounds of the strings in the upper
register maintain the tension. The trumpets enter with the delicate touch of wah-wah mutes (fragile,
variable 17:19). And then, unexpectedly, a small but dense wave of dramatic lines appears and grows in
the tutti orchestra, which culminates (18:10) in a burst of trumpets, trombones and the bass drum, and
the wave subsides with a trombone glissando. Continuing with the sea metaphor, here begins another
ebb-tide phase of the symphony (poco calmare, cantando 18:20): a crystal-clear texture, vividly
coloured by the harp and piano, with the wind instruments driving the dramatic line forward against a
backdrop of broad chords in the strings. Another surge follows, resolving with a short trumpet episode
(20:57), and then the impulse is taken up by the marimba (21:11) and piccolo (21:33). With several
crescendos, the symphony reaches its final dramatic climax (22:34), after which the solo trumpet rings
out in an extended melody (molto cantando 22:56). The clear texture of the strings from the beginning



of the symphony returns (24:06), but the voices of the instruments now tell us something new. With a
descending chromatic motif, this episode concludes in the bells (lontano 25:15).

A moment of silence, and then the violins and woodwinds begin the concluding chamber episode
(pensieroso, tranquillamente 25:59). As the violins are on the verge of fading away, a shimmering
chord in the strings emerges from nowhere (lontanamente, quasi fuori dal mondo 30:33). Like the
light strokes of a thin brush, the French horn, clarinet, timpani, trumpet, bassoon, bass clarinet and
English horn add their touches.

Composer’'s comments

In the autumn of 2020, | went on long walks along the Latvian coast. One of the tasks | set for myself
was to memorise and connect in an imaginary line of memory every curve of the coastline, every turn,
distance and feeling of geographical location as well as the changing texture under my feet, the smells,
the bird species, the weather conditions, and the conscious and subconscious thoughts and memories
evoked by each point along this line. To record and preserve it all in something like a memory film.
One late, cold autumn evening, the most unusual thing was a warm wind - sudden gusts of a warm,
enveloping wind blowing from the dunes. It brought on a sacred feeling of protection, refuge, security.
And right here, next to the sea - so changeable, cool, sometimes harsh, very beautiful, close by.

| began working on the symphony the same year | received a grant from the State Culture Capital
Foundation of Latvia. | worked on it while contemplating an uncertain future, but then | received an
invitation from Andris Poga to become the composer in residence of the Latvian National Symphony
Orchestra. By that point, | had almost finished the symphony, and it is dedicated to my friends in
music: the Latvian National Symphony Orchestra and Andris Poga. The main task of the composition
is to address issues of duration, colour and spatiality, which can be contemplated with particular
pleasure - and without any specific programme in terms of content - in an expansive opus such as this,
highlighting both foregrounds and perspectives, distant rapid processes and the reality of close-up
slowness, and the layering of dissonant fanfares in parallel dimensions of time over blissful internal
harmony. During the composition process, | observed this gradualness and simultaneous existence in
a similar way to the gradualness of the seascape. Like an exciting, unknown storyline.
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“Vientula priede. Falsifikacija un epitafija” / The Lonely Pine Tree. Falsification and Epitaph (2024)

According to the subtitle of this work, this is “a fantasy about the musical material from a not
entirely destroyed work by [composer] Emils Darzins (1875-1910)". Latvian musicologist Arnolds
Klotin$ succinctly sums up Darzing’s place among Latvian composers: “The most popular classic of
Latvian music... A musical thinker who established intellectual and socially centred music criticism
in Latvia.”Dzenttis will not allow anyone to claim that this is his first work based on sketches left by
another composer. The impulse and idea to write The Lonely Pine Tree using fragments of Darzins's
work came from the Liepaja Symphony Orchestra.

Composer’s comments

Emils Darzins - a legendary, poetic figure whose choral and vocal lyrical music, as well as his
Melanholiskais valsis (Valse mélancolique), are known to every Latvian. That waltz also almost did

not survive - in a surge of emotion after accusations of plagiarism, Darzins attempted to destroy his
few symphonic compositions, including Vientula priede (The Lonely Pine Tree), a work praised by his
contemporaries but which the conductor and composer Pavuls Jurjans believed to have unmistakable
similarities to Jean Sibelius’s The Swan of Tuonela, which he also complained about. Sibelius’s
response that Darzins “has clearly crafted his ‘pine tree” under the influence of my ‘swan” was the final
straw, and the only full score of the work went up in flames.

It is not known whether the arrogant, famous Finnish composer even looked at the score - it cannot
be found in his archives (or perhaps it was destroyed in a similar manner) - but four fully or partially
preserved instrumental parts (two clarinets, English horn and bassoon) that give at least a rough
idea of the possible character of the piece have been preserved in the archives of the Museum of
the History of Riga and Navigation and the Latvian Museum of Literature and Music. However, these
parts do not provide a complete picture of the piece’s character; for example, the clarinet trills at the
beginning could have been accompanied by any acoustic context. For this reason, descriptions in
periodicals and memoirs are important, such as Darzins’s own words: “...the similarity is evident in the
structure of the piece, in the very first broad, eight-note chords in the violins, as well as in the broad
trombone chords shortly before the end.”

As the 150" anniversary of Darzin$’s birthday was approaching, | took a risky, spiritual journey into the
subconscious of the past, attempting to at least partially bring back what The Lonely Pine Tree may
have sounded like. Of course, | cannot claim to have fully grasped Darzin’s material, but | believe



that he did whisper a few things to me. Although three of the surviving parts are complete, my Lonely
Pine Tree follows the parts only until the end of the single surviving page of the first clarinet part; then
it unexpectedly transitions into material | created myself - a dedication to Darzins, in which bright
clarity, vivid flashes, tension and a painful ending are things that, according to the evidence we have,
characterised the composer’s unforgivably short life. My continuation, which | see as a contemporary
house built wall-to-wall alongside a historical building, or a sudden wormhole through time, contains
allusions to the clarinet-theme motif, while the eight-part chords from the beginning of the piece
appearing in a completely different context at the end of it form an arch-like return to a radically
changed world.

“When delving into the music of Andris Dzenitis (1978), one feels seized by the power of a high-
voltage wire that leads one through the clashes of life’s realities and at one point freez-es in
metaphysical beauty,” writes musicologist Lauma Malnace. Critics describe his music as expressive,
saturated, rich in colours. Polarised in its contrasts. It can at the same time be openly emotional and
boilingly hot as well as meditative, alienated and experiencing gradual, long-lasting changes of various
states. Dzenitis’s music is filled with contemplation, nature, and a pantheistically silent sense of the
unity of all. It is very personal in its spirituality. There is a be-lief that music, as a language, is in and

of itself abstract; it excludes words and the need to speci-fy content. It is as abstract as nature and

the universe around us; irrespective of a composer’s own ideas and intentions, listeners are free to
interpret what they hear however they wish. This is also Dzenitis’s conviction, and accordingly, he is not
particularly keen on providing in-depth explanations of the content of his works.

Contrasts and diverse forms of musical gestures characterise Dzenitis’s individual works as well as his
entire oeuvre. A distinctive aspect of his music is the ability to change radically while at the same time
preserve musical elements that are recognisable as his.

Dzenitis’s works often contain an undisguised contemporary Romantic language that is mainly based
in an intuitive approach to the organisation of musical material. Less often, one encounters certain
semi-rationally formed elements that reflect a study of the language of timbre, rhythm and texture. In
his more recent music, he has returned to explorations in the field of to-nal and modal sound, seeking
out new possibilities in terms of spatiality, sphericity and timbral colour within already familiar sound
systems. In working with traditions, he employs random-ness, deep intuition and sometimes the
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deliberate ignoring of classical laws as a principle in the creation and development of harmonic and
melodic patterns.

Dzenitis’s central interest is symphonic and choral music, in other words, music for large ensembles,
which highlights his talent for instrumentation and projects a sense of the spatial tex-ture of large
sound organisms. Yet he has also written a large number of chamber works that are well regarded by
musicians. Dzenitis also has a special interest in electronic music, in which he crosses genres, being
more entranced by free improvisation and the boundaries between beauti-ful sound and noise.

Dzenitis’s orchestral music has resounded in many prestigious European concert halls, in-cluding
the Concertgebouw in Amsterdam, the Berlin Philharmonic, Konzerthaus Dortmund and the Royal
Festival Hall in London. In 2018, his work Mara, commissioned by conductor Andris Nelsons for the
two orchestras he leads (the Leipzig Gewandhaus Orchestra and the Boston Symphony Orchestra),
was performed in several concerts in Europe and the United States. Other notable interpreters of his
music include Gidon Kremer and Kremerata Balti-ca, Ensemble Modern under the direction of Peter
Eotvos as well as Anu Tali and Clemens Heil, Iveta Apkalna, the Berlin Radio Symphony Orchestra,
the Netherlands Radio Symphony Orchestra, the Belgian National Orchestra, the Basque National
Orchestra, the NFM Wroctaw Philharmonic, the Saarbriicken-Kaiserslautern Symphony Orchestra,
the Valencia Symphony Orchestra and the Philharmonic Orchestra of Gran Canaria with conductor
Karel Mark Chichon. His music has likewise been performed by the Latvian National Symphony
Orchestra, the Liepaja Symphony Orchestra, the Latvian Radio Choir, the State Choir “Latvija”, the
SWR Vokalensemble (Germany), the Riga Chamber Players, Sinfonietta Riga, the Mivos Quartet
(United States), the Akilone Quartet (France), the Silesian String Quartet (Poland), the Krouma-ta
percussion ensemble (Sweden), the Paragon Ensemble (Scotland), the Pierrot Lunaire En-semble
Wien (Austria), the Caput Ensemble (Iceland), the Carion Wind Quintet (Denmark) and others.

andrisdzenitis.com



The Liepaja Symphony Orchestra (LSO) has been sharing the love of music with lis-teners in Latvia
and beyond for more than 140 years. In 2010, the LSO acquired the status of a national orchestra, thus
becoming a significant ambassador of Latvian culture throughout the world, delighting audiences with
masterpieces of classical music as well as highlighting Latvian composers and promoting their work.
The orchestra participates in premieres and commissions a significant number of new works.

All twelve compositions of the monumental Liepaja Concerti cycle proposed by the LSO have been
presented to the public and experts for appraisal. To date, symphonies by Latvian composers such
as Rihards Dubra, Imants Kalnins, Andris Vecumnieks and Janis Liséns have been performed as part
of the LSO Latvian Centenary Symphonies series, and in 2019, at the suggestion of the LSO, Dubra
composed the opera Saga of the Suiti.

The LSO has received the Latvian Grand Music Award multiple times and a “Golden Mi-crophone”
Latvian Music Recording Industry Award eight times, in addition to other significant awards. The
opening concert of the LSO’s 142" season, which also marked the inauguration of the orchestra’s
artistic director and principal conductor Guntis Kuzma, received the prestigious “Kilogram of Culture”
Latvian public media award in 2022.

The LSO’s mission is to create a meaningful bond between music and people, making mu-sic
accessible and enjoyable and to celebrate our rich cultural heritage through beautiful music at every
concert.

Since autumn 2022, the chief conductor and artistic director of the LSO is Guntis Kuzma.

Iso.lv
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Conductor and clarinetist Guntis Kuzma has brilliantly demonstrated his talent in front of many
orchestras. From 2014 to 2022, he served as the conductor of the Latvian National Sym-phony Orchestra, in
2019 he conducted concerts by the Accademia Baltica chamber orchestra, and as a soloist and conductor
he regularly collaborates with several orchestras, including Sin-fonietta Riga and Sinfonia Concertante.

Kuzma received two Latvian Grand Music Awards in 2018: for his outstanding interpreta-tion of Adolfs
Skulte’s Symphony No. 5 conducting the Latvian National Symphony Orchestra in the “Grand Concert
of Latvian Symphonic Music”, and for his performance as soloist in Se-bastian Fagerlund’s Clarinet
Concerto. Kuzma has also achieved significant success in various international competitions.

Kuzma is a musician who does not fear challenges, as evidenced by his active interest in contemporary
music and his participation in the premieres of many new works, both as a clari-netist and conductor.
As an example, he performed the Latvian and Georgian premieres of Pierre Boulez's extremely
complex Dialogue de I'ombre double for clarinet and electronics. And in September 2024, together
with the LSO under the baton of Swedish conductor Christian Lind-berg, he performed John
Corigliano’s challenging Concerto for Clarinet and Orchestra as the soloist.

“l find real pleasure in rehearsing and performing new works. Being the first to get to know, explore
and collaborate with a composer. | hope | never give that up,” says Kuzma, who has frequently
interpreted the often quite technically extreme works of 20t"-century modernists. As a soloist, he
has premiered concerti by Alvils Altmanis, Marite Dombrovska, Andris Dzenitis and Rihards Zalupe;
he has also been the first to perform chamber works by Rolands Kronlaks and Eriks ESenvalds. As a
conductor, he has premiered music by llona Brege, Platon Buravicky, Marina Gribinchik, Romualds
Jermaks, Gundega Smite and Andris Vecumnieks. He has also played and conducted music by Juris
Karlsons, Vineta Lice, Janis Petraskevics, Kris-taps Pétersons, Péteris Plakidis, Atis Stepins, Gundega
Smite, Péteris Vasks, Margeris Zarin$, Imants Zemzaris and other Latvian composers.

Alongside performing the well-known “golden repertoire” of symphonic music, Liepaja Symphony
Orchestra conductor Kuzma has set himself the goal of increasing the number of recordings of Latvian
music and commissioning new works by Latvian composers, thus con-tinuing the orchestra’s long-
standing work on the Liepaja series of instrumental concerti and symphonies.

Kuzma has performed in the United States, Denmark, Estonia, Latvia, Lithuania, Ukraine, Germany and
Sweden. He has participated in many recordings for Latvian Radio. In 2022, he released a solo album
recorded in collaboration with pianist Agnese Eglina.

Kuzma has served as the principal conductor and artistic director of the Liepaja Symphony Orchestra
since the 2022/2023 season.
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Christian Lindberg’s achievements for the trombone can only be compared with those of Paganini
for the violin or Liszt for the piano. September 2015 Christian Lindberg was voted “The Greatest
Brass Player in History” by the worlds biggest classical radio station Classic FM, and in 2016 he
received “International Classical Music Award Artist of the Year” previously given to Esa-Pekka
Salonen, Krzysztof Penderecki and Charles Dutoit.

On top of his unrivalled career as a trombonist Lindberg has now also embarked on a highly
successful conducting career, and his career includes major conducting engagements in Musikverein,
Suntory Hall, at Beethovenfest, in Salzburg Festspielhaus, Tonhalle Dusseldorf, Meistersingerhalle,
Nirnberg and National Centre for the Performing Arts (The Giant Egg) in Beijing with orchestras such
as Nippon Yomiuri Symphony Orchestra, Beijing Symphony Orchestra, Royal Liverpool Philharmonic,
Royal Flemish Philharmonic, Royal Stockholm Philharmonic, New Zealand Symphony, Disseldorfer
Symphoniker, Irish National Philharmonic and Ulster Orchestra to name a few.

arabenne.com/christian-lindberg
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“.. laiks starp 40 un 50 gadiem, kads ir art mana dzivé, ir psihologiski jatigs - sasniegta rezumé&jums,
nakotnes ceribu tempa objektiva paléninasanas, 31 briza fakta konstatésana, dazadi brinumi un
blaknes. Né, es nejutos vientuls, esmu laimigs, tapéc man gribas stradat un vel daudz paspét!”, intervija
saka komponists Andris Dzenttis. Jau kop$ saviem pirmajiem darba gadiem vin§ domas un vérojumus
par muziku ietérpis teksta - vairakas desmitgades public&jies ar polemiku, recenzijam un intervijam.
Pédéja laika uzmaniba pievérsta esejam, un Seit pilna apjoma ir viena, kas piestaviga sim albumam.

ORKESTRIS

Pirmas dienas, kad iesaku jaunu orkestra partitdru, vienmer ir lidzigas vizijai, it ka tiktu atslégtas kada
nama durvis, kura atgriezies ka majas, lai gan nekad taja vél neesi bijis. Ta nama istabas tev vél ir pilnigi
nepazistamas, tu klejo pa staviem, telpam, brinies, cik viss ir dazads, parsteidzoss, neierasts, veidolos
mainigs. Vai péksni siena atrodi neuzkritosu nisu, aiz kuras ir vél jaunas un jaunas durvis uz milzigiem
plasumiem vai nelieliem patvérumiem. Kadus vien vélies. Un tu nebaidies. Te ir silti, tu jaties drosi. Tu
jaties drosiba. Tu zini, ka tas lielas durvis aiz sevis vari aizvért no iekSpuses, lai batu tur viens. Neviens
garamejot te neienaks.

Taja nama vari celot gan telpa, gan art laika, uzkaveéties, ilgi pétit, bet vari caur jebkuru vietu art iziet,
ka caur gaiteni, lai nonaktu pilnigi citas formas, krasas, citas valodas, varbit citos laikos, sastapt
greznibu un pieticibu, ozolkoku un ratainu vaskadranu, sarkanu samtu, tikko apdzisusas ogles vai
dicosu elektribas [iniju. Tu pilntba valdi par So visu laika un telpa, spéj ietekmeét absoldti jebko, kas
vien acumirkliienak prata. Tavas rokas ir visas izvéles iespéjas, kadu pasauli buvét Seit. Un tu to spéj
uzblvet.

Tur ara - ta ir cita pasaule.

18



Savu pirmo nospiedumu latviesu simfoniskaja mazika Andris Dzenttis atstaj 90. gadu vidd, vél
pusaudza gados sarakstot Koncertu ¢ellam. Klejo nostasti par studiju gados Vilna tapusu lielformata
simfonisko darbu, kas ta ari nav atskanots. Nakamajas simfoniskajas partitras pavid izvérsti sastavi,
kur lidzas orkestrim ir balsis, elektronika, saspéle ar mazakiem kamersastaviem, bet tapat top darbi
simfoniskai vienibai per se, toskait Koncerts klarnetei. Aloumos izdots Klavierkoncerts, kamersimfonija
SIN(FONIETTA), miniatlra Euphoria, koncerti mezragam un saksofonam, ir divas simfoniskas gleznas
“Preltdija. Gaisma” un “Postladija. Ledus”.

Nebutsu pirmais, kurs apgalvos, ka bez Andra DzenisSa darbiem griti iedomaties latviesu 21. gs.
simfonisko maziku. Ja pakapjamies dazus solus atpakal, lai paraudzitos uz DzeniSa simfoniskajiem
darbiem no distances, lielumi, kas caurvij Andra maziku visos Zanros - sevisks dramatiskais spéks un
emocionalais piesatinajums -, sakapinati piepilda Pirmo simfoniju. No $ada skatpunkta ta ir dramatiska
virsotne, péc kuras nak Otra simfonija ar nesteidzigu, rezignetu pasaules vérojumu. Emociju
intensitates skala Pirma ir paisums, Otra ir bégums.

Komponista galigais simfoniju skaits mums vél nezinams, §i teksta tapsanas laika jau atskanota Dzenisa
Tresa simfonija. Tomér, no Sodienas raugoties, nav Saubu, ka Otra ir absolUts Sedevrs, ne velti ta
sanémusi augstako atzinibu Latvija - Lielo mazikas balvu ka gada jaundarbs.

Sinfonia No. 1 “Milestiba ir stipraka” / Love is Stronger (2017)

“Lidz aumalam bija sakapusi nasta, ko radija vide, kada dzivojam,” atskatoties uz Pirmo simfoniju, stasta
Dzenitis. Ta iesakas ar tritona un mazas sekundas augsupejosu flautas motivu (meccanicamente). To
pavada sitaminstrumentu, arfas un klavieru isas iespéles - tembri, kas vélak simfonija spélés nozimigu
lomu -, un gari vilkta maza sekunda stigu zemaja registra (fragile), no kuras nesteidzigi, bet ar kapjosu
dramatisma sajdtu ka melns makonis savelas pirma apjomiga kulminacija (agressivo, molto sforzando).

Trauksmainas nosu repeticijas (4:14) vispirms paradas blivaja, sforzando akcentiem piesatinataja skanu
auduma trompetés, tad izvirzas priek$plana metala pusaminstrumentu un sitaminstrumentu partijas.
Simfonijas audums turpina samezgloties ar koka pltéju Salkonu (subito lontanamente 7:10) un aizvien
blivaku faktdru, un atrisinajumu dod tutti akords, kas izcelas ar vibrofona, lielas bungas, $kivju, arfas un
klavieru krasam (con passione 8:38).

Seko lejupslidosi stigu glisandi, iespindzas trompetes, nodimd marimba, un péc vél viena dramatiska
tutti dzirdam mezragu noputas (doloroso 9:38) un zvanus, kas asociativi uzbur izdegusas zemes
19 ainavu. Maza bundzina norada uz jaunu simfonijas etapu (bruscamente, saliente, variabile 10:24),



te prieks$planu veido sitaminstrumentu un metala patéju tembri, kas sabiezé lidz kulminacijai (molto
espressivo 12:01), péc kuras dzirdam, ka ritmizétas stigu linijas mijas ar ekspresivi kantilenam, pamisus
skan griezigi koka putéju akordi un harmonijas iekraso zemie metali, bet marimba (12:47) sagatavo
trompetes solo iznacienu (12:56), kas savukart ievada tutti orkestra urdonu.

Simfonijas viduskulminacija dardosi (con tutta forza) izskan trompesu linija augsta registra, parmainus
mijoties ar mezragiem.

Klausitajs attopas nospriegotas klusuma sekundés, ko partrauc puantiliski, saasinati sitaminstrumentu
akeenti (15:27). Simfonija Seit apmet pirmo arku: caurspidigaja faktdra ka spilgtas krasas pilieni skatam
paveras flautas augSupmotivi no sakuma taktim (15:56), un ap zelta griezuma vietu parmainus alta
flauta (17:16), basklarnete (18:25) un stigu solo instrumenti (19:22) it ka jautajos, it ka recitéjosi izklasta
nelielas, daudznozimigas kadences, ko inkrusté cellu un arfas picikati.

Ar vibrofona, zvanu un arfas zimogu te sakas simfonijas noslédzosa tresdala (lontano, luminoso 20:53),
kur ka atbalsis no nupat izskanéjusajam neatbildéto jautajumu mikrokadencém vai ka iedomatu putnu
balsis skan tercas un tritoni klavierés, spilgti iekrasojas klarnetes recitéjums (24:09). Stigas (cantabile,
doloroso 25:47) ar spriegu, neatslabstosu liniju sagatavo noslédzos$o tutti kulminaciju (con tutta passione
26:47), kas vissakapinatakaja vieta acumirkligi partrakst (27:59), un paliek tikai teju sadzirdams lielas
bungas tremolo. “Pirma simfonija bija uz aru izgriezta pasaule ar finalu iekSpus,” saka Dzenitis.

Komponista anotacija

Lotiilgu laiku domaju par to, ka bltu pareizak aprakstit to, ko un kapéc esmu vélgjies pateikt sava
Pirmaja simfonija. T3, lai klausitajs taja nemeklétu atainotas figaras, to konfliktus, kadu noteiktu
situaciju atveidojumu. Tas ir sajltas. Planétas, uz kuras dzivojam, vérojums. Manuprat, $i briza punkts ir
loti bistams. Atruma, pseidovértibu, melu, terora, smaidu, asinu, kurluma un akluma sadursmé.

Sakotnéji vélgjos, lai skandarba apraksta vieta butu vien ilgaka laika kolekcionéti virsraksti no preses
izdevumiem, interneta portaliem, socialo tiklu ierakstiem. Raibi, mulkigi, bezjedzigi, Jauni, nirdzigi,
haotiski, emocionali, pavirsi... Un tagad paméginiet kaut vai daZus Sos raksturojoSos vardus vairakkart
savirknét jebkada cita to seciba, lasiet vél un vél...

Maz milestibas. Daudz nemilestibas. Mana simfonija milestiba ieskanas, skandarbam izskanot. Ta
turir. Jo, ceribas un milestibas vadits, rakstiju o darbu. Mana muzika nereti atbilde uz uzdotajiem
jautajumiem seko péc novilktajam divam nosléeguma svitram.
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Viendaligaja kompozicija ietvertajiem, daudzajiem, savstarpéji secigi saistitajiem posmiem ir doti
simboliski nosaukumi. Laiks. Bailes. Parlieciba. Sirdsapzina. Launums. lekSup. Patvérums. Sapes. Milestiba.

Nemainigs, nepielidzams, gluzi mehanisks, kosmisks laika ritéjums skandarba sakuma - laiks. It

ka zemes vérojums no kosmosa, ta parklasanas ar valodu, patiesibu, parliecibu necaurredzamu,
nomacosu miglu. Laika straume rada neparvaramas bailes. Vairakas vietas muzikas materiala iekodéts
Morzes SOS signals. lespéjams, maldiga nak pirma parlieciba, varbut - maldisanas sava parlieciba?
Neparliecinati atradumi sevi no dzilumiem liek runat sirdsapzinai. Atsvesinasanas no tas rada launumu
un katastrofu. Sakotnéjais laika motivs ir parverties milziga, pasauli skaldo3a cirvi, kuru més pasi sparigi
darbinam ar savam caklajam rokam. lekSupvérsanas, vélme bégt ir ta rezultats, nosedzot, apklajot sevi,
pasauli apkart, aizverot acis un ausis. Tala Paradizes atblazma - sildosa patveruma iespéja, tacu tas
sasniegSana ir mérkis, kur$ aumalam atkapjas, neuzvarot sevi, muZzigi dzivojot jau iepriek$ daudzkart
nodzivotu dzivi. Sapes un dzive pagatnes régu ena. Milestiba, kura mit arpus - tur talu, vieta, kuru var
sasniegt tikai klusuma. Ticot.

Sinfonia No. 2 “Silts véjs” / Warm Wind (2021)

Otras simfonijas noSuraksts mudina domat vizualas lidzibas. Te ir vietas, kur tu uzkap ka tirela skatu
torni un veries apvarsni. Un 3aja plasaja méroga dzives trauksmainie mirk|i sagumst zem kajam ka mazi,
skudram lidzigi punkti. Tad pienak laiks nokapt lejup un ieskatities pasaulei acis pietuvinata rakursa.

Meklét tieSas paraléles starp instrumentalas muzikas skanisko un virsraksta doto informaciju ir bistams
uzdevums. Un Dzenttis izsenis teicis, ka veltigas ir ples vina darbos saredzét programmatiskas linijas.
Bet, ja paliekam pie muzikas rosinatajam sajttam, simfonijas virsraksta minétais siltais véjs isteni
sajutams darba noslédzosajas taktis (30:33), kur véja plsma seja nojausas ka taktila, fiziska metafora,
orkestrim skanot silti un mirgulojosi.

Simfonijas pirmais téls ir mezragu, trompesu un tamburina nemierpilns tremolo, un, skandarbam
ritot, tas arkveidigi atgriezisies. Ta pretstats - klusinats stigu unisons, kas palénam izvérsas par akordu
un apaug ar koka un metalpatéju izspélétam Iinijam, starp kuram izcelas anglu rags (1:18). Stigu
faktlra pienemas intensitaté un krasu mainiba, izkaisiti ieskanas atbalsis no sakuma tremolo, un, Siem
pretstatiem mijoties un parveidojoties, acu prieksa izveidojas simfonijas pirmas aprises.

Ar mazas bundzinas un tamburina zZimogu (6:10) iesakas jauns posms, ko ievada pulséjoss astotdalu
motivs stigas (leggiero, poco ludico 6:23). Tad dzirdam repetitivu, lejupejosu motivu, kas skan ka



pieklusinata atbalss no trompetém simfonijas trauksmainajas pirmajas taktis. Sis tematiskas [inijas
komponists attista [1dz stigu picikato jautajumzimei vai daudzpunktei (9:00).

Fagoti, tromboni un mezragi ar atsauci uz stigu rami pladeno skanéjumu simfonijas sakuma iesak
izvérstu lontanamente, kura ar jaunu dramatisku spéku meistarigi saausti iepriek$ejie motivi un
tematiskas idejas. Te priek3plana ir silti krasoti akordi, nesteidzigs izklasts, rezignétas linijas un,
iespéjams, ieskanas priek$nojautas par simfonijas finala afektu. Sis posms tiek sakapinats lidz
simfonijas centralajai kulminacijai (15:35), un zZimiga ir stigu kvarteta kamerepizode (70:33).

Nakamo simfonijas posmu inkrusté dempferéti zvanini, mezragu surdines, klarnesu un fagota tembri.
Faktura te ir teju caurspidiga, bet stigu izstieptas skanas augséja registra uztur spriedzi. Ar wah-wah
surdinu maigu krasas triepienu (fragile, variabile 17:19) iezaigojas trompetes. Te negaiditi paradas un
pieaug neliels, bet tutti orkestra biezi iekrasots dramatiskas linijas paisumvilnis, kura galotné (18:10)
uzmirdz trompetes, tromboni un liela bunga, un vilnis noplok ar trombonu glisando. Turpinot jaras
metaforu, te (poco calmare, cantando 18:20) nak vél viens simfonijas béguma posms: kristalskaidra
faktdra, kuru spilgti iekraso arfa un klavieres, un dramaturgisko liniju uz prieksu virza pasaminstrumenti
uz plasu stigu akordu fona. Seko vél viens kapinajums, kas atrisinas ar nelielu trompetes epizodi
(20:57), no kuras impulsu parnem marimba (21:11) un pikolo flauta (21:33). Ar vairakiem kapinajumiem
simfonija sasniedz savu noslédzo$o dramaturgisko virsotni (22:34), péc kuras izvérsta dziedajuma
ieskanas solo trompetes balss (molto cantando 22:56). Atgriezas stigu dzidra faktdra no simfonijas
sakuma (24:06), bet instrumentu balsis mums jau vésta ko jaunu. Ar lejupejosu hromatisku motivu $o
epizodi noslédz zvani (lontano 25:15).

Mirklis klusuma, un rezuméjosu kamerepizodi iesak vijoles un koka pUtéji (pensieroso, tranquillamente
25:59). Kad vijoles jau spélé uz izdziSanas robezas, no nekurienes uzvirmo mirgulojoss stigu akords
(lontanamente, quasi fuori dal mondo 30:33). Ka viegli smailas otas triepieni te ieskanas mezrags,
klarnete, timpani, trompete, fagots, basklarnete un anglu rags.

Komponista anotacija

2020. gada rudent devos garos pargajienos gar Latvijas jaras piekrasti. Viens no sev paSam dotajiem
uzdevumiem bija iegaumét, iedomata atminu linija savienot ikkatru liedaga linijas izliekumu,

pagriezienu, taluma un geografiska novietojuma apzinu, faktlru mainu zem kajam, smarzas, putnu

sugas, laika apstak|us, apzinas un zemapzinas domas un atminas, kuras raisa katrs no linijas punktiem.
lerakstit un saglabat to visu tada ka atminas filma. Kada véla, auksta rudens pievakaré visneparastakais



bija silts véj$ - no kapam uzvilnojosas pék3nas, silta, apnemosa véja masas - sakrala pasargatibas,
patvéruma, drosibas sajuta. Tepat blakus jurai - mainigai, vésai, brizam skarbai, Joti skaistai, tuvai.

Darbu pie simfonijas saku gada, kad kluvu par Valsts kulttrkapitala fonda stipendiatu. Stradaju pie tas,
domajot par nezinamu nakotni, bet, tad sanemu Andra Pogas aicinajumu k|Gt par Latvijas Nacionala
simfoniska orkestra rezidéjoso komponistu. Simfoniju taja bridi gandriz jau biju pabeidzis, un ta ir
veltita maniem draugiem muzika - Latvijas Nacionalajam simfoniskajam orkestrim un Andrim Pogam.
Skandarba galvenais uzdevums ir risinat ilgstamibas, krasu un telpiskuma problematiku, ko ar ipasu
baudu un bez konkrétas saturiskas programmas var apcerét $ada izvérstas formas opusa, izcelot

gan prieksplanus un perspektivas, attalinatus atrus procesus un tuvplana Ienuma realitati, skanisku
disonansu fanfaras paralélas laika dimensijas klajot pari svétlaimigai iek$&jai harmonijai. Darba procesa
$o pakapeniskumu un vienlaicigo pastavesanu véroju lidzigi ka juras ainavu pakapeniskumu. Ka
aizraujo$a, nezinama stasta liniju.

“Vientula priede. Falsifikacija un epitafija” / The Lonely Pine Tree. Falsification and Epitaph (2024)

Darba apaksvirsraksts vésta: ta ir “fantazija par (komponista) Emila Darzina (1875-1910) ne pilniba
iznicinata darba materialu.” LatvieSu muzikologs Arnolds Klotins lakoniski formulé Darzina vietu
latvieSu komponistu vida: “Popularakais latvieSu muzikas klasikis .. Muzikas domatajs, kurs Latvija
iedibinajis intelektualu un sociali centrétu mazikas kritiku.” Muzikas autors nelaus samelot, ka $is ir
pirmais vina darbs, kura par pamatu ir cita komponista atstatas skices. Impulss un ideja rakstit “Priedi”,
izmantojot Darzina opusa lauskas, nacis no Liepajas Simfoniska orkestra.

Komponista anotacija

Emils Darzins - poétiska, legendam apvita personiba, kura kora un vokala lirika, ka ari “Melanholiskais
valsis” zinams katram latvietim. Daudz netrika, lai saglabajies nebttu ari valsis - emociju uzplida péc
apvainojumiem plagiatisma komponists centas iznicinat savas nedaudzas simfoniskas kompozicijas,
kuru vida art “Vientula priede” - darbs, kuru laikabiedri slavéjusi, bet komponists un dirigents Pavuls
Jurjans samanijis, vina ieskata, neparprotamas lidzibas ar Zana Sibéliusa “Tuonelas gulbi”, par ko ari
pasudzeéjies. Sibéliusa atbilde, ka Darzins “neparprotami ir darinajis savu “priedi” zem mana “gulbja”
iespaida” bija pédéjais piliens, lai vieniga opusa partittra aizietu uguns rijiba.

Nav zinams, vai tolaik augstpratigais, slavenais somu komponists partittra vispar ir ieskatijas - ta nav
23 atrodama vina arhivos (vai arf ir [idziga veida iznicinata), tacu Rigas véstures un kugniecibas muzeja,



ka ar1 Latvijas Nacionala rakstniecibas un mazikas muzeja arhivos joprojam atrodamas cetras pilniba
vai daléji saglabajusas instrumentu partijas (divas klarnetes, anglu rags un fagots), kas dod vismaz
aptuvenu prieksstatu par iesp&jamo skandarba raksturu. Tomér ne visa skandarba garuma nojausams
ta raksturs, sakuma klarnetes trilleri varétu but ar jebkadu apkartéjo skanisko kontekstu, tadé| svarigi
apraksti periodika un atminas, pieméram pasa Darzina teiktais: “.. Lidziba izmanama gabala uzbave,
pasos pirmajos astonbalsigajos, plasajos vijolu akordos, bez tam, Tsi prieks beigam, plasajos bazinu
akordos.”

Tuvojoties Emila Darzina 150. dzim3$anas dienai, atlavos riskantu, spiritisku celojumu pagatnes
zemapzina, méginot vismaz dalé&ji atsaukt Saja pusé to, ka varéja skanét “Vientula priede”. Protams,
pilniba pretendét uz Emila Darzina materiala uzminésanu nevaru, tomér, manuprat, paris vietas Emils
man nedaudz ir pacukstéjis prieksa. Lai ari tris partijas saglabajusas lidz pat skandarba beigam, mana
“Vientula priede” turpinas lidz vadosas - pirmas klarnetes - saglabajusas vienas partijas lappuses

beigam, talak negaiditi parejot pasa radita materiala - veltijuma Emilam Darzinam, kura gaiss dzidrums,

kradni uzplaiksnijumi, spriega, sapiga izskana ir tas ipasibas, kas, péc mums zinamam liecibam, bija
raksturigas pasa komponista nepiedodami isajai dzivei. Mana turpinajuma, kuru redzu ka vesturiskai
ékai sienu pret sienu pieblvétu Sodienigu namu vai ari péksnu tarpeju cauri laikiem, saklausamas art
alGzijas par klarnetes témas motivu, bet sakuma stigu astonbalsigie akordi pavisam cita konteksta
skandarba izskana, arkveidigi veido atgrieSanos radikali izmainita pasaulé.

ved caur dzives realiju sadursmém un viena bridi sastingst metafiziska skaistuma,” raksta muzikologe
Lauma Malnace. Muzikas kritiki raksturo Dzeni$a muziku ka ekspresivu, piesatinatu, krasam bagatu.
Kontrastos - polarizétu. Vienlaikus ta var bat atklati emocionala, varosi karsta, un meditativa,
atsvesinata, izdzivojot ilgstosas, pakapeniskas stavok|u mainas. DzeniS8a muazika ir dabas, apceres,
panteistiski kluséjosas visa vienotibas sajutas piepildita. Loti personiska sava gariguma. Pastav
uzskats, ka mizika, ka valoda jau pirmatnéji ir abstrakta, ta izsledz vardus, satura konkretizacijas
nepiecieSamibu, ta ir tikpat abstrakta, ka daba un visums mums apkart, katram dzirdéto, komponista
iekséji ieceréto atlauts tulkot daudzveidigi - 8t ir ari Andra DzeniSa parlieciba, neaizraujoties ar
padzilinatu savu darbu satura izskaidrosanu.

Kontrasti, daudzveidigas muzikalo Zestu formas raksturo gan atseviskus vina darbus, gan ari visu
dailradi kopuma - spéja radikali maintties, saglabajot sev raksturigus, savas muzikas pazingjam
atpazistamus muzikas elementus, ir loti raksturiga DzeniSa muzikas iezime.

24
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Vina darbiem biezi raksturiga neslépta laikmetigi - romantiska valoda, galvenokart balstoties intuitiva
mazikas materiala organizésanas forma. Retak vina muzika sastopami atseviski, dal&ji racionali veidoti
elementi, ar izteiktu pétniecibu tembra, ritmikas un faktdras valoda. Pédéjo gadu mizika komponists
atgriezies pie mekléjumiem tonala un modala skanu lauka, mekléjot jaunas telpiskuma, sferiskuma, un
tembralo krasu iespéjas jau pazistamas skanu sistémas. Darba ar tradicijam vins izmanto nejausibu,
intuitivumu, dazkart - apzinatu klasisku likumu ignorésanu, ka principu harmoniski - melodisku modelu
veido$ana un attistisana.

Centrala vina interese ir simfoniska, kora mizika, mazika lieliem izpilditaju sastaviem, kur biezi

tiek izcelts Andra Dzenisa instrumentacijas talants, lielu skanu organismu telpiska faktaras izjata.
Vienlaikus, liels daudzums muziku iecienttu darbu ir radits ari kamermdazikas Zanra, bet pasa
interese ir par elektronisko muziku, kura Dzenitis kapj pari zanru robezam, vairak aizraujoties ar brivo
improvizaciju un robezam starp skanas dailumu un troksni.

Prestizas Eiropas koncertzalés izskanéjusi Dzenisa orkestra muizika - tai skaitd Amsterdamas
Concertgebouw, Berlines filharmonija, Dortmundes Konzerthaus, Londonas Karaliskaja Svétku zale
un citur. 2018. gada vairakos koncertos Eiropa un Amerika atskanojumus piedzivoja vina skandarbs
“Mara”, ko komponistam pasutinaja dirigents Andris Nelsons abiem vina vaditajiem orkestriem -
Leipcigas Gewandhaus un Bostonas simfoniskajam orkestrim. Dzeni$a mazikas interpretu vidd jamin
ar1 Gidons Krémers un orkestris Kremerata Baltica, Ensemble Modern ar dirigentiem Péteru Etvesu,
Klemensu Heilu un Anu Tali, Iveta Apkalna, Berlines un Amsterdamas Radio simfoniskie orkestri,
Belgijas Nacionalais orkestris, Basku zemes un Vroclavas simfoniskie, Zarbrikenes- Keizerslauternes,
ka arf Valensijas un Grankanarijas simfoniskie orkestri un dirigents Karels Marks SiSons. Tapat Latvijas
Nacionalais un Liepajas simfoniskie orkestri, Latvijas Radio koris, Valsts akadémiskais koris “Latvija”,
SWR Vokalensemble (Vacija), orkestri “Rigas kamermuaziki”, Sinfonietta Riga, stigu kvarteti Mivos
(ASV), Akilone (Francija) un Silézijas stigu kvartets (Polija), kameransambli Kroumata (Zviedrija),
Paragon (Skotija), Pierrot Lunaire Ensemble Wien (Austrija), Caput (Islande), patéjukvintets Carion
(Danija) u. c.

andrisdzenitis.com



Liepajas Simfoniskais orkestris (LSO) jau vairak neka 140 gadu dalas muzikas milestiba ar klausitajiem
Latvija un arpus tas robezam.

2010. gada LSO ieguva valsts orkestra statusu, kllstot par nozimigu Latvijas kultUras véstnieku visa
pasaulé, koncertos gan priecéjot ar klasiskas mazikas Sedevriem, gan ipasu uzmanibu pievéersot
latvieSu komponistiem un vinu dailrades veicinasanai - orkestris piedalas pirmatskanojumos un pasuta
ievérojamu daudzumu jaundarbu.

Publikas un specialistu vértéjumam nodoti visi LSO ierosinata monumentala 12 “Liepajas koncertu”
cikla skandarbi. LSO Latvijas simtgades simfoniju cikla lidz §im atskanotas tadu latvieSu komponistu
ka Riharda Dubras, Imanta Kalnina, Andra Vecumnieka un Jana Laséna simfonijas, savukart 2019. gada
péc LSO ierosinajuma tapa Riharda Dubras opera “Suitu saga”.

LSO vairakas reizes sanémis Latvijas Lielo mizikas balvu un astonas reizes kluvis par Latvijas muzikas
ierakstu gada balvas “Zelta mikrofons” ieguvéju. Orkestris sanémis ari citus nozimigus apbalvojumu.

Liepajas Simfoniska orkestra 142. sezonas atklasanas koncerts, kas vienlaikus bija inauguracija orkestra
makslinieciskajam vaditajam un galvenajam dirigentam Guntim Kuzmam sanéma prestizo Latvijas
sabiedrisko mediju gada balvu “Kilograms kulttras 2022".

LSO misija ir radit jégpilnu saikni starp maziku un cilvekiem, padarot maziku pieejamu un baudamu, lai
ik katra koncerta ar skaistas muzikas palidzibu svinétu masu bagato kultiras mantojumu.

Kops$ 2022. gada rudens LSO galvenais dirigents un makslinieciskais vaditajs ir Guntis Kuzma.

Iso.lv

Dirigents un klarnetists Guntis Kuzma savu talantu spilgti apliecinajis daudzu orkestru prieksa. No
2014. Iidz 2022. gadam vins bija Latvijas Nacionala simfoniska orkestra dirigents, 2019. gada vadijis
kamerorkestri Accademia Baltica koncertus, ka solists un dirigents regulari sadarbojas ar vél citiem
orkestriem, toskait Sinfonietta Riga un Sinfonia concertante.

“Lielas mazikas balvas 2018" ieguvéjs par diviem izciliem veikumiem: Adolfa Skultes Piektas simfonijas
interpretaciju “LatvieSu simfoniskas muazikas lielkoncerta”, vadot Latvijas Nacionalo simfonisko
orkestri, un Sebastiana Fagerlunda Klarnetes koncerta atskanojumu solista loma. Starptautisku
konkursu laureats.
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Guntis Kuzma ir muzikis, kas nebaidas no izaicinajumiem, par ko liecina vina aktiva interese par
laikmetigo miziku un daudzu jaundarbu pirmatskanojumi gan klarnetista, gan dirigenta loma. Kuzmas
interpretacija Latvijas un Gruzijas pirmatskanojumu piedzivojis arkartigi sarezgitais Pjéra Buléza opuss
Dialogue de I'ombre double klarnetei un elektronikai.

2024. gada septembri Guntis Kuzma kopa ar Liepajas Simfonisko orkestri zviedru dirigenta Kristiana
Lindberga vadiba solista loma atskanoja izaicino$i virtuozo DZona Koriljano Koncertu klarnetei un
orkestrim.

“Jaundarbu iestudésana un atskanosana man tieSam rada patiesu baudu. Bat pirmajam, kas sak iepazit,
meklét, sadarboties ar komponistu. Ceru, ka es to nekad nemetisu pie malas,” stasta Guntis Kuzma,
kurs nereti ir interpretéjis tehniskaja zina gluzi ekstréemus 20. gadsimta modernistu darbus

Vins ir bijis solists Alvila Altmana, Marites Dombrovskas, Andra Dzeni$a un Riharda Zalupes
koncertzanra darbu pirmatskanojumos, ka art Rolanda Kronlaka un Erika ESenvalda kamerdarbu
pirmais interprets. Dirigenta statusa vins ir pirmatskanojis llonas Breges, Platona Buravicka, Marinas
Gribincikas, Romualda Jermaka, Gundegas Smites un Andra Vecumnieka maziku. Spélé&jis un dirigé&jis
ariJura Kar[sona, Vinetas Lices, Jana Petraskevica, Kristapa Pétersona, Pétera Plakida, Ata Stepina,
Gundegas Smites, Pétera Vaska, Margera Zarina, Imanta Zemzara u.c. latvieSu komponistu muziku.

Lidzas pasaules simfoniska zelta repertuara atskanos$anai Liepajas Simfoniska orkestra galvenais
dirigents ka mérki izvirzijis latvieSu muzikas ierakstu krajumu papildinasanu un latvieSu muazikas
jaundarbu pasutisanu, tada veida turpinot orkestra ilgo gadu darbu pie Liepajas instrumentalo
koncertu un simfoniju sérijas.

Guntis Kuzma uzstajies ASV, Danija, lgaunija, Latvija, Lietuva, Ukraina, Vacija, Zviedrija. Daudzu
Latvijas Radio fondu ierakstu dalibnieks. 2022. gada klaja naca Gunta Kuzmas soloalbums, kas tapis
sadarbiba ar pianisti Agnesi Eglinu.

Guntis Kuzma kops 2022./2023. gada sezonas ir Liepajas Simfoniska orkestra galvenais dirigents un
makslinieciskais vaditajs.






