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THE SYMPHONIES OF JANIS IVANOVS

The life and work of Janis Ivanovs represents one of the most vivid and powerful chapters in the still-unwritten
history of Latvian music. His oeuvre includes twenty-one symphonies; symphonic miniatures; concerti for violin, cello
and piano; instrumental chamber music; several solo songs; piano pieces and a series of a cappella choral works.

Ivanovs’ style is distinctive, recognisable and powerful. His former student Juris Karlsons, who graduated from
Ivanovs’ composition class in 1972, says: “l don’t know of any other Latvian composer with such powerful and
dramatic music. It's music in which there are three points of conflict: fate, faith and struggle. And also a very
masculine romanticism. A poignancy that’s never maudlin.”

The list of symphonies by Janis lvanovs includes twenty completed works (his twenty-first symphony was
orchestrated by Karlsons after his death). Although sources differ in how to categorise the symphonies; we present
the following grouping:

« The first three symphonies (1933, 1935, 1938) reveal a romantically inclined young man with his own “Ivanovesque”
qualities regarding harmony.

« Symphony No. 4, “Atlantis” (1941), marks a turning point in terms of the scale of its apocalyptic themes as well as the
starkness of its expression.

- Symphony No. 5 (1945) follows, to a certain extent, the conceptual framework of Symphony No. 4.

« Symphony No. 6 (1949) is a work of atonement for “the sins of formalism”. Following the devastating 1948 decision
by the Central Committee of the All-Union Communist (Bolshevik) Party “On Vano Muradeli’s opera ‘The Great
Friendship™, lvanovs needed to prove to Soviet cultural officials that he was capable of adhering to the so-called
socialist realist paradigm befitting the proletariat - the symphony is simple, melodic and beloved by listeners.

« The period from Symphony No. 7 to Symphony No. 13 (1953-1969) constitutes the middle phase of lvanovs’
symphonic oeuvre. We will not examine it in detail here, but suffice it to say that Symphony No. 9 marks another turning
point; Imants Zemzaris, a composer and critic who is a leading authority on Ivanovs’ work, considers Symphonies Nos.
10 and 12 to be experimental; and Symphony No. 13, or the “Symphonia humana”, which was premiered in January 1970
and is formally dedicated to the 100th anniversary of Vladimir Lenin’s birth, presents a certain paradox, namely, the
moving text by Ziedonis Purvs stands in stark contrast to the macabre nature of the music.

« Symphony No. 14, “Sinfonia da camera” (1971), is another significant turning point, signalling the late period of
Ivanovs’ symphonic output, which is characterised by a considerably more personal flow of expression.

- Before the final examples of the genre, which are true masterpieces, comes Symphony No. 15, “Symphonia ipsa”
(1972), which was not a great success. It is probably no coincidence that Leons Reiters, a conductor otherwise very
devoted to Ivanovs’ music, threw the symphony’s score into the Riga Canal.

« Symphonies Nos. 16 to 20 (1974,1976,1977,1979) are a series of masterpieces; each intensely rich symphonic canvas



is a crowning achievement for the composer.
« The unfinished Symphony No. 21 (1983) is discussed in greater detail below.

The premieres of Symphonies Nos. 1and 3 were conducted by the renowned composer Janis Medins, who was the
artistic director of the Radio Orchestra (now the Latvian National Symphony Orchestra, or LNSO). Conductor Arvids
Parups led the first performance of Symphony No. 2. The premiere of Symphony No. 4, conducted by the composer
Bruno Skulte, took place during the German occupation of Latvia during the Second World War. Symphony No. 5
was first performed in Moscow by the Bolshoi Theatre Orchestra under the baton of Abram Stasevich. The gruff

but distinctly gifted Leonids Vigners conducted the premieres of Symphonies Nos. 6,7 and 8. The premieres of
Symphonies Nos. 9,10 and 11 (in Kaunas) were led by Edgars Tons, the most prominent and most Western-oriented
conductor of his time. Following Tons’ untimely death, Symphony No. 12 was once again conducted by Vigners.

The premiere of Symphony No. 13 was entrusted to maestro Arnold Katz from Novosibirsk. Estonian maestro Eri
Klas conducted the premiere of Symphony No. 15. The honour of premiering Symphonies Nos. 16 to 21 fell to Vassily
Sinaisky, who revived the LNSO's flagging creative energy.

Symphony No. 14 was one of only two works not premiered by the LNSO (the other exception is No. 5, which
premiered in Moscow). It was performed by the Latvian Philharmonic Chamber Orchestra, conducted by its long-
time artistic director, Tovijs LifSics. The premiere took place not in Riga but in Rézekne, the second-largest city in
Ivanovs’ native Latgale region, where the music school was named after lvanovs following his death.

The SKANI national sound recording house may finally succeed in doing what it should have done long ago, namely,
the complete recordings of Ivanovs’ symphonies are gradually taking shape. At least we are on our way there. The
LNSO and Guntis Kuzma have already recorded Symphonies Nos. 15 and 16 (2021) as well as Nos. 17 and 18 (2022). A
few years earlier, the LNSO and conductor Andris Poga recorded Symphonies Nos. 5 and 20.

THE LIFE OF JANIS IVANOVS

Janis Ivanovs was born on 9 October 1906, in the village of Babri near Preili. His parents were Old Believers, and
this leaves ample room for speculation as to whether, in some way, the reserve and asceticism characteristic of Old
Believer culture influenced the character of lvan Ivanov, later known as Janis lvanovs.

The future composer’s parents did recognise their son’s talent, but they were not wealthy enough to provide high-
quality educations for their five children. lvanovs’ father was an electrician and held a steady job on the Skriveri
telegraph line. The family lived in Skriveri for a short time, but soon the First World War broke out, the family fled as
refugees, and young lvanovs continued his education in Vitebsk and Smolensk, where the railroad workers’ club also
had a music studio. In addition, he had the opportunity to contribute his resonant alto voice to the club’s mixed choir.
The Ivanovs family returned to Latgale in 1920.



As a child, Ivanovs drew inspiration from the songs his mother sang, from the kaleidoscope of cultures at the Preili
fair and from the nature of Latgale. And yes, the Latgale region has its own special temperament, its own picturesque
scenery, and a uniqueness that penetrated Ivanovs’ very being and remained there for life. Despite his lack of
professional training, at the age of sixteen lvanovs composed an anthem in the constructed language of Ido (a
derivative of Esperanto), submitted it to a competition announced by the International Esperanto Association in
Vienna, and received an award - his first honorarium in the field of music.

The young lvanovs showed great talent in the visual arts, and his interest in them did not wane in later years. He
attended lectures by Vilhelms Purvitis and befriended several other noteworthy artists, whose work he followed
for the rest of his life. His interest in colours and their relationships may be linked to what is known as synaesthesia,
a condition that each individual experiences differently. lvanovs, for example, perceived the note C as white, D as
brown, E as red, F as yellow, G as green, A as light blue and B as black.

However, the call of music proved stronger than painting. lvanovs composed his first pieces of music: piano preludes,
arrangements of folk songs, dance orchestrations. Once the autumn work at home was finished, he frequently
travelled to Riga to take private piano lessons.

And then came the fateful autumn of 1924. As music historian Diana Albina writes, the potatoes had been dug up,
the flax harvested and the rye sown - Ivanovs was free to be on his way. He took with him a loaf of bread baked by
his mother and a silver coin given to him by his father. In his pocket were the compositions he would present at the
conservatoire. It was sixty kilometres to the station in Krustpils, a journey the young man undertook on foot on a
chilly October day, or so the legend goes.

Although the entrance exams had long since passed, the rector Jazeps Vitols recognised the young man’s
burgeoning talent and admitted Ivanovs to the student body. First came intensive piano studies and symphonic
orchestra conducting, and soon also composition under the tutelage of the master Vitols himself. Throughout his
studies, lvanovs faced a constant lack of funds, but the conservatoire was accommodating, and the rector himself
as well as the Russian National Union provided financial support. After completing his studies, lvanovs occasionally
had the opportunity to conduct, and in one review, the prominent critic Vidvuds Jurévi¢s wrote: “In recent concerts,
we have seen Janis Kalnins, Péteris Barisons and Janis lvanovs on the podium. Of these, the first is most blessed
with outward elegance and a clear, fluid gesture, while the last possesses the greatest inner conviction and a fervent
temperament.” Working at the Radiophon had a profound influence on lvanovs, and there the young composer had
the opportunity to not only conduct the orchestra but also broaden his horizons in the direction of Western music.

At the same time, lvanovs was working on his first major works. Regarding Vitols, lvanovs stated, “Without him, |
would be nothing.” Yet the two men held very different views on the purpose of art: Vitols sought to uplift the spirit,
while Ivanovs looked unflinchingly into the face of life’s reality. When a concert featuring lvanovs’ compositions
was announced, Vitols reportedly said that he certainly would not be attending, because alongside the beautiful
passages in Ivanovs’ works, there was always a spoonful of tar. Indeed, Ivanovs rarely caressed the ears of listeners,



especially in the compositions he wrote after the outbreak of the Second World War. In the 1930s, however, he gladly
painted the landscapes of his beloved Latgale in sound, played with the expressive techniques of Impressionism and
wove the occasional folk motif into his music. But with the forebodings of the war and the creation of his Symphony
No. 4, “Atlantis”, the composer’s musical language matured to previously unimagined depths.

After the war, Ivanovs was criticised for traces of formalism in his Symphony No. 5 and atoned for his “crime” with
the folk-inspired Symphony No. 6, which is melodious but not truly “lvanovian”. He was repeatedly asked to describe
in words what his music was about, but he refused, maintaining that everything was already expressed in sound.

The annotation to the Symphony No. 6 was not written by Ivanovs himself but by Arvids Darkevics, a man of great
erudition but loyal to the Communist Party line.

Ivanovs did not become a member of the Soviet Union'’s sole political party. Yet this did not prevent him from being
selected as a deputy to the Supreme Soviet of the USSR in the 1950s. In this capacity, he was entitled to subscribe to
the Amerika magazine.

Yes, lvanovs was interested in all aspects of life. Imants Zemzaris writes that the master composer enjoyed admiring
the monument to Rainis, which stands on the Esplanade in central Riga; that as a member of the Lenin and State
Prize Award Committee, he praised Gediminas Joklbonis” monumental stone-carved memorial to the victims of
fascism in Pir¢iupiai as well as the Salaspils Memorial on the outskirts of Riga; and it was likely that he read Elpa,

the passionately crafted collection of poetry by Ojars Vacietis. Zemzaris cites the artists Edvins Andersons, Pauls
Duskins, Semjons éegelmans (Simon Shegelman) and Janis Pauluks as contemporaries of lvanovs, adding that,
according to artist Mara Rikmane, Pauluks once stopped at a street intersection and “combed the ‘minor’ composers
out of his hair, leaving only Beethoven, Ivanovs and perhaps one or two others”. Ivanovs took a keen interest in jazz.
He listened to the Beatles together with his students in his apartment. Seemingly affable and easygoing yet reserved
and unapproachable - this is the image that later generations have formed of the composer based on everything
they've read and heard about him. It’s hard to imagine that to his friends and acquaintances in the 1930s, Ivanovs was
“Jantarpins” (meaning ‘glow-worm’), as they had affectionately nicknamed him.

Ivanovs categorically refused to travel abroad and lived out the rest of his life in a small two-room apartment on
Martas iela in Riga, where his wife kept the home comfortable and inviting. They spent their summers at their
summer home in Jarmala (Vizbulite Bérzina wrote about the nearby Lielupe meadows, which reminded the
composer of the landscapes of Latgale), but his routine was strict - a train to Riga early every morning to work on a
new composition.

During the Soviet period, Ivanovs wrote almost no music with lyrics. He did, however, have an idea for an opera. The
libretto would have been based on the decision of Count Borch of Preili to immure the beautiful peasant girl Agate in
a niche of the castle wall (the sacrifice would ensure the family’s immortality). But Borch’s only son, Siegmund, loves
Agate, and when he discovers her dead, he shoots himself beside her corpse, while the count loses his mind. For
Ivanovs, the ideal of opera was Tosca, a work that has dramatic scope, intense emotions and passionate outbursts.
Although Ivanovs never wrote his opera, this passionate fervour found its outlet in his symphonies.



When assessing lvanovs’ creative style, critics often cite the influence of the rhythm of Latvian folk songs as well

as similarities with the music of Nikolai Myaskovsky, Leo$ Janacek and Ralph Vaughan Williams (a hint of Gustav
Holst’s The Planets can also be heard in Symphony No. 21). Zemzaris hears echoes of Olivier Messiaen’s chords and,
of course, Dmitri Shostakovich, though not in a particularly favourable light, as Shostakovich once dismissed one

of lvanovs’ symphonies as “film music” and criticised its orchestration. Zemzaris writes: “The relationship between
Janis lvanovs and Dmitri Shostakovich, at least from Ivanovs’ perspective, can be described as highly distant and
shaped by musical as well as personal factors. On the one hand, Ivanovs called Shostakovich an imitator of Mahler’s
music; on the other hand, around the time of Shostakovich’s death and the composition of his own Symphony No.
16, he proudly declared, ‘| have finally surpassed Shostakovich!’ But lvanovs always spoke of Sergei Prokofiev with
unwavering respect.” One of the composers closest to lvanovs in spirit was Arthur Honegger, and this influence can
sometimes be clearly heard in Ivanovs’ works.

SYMPHONY NO. 19

Arnolds Klotins, Latvia’s most prominent musicologist, wrote precisely and comprehensively about lvanovs’
Symphony No. 19 (Padomju Jaunatne, 4 April 1981): “In my view, Janis Ivanovs’ Symphony No. 19 belongs to those
works of art in which the artist has clearly succeeded in expressing what has long preoccupied him and has in a less
plastic form forged a path in his creative work. [..] Once again, we realise just how much romantic grandeur and skill
there is in lvanovs’ world of sound to elevate raw emotions to poetic heights. [..] To be more precise, the harshly true
and the ideal are presented here in such a genuinely balanced and vivid manner that, despite music being the most
romantic of the arts, it once again compels us to seek out that oft-abused epithet - realistic.”

From Vija Briede’s article in the Rigas Balss newspaper on 9 October 1979 (Ivanovs’ 73rd birthday) we learn that the
four movements of Symphony No. 19 have been given titles:

First movement - Sapientia, or “Wisdom”
Second movement - Bonitas, or “Benevolence”

Third movement - Alternitas, or “Eternity” [because the titles of the movements are not indicated in the score, one
can only surmise that this may be a typographical error, as alternitas means ‘alternation’, whereas ‘eternity’ would be
aeternitas]

Fourth movement - Magnitudo, or “Magnitude”

It is worth paying attention to a passage around the 2:25 mark in the second movement, where what sounds like a
‘clock of eternity’ suddenly rings out in the middle of the swift scherzo, while the section from 3:45 to approximately
4:25 offers an essential example (one of many, of course) of lvanovs’ harmonic thinking.



In the third movement, the majestic passage leading to the brilliant C-sharp major is particularly captivating. It occurs
a second time at the end of the movement, followed by a sequence of three-part fifth chords and inversions in the
cellos; it concludes in E major, and the final note is an F played in unison by the basses, cellos and violas.

In the fourth movement, the constant tension between minor and major seconds engages the listener’s ears. Motifs
from the symphony’s first movement appear, and the resolution is in the B-flat tonic, although the key - minor or
major - remains undefined. The conclusion is empty and unresolved, lacking a third interval; the dialogue between
the composer and the listener ends with something fatal that defies description.

In an interview with Janis Torgans in 1986, Juris Karlsons stated: “Most of his symphonies do not contain specific
narrative themes, and yet, in the context of Janis Ilvanovs’ life and work, we perceive them as documents of an era in
which the professor was particularly troubled by the unstable balance between war and peace, and the problem of
the world’s possible destruction. | recall that, in connection with the Symphony No. 19, he even sent a letter to the
United Nations expressing his thoughts on these matters. It must be reiterated that the composers of today have
been unable to grasp this theme with the same depth or significance.”

The premiere of the Symphony No. 19 took place on 22 May 1980 in Riga, performed by the Latvian National
Symphony Orchestra and conductor Vassily Sinaisky.

LEONORA IVANOVA SPEAKS

In a1993 interview with Imants Zemzaris, Leonora Ivanova, the widow of Janis lvanovs, spoke about her husband’s
habit of constantly studying new orchestral scores:

“He later commented on his compulsion to read scores: he did so to avoid any similarities with what had already been
created. Regarding Symphony No. 19, he said, ‘Nothing like this can be found in the literature.” Regarding Symphony
No. 20, he said, ‘This is my requiem.” During his final iliness, he said, ‘Inspiration has left me.” At the time, however,
Ivanovs was composing the Symphony No. 21, and he was mistaken - inspiration had certainly not left him.

SYMPHONY NO. 21

Ivanovs had planned a traditional four-movement symphony but managed to write only three movements. The
symphony also remained unorchestrated. The last entry in the score is dated 23 March 1983. Four days later, at 10:00
a.m. on 27 March - Ivanovs passed away.

Juris Karlsons was entrusted with the task of completing the symphony: “At first, | remember my hands and feet
trembling out of reverence, but once | got into the work, | discovered that it was written in an extraordinarily

simple and beautiful way, and that it could be deciphered. I'm not talking about the parts that actually needed to

be composed, but in the sections where everything was fully developed and perfectly written, you got the feeling 10



n

that he was placing his hands on the piano and hearing the orchestra. By the way, he was a very good pianist. Even
though it required a lot of work and placed a heavy burden of responsibility on me, | gained a great deal from this
experience both personally and professionally. | undertook extensive and lengthy preparatory work, spending an
entire year studying the music materials and immersing myself in them. | hope that perhaps I've managed to get
close to the essence of this music” (from interviews with musicologist Janis Torgans and Gunda Vaivode, the director
of Latvian Radio 3 “Klasika”).

The premiere of Symphony No. 21 was performed by the LNSO and Vassily Sinaisky on 3 May 1984. However, the first
movement of the symphony had already been presented to an audience - Leonids Vigners had literally snatched the
score from Karlsons’ hand so that, in late 1983, it could be included in a “Musical Fridays” series concert by the Music
Academy Symphony Orchestra alongside Symphony No. 20 and the Dziesma (Song) cantata. It was a good thing
that it happened that way, Karlsons later admitted, because this dress rehearsal of sorts revealed nuances in his work
that needed correcting and reconsidering. He completed the second and third movements and only then returned
to finish the final version of the first movement.

Following the premiere, music historian lima Grauzdina wrote: “The symphony’s central theme is essentially tragic
yet imbued with lyrical clarity; it features the tense, heightened character of the waltz in the third movement and
even contains superhuman crescendos, dramatic struggle and the tension of spiritual strength. [..] Let us rise to our
feet, listeners, in commemoration of the unwritten fourth movement. Let us honour our Master of symphonic music,
who, though no longer with us during these days of the [Composers” Union] congress, is nevertheless among us. In
his rightful place, at the first concert of the congress.”

The first movement of the symphony begins and ends in A-flat major. Whether we trust the accounts of lvanovs’
colour hearing or not, it is tempting to imagine along with him that E-flat is cherry red, D-flat is violet-brown, G-flat is
velvety green and A-flat is the colour of lilacs.

The second movement is interwoven with a chorale characteristic of Ivanovs, which can be heard around the 1:35,
4:45 and 7:00 marks. Karlsons says: “The slow movement of Symphony No. 21 contains chords like those of Bach
- nothing overly clever, just four or five chords we've known for three hundred years - but the context, what he
conveys with these few chords, its conceptual depth, amazes me.” Interestingly, after the A-flat major tonic of the
first movement, the second movement begins, surprisingly and quite incongruously, a half-step higher, in A minor.
The timbre of the bass clarinet, so beloved by Ivanovs, catches the listener’s ear in this movement.

The third movement begins with a beautiful chord progression: D minor, F minor, A-flat minor and a dominant
seventh chord to C. Then a vivid melodic phrase: F-sharp, G, D, B. In the second chord progression, D minor and F
minor are followed by a C-flat major triad, a D major 4/6 chord, an A-flat minor triad and a dominant seventh chord to
C.Then a second melodic phrase: G, C, F-sharp, C-sharp. Both symbolise the sign of the cross, and both are played
three times. Around the 3:02 mark, we hear these two fifths again: G descending to C, and F-sharp and ascending

to C-sharp. The sign of the cross is also played three times here: by the flute, the oboe and the clarinet. Around the



3:24 mark, we hear the waltz mentioned by Grauzdina, but it is strangely fragmented; the ear perceives a completely
different rhythmic pattern for the waltz than what is written in the score, and this discrepancy creates a slightly eerie
feeling. At the end of the movement, around 6:08, the music settles on the A-flat tonic, the undulating major seconds
from the beginning of the symphony’s first movement appear again, the clarinet plays the F-sharp-G-D-B sign of
the cross once, followed by the first violins, which play it twice, then a pause - and completely without warning, we
are presented with two grandiose A-flat major chords.

Karlsons stated in a conversation with Vaivode: “Regarding the end of the symphony, people sometimes ask me,
‘Why did you add those two chords at the end? You shouldn’t have!’ [..] But in the score, you see a clef right after

the third movement, and the fourth movement will follow immediately. So, he had some kind of plan. Not a single
note has been added or inserted here; the form is arranged exactly as the composer himself intended in his notes.”
Karlsons would later add that perhaps it was intended as an attacca into the fourth movement. But Kuzma, who
considers Symphony No. 21to be lvanovs’ finest example of this genre, thinks perhaps it is Karlsons’ signature - his
way of saying “l did it.” In the recordings available in the Latvian Radio archives, most conductors choose to conclude
the symphony with this chord; the only exception is Normunds Sné, who concludes with the vanishing sign of the
cross.

CODA

The “Uzvara” kolkhoz in the Bauska district - a Soviet-era phenomenon of economic activity led by the exceptionally
capable Ivars Jansons - launched an initiative in 1984 to establish the Janis Ivanovs Music Prize. As reported

in periodicals of the time, the prize was to be presented every year at the kolkhoz's New Year's celebration

to pay tribute to the best musical composition; the most outstanding publications in the press, television and

radio broadcasts; and for the promotion of musical culture. The first winner of the prize was Juris Karlsons, the
co-composer of the Symphony No. 21. Other composers who went on to win the prize include Péteris Plakidis,
Romualds Jermaks, Péteris Vasks and Janis Norvilis.

In the Latgale region, the Janis Ivanovs Days have been celebrated in the towns of Rézekne and Preili for many years.

In the everyday world of symphonic programming, however, there is still not enough of Ivanovs” music. Alongside
masterpieces such as the Symphonies Nos. 4, 5, 9 and 14 as well as his final six symphonies, it is well worth exploring
how the rest of this composer’s creative output resonates in our time.

The scope of lvanovs’ oeuvre is difficult to grasp and even harder to describe. The key lies in listening to the music.
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The LATVIAN NATIONAL SYMPHONY ORCHESTRA (LNSO) was founded in 1926 as the Riga Radiophon
Orchestra and began its 100th season in September 2025. In August 2026, the orchestra begins its centenary cycle
of concerts, which concludes in late October.

Andris Poga led the LNSO as its artistic director from 2013 to 2021. The Finnish conductor Tarmo Peltokoski followed
in this role for three concert seasons beginning in May 2022 and is currently the orchestra’s conductor laureate.
Vassily Sinaisky, who was the principal conductor from 1975 to 1987, became an honorary conductor of the LNSO in
2017. Kristiina Poska has been the orchestra’s principal guest conductor since the autumn of 2021. The ensemble has
gained extensive experience performing in Latvia and abroad with outstanding guest conductors and soloists. For
the third consecutive season, the LNSO has selected a resident artist, and for its 101st season, this honour goes to the
world-renowned organist lveta Apkalna. The orchestra’s resident composer for the new season is llona Brege.

Alongside symphonic and vocal-symphonic music, the LNSO dedicates much of its activity to musical events for
children and young audiences, including the “LeNeSons” concert series and the “Symphonic Hit with Goran Gora”
multimedia concert series as well as other, often interdisciplinary musical projects. The LNSO also presents a chamber
music series each season and, since 2015, has hosted LNSO Vasarnica (LNSO Summer Festival), a festival for families
and friends held on summer weekends.

Guntis KUZMA is the chief conductor and artistic director of the Liepaja Symphony Orchestra.

The winner of the Grand Music Award 2018 for two outstanding performances: the interpretation of Adolfs Skulte’s
Symphony No. 5 at the “Grand Concert of Latvian Symphonic Music”, conducting the LNSO, and the performance of
Sebastian Fagerlund’s Clarinet Concerto as a soloist. He is the winner of many international competitions.

Conductor and clarinettist Guntis Kuzma has clearly demonstrated his talent in front of many orchestras. From the
year 2014 until 2022 he was the conductor of the Latvian National Symphony Orchestra, in 2019 he conducted the
concerts of the Accademia Baltica Chamber Orchestra, as a soloist and conductor he also regularly collaborates with
other orchestras, including the Sinfonietta Riga and Sinfonia Concertante.

Guntis Kuzma is a musician, who fears no challenge, judging from his active interest in contemporary music and premieres
of a number of compositions by him both as a clarinettist and a conductor. In his interpretation the extremely complex opus
Dialogue de I'ombre double for clarinet and electronics by Pierre Boulez has experienced Latvian and Georgian premieres.

Besides playing the world’s golden symphonic repertoire, the conductor of the Liepaja Symphony Orchestra has
set the goal to expand the collection of Latvian music recordings and commission new pieces of Latvian music, thus
continuing orchestra’s long-standing work on the Liepaja instrumental concert and symphony series.

Guntis Kuzma has performed in the USA, Denmark, Estonia, Latvia, Lithuania, Ukraine, Germany and Sweden.
He is a participant of many Latvian Radio Foundation recordings. In 2022 Guntis Kuzma'’s solo album, recorded in
collaboration with the pianist Agnese Eglina, was released.



Guntis Kuzma
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JANA IVANOVA SIMFONIJAS

Jana lvanova mizs un veikums ir viena no spilgtakajam un spécigakajam lappusém joprojam neuzrakstitaja latviesu
muzikas vésturé. Vina darbu saraksta ir 21 simfonija, simfoniskas miniatdiras, koncerti vijolei, ¢ellam un klavierém,
instrumentala kamermazika, kadas solodziesmas, klavierdarbi un virkne vokalizu korim a cappella.

Ivanova rokraksts ir individuals, atpazistams, spécigs. Vina kadreizéjais students Juris Karlsons, kurs absolvéja
Ivanova kompozicijas klasi 1972. gada, saka: “Nezinu otru latvieSu komponistu, kuram bditu tik spéciga, dramatiska
muzika. Mazika, kura ir tris konflikta stdri - liktenis, ticiba un cina. Un ari |oti viriSkiga romantika. SGrme, kas nekad nav
gauduliga.”

Jana Ivanova simfoniju saraksta ir divdesmit pabeigti opusi (21. simfoniju péc autora naves instrumentéja Juris
Karlsons). Dazados avotos ir atskirigs simfoniju grupéjums periodos, te dosim sadu:

- pirmas tris simfonijas (1933, 1935, 1938) rada romantiski noskanotu jaunekli ar savam ivanoviskam ipatnibam
harmonija;

« Ceturta simfonija “Atlantida” (1941) ir Ilizuma punkts gan apokaliptiskas idejas méroga zina, gan izteiksmes
skarbuma;

- Piekta simfonija (1945) zinama méra seko Ceturtas idejiskajam apvarsnim;

- Sesta simfonija (1949) ir “formalisma” greku nozélosanas opuss, ar ko Janim lvanovam péc 1948. gada Vissavienibas
komunistiskas (bol$eviku) partijas CK graujosa lemuma “Par Vano Muradeli operu “Liela draudziba”™ vajadzé&ja
padomiju kulttras funkcionariem pieradit, ka vins spéj ieklauties proletariatam pienemama t. s. socialistiska realisma
paradigma - simfonija ir vienkarsa, melodiska un klausitaju iemilota;

- no Septitas lidz 13. simfonijai (1953-1969) ir Jana lvanova simfoniju kopuma vidusposms, ko sikak neapskatisim,
tik teiksim, ka Devita ir jauns slieksnis, Desmito un 12. simfoniju Ivanova dailrades izcils pazinéjs komponists un
aprakstnieks Imants Zemzaris vérté ka eksperimentalas, savukart 13. simfonija jeb Symphonia humana, kas formali
ir veltijums Vladimira Lenina 100. dzim$anas dienas atcerei (pirmatskanojums 1970. gada janvari), rada zinamu
paradoksu: patétiskais Ziedona Purva teksts ir klaja pretruna ar mtizikas makabro iedabu;

« 14. simfonija da camera (1971) ir vél viens butisks pagrieziena punkts, tas iezimé lvanova simfoniju beidzamo periodu
ar ievérojami personiskakas informacijas plismu;

« bet pirms beidzamajiem Zanra paraugiem, kas ir isti meistardarbi, top 15. simfonija jeb Symphonia ipsa (1972), kas
nav liela veiksme, laikam jau ne velti lvanova mazikai visadi citadi uzticigais dirigents Leons Reiters ielidina simfonijas
partittru Rigas kanal;

« no16. lidz 20. simfonijai (1974,1976,1977,1979) katrs intensivi piepilditais simfoniskais ellas audekls ir lvanova miza
vainagojums - Sedevru virkne;

- par nepabeigto 21. simfoniju (1983) lasiet dazas rindkopas talak.



Pirmas un Tresas simfonijas pirmatskanojumu dirigé ieverojamais komponists, Radiofona orkestra (tagad LNSO)
makslinieciskais vaditajs Janis Medins; Otro simfoniju pasaulé laiz kapelmeistars Arvids Parups; Ceturtas simfonijas
pirmatskanojums komponista Bruno Skultes vadiba notiek Otra pasaules kara laika vacu okupacijas perioda;

Piekto simfoniju Maskava nospélé Liela teatra orkestris Abrama Stasévica vadiba; Sesto, Septito un Astoto pirmais
dirige Tpatni apdavinatais un saskarsme raupjais Leonids Vigners; par Devitas, Desmitas un 11. simfonijas (Kauna)
pirmatskanotaju klUst sava laika izcilakais un rietumnieciskakais maestro Edgars Tons; 12. simfoniju péc Tona paragras
naves atkal dirigé Leonids Vigners; 13. simfonija tiek uzticéta Novosibirskas lielmeistaram Arnoldam Kacam; 15.
simfoniju pirmatskano igaunu meistars Eri Klass, un tad no 16. lidz 21. simfonijai pirmatskanotaja gods piekrit LNSO
pagurusas radosas dzives atjaunotajam Vasilijam Sinaiskim.

14. simfonija ir gandriz vieniga, kas pirmaja reizé izskan nevis LNSO, bet Latvijas filharmonijas kamerorkestra
snieguma (iznémumes ir ari Piekta, kas skan Maskava), dirigé orkestra ilggadéjais makslinieciskais vaditajs Tovijs
LifSics, un pirmatskanojums notiek nevis Riga, bet lvanova dzimtas Latgales otraja lielakaja pilséta Rézekné, kuras
muzikas skola péc komponista naves nosaukta vina varda.

Nacionalais skanu ierakstu nams “SKANI", iespéjams, beidzot izdaris to, ko vajadzéja jau sen: pamazam top Jana
Ivanova simfoniju pilnieraksts. Vismaz esam cela uz to. LNSO un Guntis Kuzma jau ieskanojusi 15. un 16. simfoniju
(2021),17. un 18. simfoniju (2022). Kadus gadus agrak LNSO un Andra Pogas lasijuma sanémam Piekto un 20. simfoniju.

JANA IVANOVA MUZS

Janis Ivanovs piedzimst 1906. gada 9. oktobri Babru sadza netalu no Preiliem. Vina vecaki ir vecticibnieki, un te ir
plads lauks spekulacijam par to, vai vecticibniekiem raksturiga noslégtiba un tads ka skarbums kaut kada zina atstajis
iespaidu uz lvana lvanova, vélak Jana Ivanova raksturu.

Nakama komponista vecaki ir pietiekami apgaismoti, lai samanitu déla apdavinatibu, tacu nepietiekami turigi, lai
atlautos sGtit savus piecus bérnus augstas skolas. Tévs ir elektrotehnikas zinatajs, un vinam ir regulars darbs Skriveru
telegrafa linija. Neilgu laiku Skriveros dzivo visa gimene, bet tad sakas Pirmais pasaules kars, lvanovi dodas béglu
gaitas, Janim skolosanas notiek Vitebska un Smolenska, kur dzelzce|nieku kluba ir ari mazikas studija, turklat zénam ir
iespéja savu skanigo altu pievienot kluba jauktajam korim.1920. gada Ivanovu gimene atgriezas Latgalé.

Janis Ivanovs bérniba smel iespaidus no mammas dziedatajam dziesmam, no tautu karusela Preilu gadatirgd, no
Latgales dabas, un ja - Latgalei piemit savs Tpass temperaments, savs gleznains ainaviskums, tada neatkartojamiba,
kas lidz kaulam ietiek Jana Ivanova personiba un paliek tur uz mazu. Neraugoties uz profesionalo iemanu
nepietiekamibu lvanovs 16 gadu vecuma komponé maksligas valodas ido (esperanto atvasinajums) himnu, nosata
uz Starptautiskas esperantistu biedribas izsludinato konkursu Viné un sanem godalgu - tas ir Jana Ivanova pirmais
honorars mazikas lauka.

Bérniba Janis lvanovs radas stipri apdavinats vizualaja maksla, un interese par to nezid ari vélakos gados: lvanovs
apmeklé Vilhelma Purvisa lekcijas un sadraudzéjas ar vairakiem lieliskiem maksliniekiem, kuru dailradei seko lidz 16
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maza galam. Interese par krasam un to attiecibam, iesp&jams, saistita ar ta saukto sinestéziju. Te gan katram sava
dzirdéSana un redzésana. Pieméram, Ivanovam do ir balts, re brins, mi sarkans, fa dzeltens, sol zal$, la gaiszils un si
melns.

Mazikas sauciens tomér izradas stipraks par gleznosanu. Top pirmas kompozicijas: klavierpreltdijas, tautasdziesmu
apdares, deju instrumentacijas. Kad pabeigti rudens darbi, Janis lvanovs médz braukt uz Rigu, lai nemtu kadas
privatstundas klavierspélé.

Un tad pienak izskirosais 1924. gada rudens. Ka raksta mazikas vésturniece Diana Albina, kartupeli norakti, lini
noplukti, rudzi saséti - var doties cela. Lidzi mates ceptas maizes klaips un téva dota sudraba monéta. Kabata
kompozicijas, ko radit konservatorija. Lidz Krustpils stacijai 60 kilometru, tos jauneklis vésa oktobra diena méro
kajam, vismaz ta vesta legenda.

lestajeksameni sen nokavéti, tomér rektors Jazeps Vitols saredz plaukstoso talantu un uznem Jani Ivanovu studentu
rindas. Vispirms intensivas klavierspéles studijas un simfoniska orkestra dirigésana, driz ar kompozicija pie pasa
metra Vitola, studiju laika pastavigs naudas trikums, konservatorija ir pretimnakosa, finansialu atbalstu sniedz ari pats
rektors un Krievu nacionala apvieniba. Péc studijam Janis lvanovs palaikam tiek pie dirigésanas, un kada recenzija
prominentais kritikis Vidvuds Jurévics raksta: “Pédéjos koncertos pie pults redzéjam Jani Kalninu, Péteri Barisonu,
Jani Ivanovu. No tiem ar aréjo eleganci, Zesta skaidribu un plastiskumu visvairak apdavinats pirmais, iek$éjas
parliecibas, temperamenta kvéles visvairak pédéjam.” Daudz nozimigu iespaidu dod darbs Radiofon3, kur jaunais
komponists tiek pie iespéjas ne tikai diriget orkestri, bet ari papladinat apvarsni Rietumu muzikas virziena.

Lidztekus top pirmie nozimigakie opusi. Par Jazepu Vitolu lvanovs saka - bez vina es nebltu nekas. Taja pasa laika
abiem ir Joti at3kirigi uzskati par to, kas ir makslas uzdevums: Vitols tiecas uz gara celSanu, lvanovs nesaudzigi veras
tiesi seja dzives istenibai. Kad izsludina lvanova kompoziciju koncertu, Vitols esot teicis, ka vin$ nu gan neiesot, jo
Ivanova skandarbos lidzas skaistam epizodém allaz uzrodoties kada darvas karote. J3, lvanovs reti kad glasta sava
klausitaja ausis, seviski kompozicijas, kas top kops Otra pasaules kara. 30. gados vins gan labprat Zimé skanas savas
milas Latgales ainavas, spéléjas ar impresionisma izteiksmes lidzekliem, ievij pa kddam tautiskam motivam, tacu
lidz ar Otra pasaules kara prieksnojautam un Ceturtas simfonijas “Atlantida” tapsanu Jana lvanova muzikas valoda
nobriest lidz tam nesajustas dziles.

Péc Otra pasaules kara Janis lvanovs sanem rajienu par formalisma pazimém Piektaja simfonija un izpérk “vainu”
ar tautiski bavéto Sesto simfoniju, kas ir labskaniga, tomér ne Tsti ivanoviska. Komponistam vairakkart IGdz vardos
aprakstit, kas vina mazika télots. lvanovs atsakas - viss pateikts skanas. Sestas simfonijas anotaciju jeb skaidrojumu
Ivanova vieta uzraksta Arvids Darkevics - erudits, bet komunistiskas partijas [inijai uzticigs virs.

Janis Ivanovs neklust par Padomju Savienibas vienigas partijas biedru. Tas nav $kérslis, lai 50. gados vinu izvirzitu par
PSRS Augstakas padomes deputatu. Saja statusa lvanovam ir tiesibas abonét zurnalu “Amerika”.

Ja, Ivanovs intereséjas par dzivi visados veidos. Imants Zemzaris raksta, ka Meistaram paticis apbrinot Raina
pieminekli, kas uzstadits Rigas centra Esplanadé; bidams Lenina un Valsts prémiju pieskirsanas komisijas dalibnieks,



slavé Gedimina Joklbona monumentalo, akmeni cirsto pieminekli fadisma upuriem Pir¢upé un Salaspils memorialu;
ticams, ka lasa Ojara Vaciesa kveli radito dzejas krajumu “Elpa”. Zemzaris ka laikmeta lidziniekus piesauc maksliniekus
Edvinu Andersonu, Paulu Duskinu, Semjonu Segelmani un Jani Pauluku, kurs reiz apstajies kada ielas krustojuma un
sukajis “no matiem lauka “mazos” komponistus, atstadams vien Béthovenu, lvanovu un varbat vél kadu (makslinieces
Maras Rikmanes lieciba)”. Labprat intereséjas par dZzezu. Kopa ar studentiem sava dzivokli klausijies The Beatles
skanuplati. It ka véligs, tomér noslégts un nepieejams - tads izveidojies vélako paaudzu prieksstats no visa, kas lasits
un dzirdéts par Jani lvanovu. Grati iedomaties, ka saviem 30. gadu draugiem un pazinam lvanovs bija Jantarpins, ka
vinu miligi bij iesaukusi.

Uz arzemém Ivanovs kategoriski atsakas braukt un lidz maza galam nodzivo neliela divistabu dzivokli Martas iela,

kur majigumu uztur vina dzivesbiedre, savukart vasaras uzturas Jirmalas vasarnica (Vizbulite Bérzina raksta par
Lielupes plavam, kas atgadinot Latgales ainas), tacu reZzims ir stingrs - ik agru ritu vilciens uz Rigu un darbs pie jaunas
kompozicijas.

Padomju perioda Janis Ivanovs tikpat ka neraksta maziku ar tekstu. Ir gan iecere par operu. Libreta pamata Preilu
grafa Borha nodoms iemdirét skaisto zemnieku meiteni Agati pils nisa (upuris stiprinas dzimtas nemirstibu), bet Agati
mil Borha vienigais déls Zigmunds, un, kad Agate mirusi, vin$ pie Agates lika nosaujas, bet grafs sajuk prata. lvanova
operas ideals bija “Toska” - operai nepiecieSams dramatisks vériens, spécigi pardzivojumi, versmojosi afekti. Opera
netiek uzrakstita, un versmojums kaisli izpauzas Ivanova simfonijas.

Vertéjot Jana Ivanova radoso rokrakstu, aprakstnieki médz piesaukt latviesu tautasdziesmu ritmikas iespaidu,
lidzibas ar Nikolaja Mjaskovska, Leo$a Janaceka, Reifa Vona-Viljamsa maziku (21. simfonija uz mirkli ieskanas kaut
kas no Gustava Holsta “Planétam”); Imants Zemzaris saklausa kaut ko no Mesiana akordiem, un, protams, ka bez
Dmitrija Sostakovica, tadu ne Tsti labveéliga gultng, jo Sostakovics savulaik kidu no Ivanova simfonijam nosaucis par
kinomaiziku un brakéjis orkestraciju. Zemzaris raksta: “Jana Ivanova un Dmitrija Sostakovica attiecibas, vismaz no
Ivanova puses, vértéjamas ka stipri distancétas un ne tikai muzikalu, bet ari personisku impulsu vaditas. No vienas
puses - Ivanovs dévéjis Sostakovicu par Malera mazikas atdarinataju, no otras puses - ap Sostakovica naves un
savas 16. simfonijas uzrakstisanas laiku vin$ lepni izteicies: “Beidzot es esmu Sostakovicu parspéjis!” Savukart Sergeju
Prokofjevu Ivanovs vienmeér raksturojis ar neparejosu cienu.” Viens no Jana lvanova garigi tuvakajiem komponistiem
bija Artiirs Onegérs, un to palaikam var labi dzirdét lvanova opusos.

19. SIMFONIJA

Par Jana Ivanova 19. simfoniju precizi un visaptverosi savulaik runajis Latvijas ieverojamakais muzikas zinatnieks
Arnolds Klotins (“Padomju Jaunatne”, 1981. gada 4. aprilis):

“Mana uztveré Jana Ivanova 19. simfonija pieder pie tadiem makslas darbiem, kur autors noskaidroti spéjis izteikt

to, kas vinu nodarbinajis un mazak plastiska izveidojuma lauzis celu vina jaunradé jau ilgstosi. .. Atkal atskarstam, cik

daudz romantiska cildenuma un prasmes emociju jélvielu pacelt poétiskos augstumos ir Jana Ivanova skanu pasaulé.
18
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Precizak sakot, skarbi patiesais un idealais te sniegts tada neviltoti lldzsvarota un reljefa aina, kas, par spiti mazikai ka
romantiskakajam no makslas veidiem, atkal liek meklét tai daudzkart noskausto epitetu - realistiska.”

No Vijas Briedes raksta “Rigas Balss” 1979. gada 9. oktobra laidiena (ta ir Ivanova 73. dzim$anas diena) uzzinam, ka 19.
simfonijas ¢etram dalam pieskirti nosaukumi.

Pirma dala - Sapientia jeb “Gudriba”.

Otra daja - Bonitas jeb “Labestiba”.

Tresa dala - Alternitas jeb “Mziba” [dalu nosaukumi partitlira nav ierakstiti, tapéc tikai mingjums, ka, iesp&jams, te ir
parrakstiSanas vai drukas k|Uda, jo alternitas nozimé ‘mija’, savukart miZziba bltu aeternitas].

Ceturta daja - Magnitudo jeb “Dizenums”.

Klausitajam verts pievérst uzmanibu simfonijas otras dalas epizodei ap 2:25, kur aumalaina skerco vida peksni
ieskanas it ka mizibas pulkstenis, savukart no 3:45 lidz apméram 4:25 ir lvanova harmoniskas domasanas esencials
paraugs, protams, viens no daudziem.

TreSaja dala fasciné divkartéjais majestatiskais gajiens uz spozu Dodiézmazoru. Otra reize ir dajas beigas, seko cellu
trisbalsiga kvintakordu un apvérsumu seciba, ta noslédzas ar Mimazoru, un pédéja skana ir basu, ¢ellu un altu unisons fa.
Ceturtaja dala masu ausis nodarbina mazu un lielu sekundu nemitigs saspringums, ieskanas simfonijas pirmas

dalas motivi, un atrisinajums ir ar toniku sibemola, kur netiek definéta skankarta: minors vai mazors. Tukss beztercas
noslégums - komponista un klausitaja saruna beidzas ar kaut ko varda nenosaucamu fatalu.

Intervija Janim Torganam 1986. gada Juris Karlsons saka: “Vairums vina simfoniju nesatur noteiktus sizetiskus metus,
un tomeér Jana lvanova dzives un darba konteksta tos tveram ka laikmeta dokumentus, kur ipasi profesoru satrauca
kara un miera nestabilais lidzsvars, pasaules varbatéjas bojaejas probléma. Atceros, sakara ar savu 19. simfoniju vins
pat nosutija véstuli ANO ar savam domam Sajos jautajumos. Jasaka vélreiz, Sodienas komponisti $o liniju tik dzili un
batiski nav spéjusi tvert.”

19. simfonijas pirmatskanojums notiek 1980. gada 22. maija Riga - muzicé Latvijas Nacionalais simfoniskais orkestris
un dirigents Vasilijs Sinaiskis.

RUNA LEONORA IVANOVA

1993. gada intervija Imantam Zemzarim Jana Ivanova atraitne Leonora Ivanova stasta par dzivesbiedra paradumu
nemitigi pétit arvien jaunus un jaunus noSu materialus:

“Veélak komentéja savu nepiecieSamibu lasit partitlras: lai nerastos lidzibas ar jau radito. Par Devinpadsmito simfoniju
teica - nekas tads literatlra nav sastopams. Par Divdesmito - tas ir mans rekviéms. Pédéjas, liktenigas slimosanas
laika sacija - iedvesma mani atstajusi.” Tas ir laiks, kad top 21. simfonija, un Ivanovs maldas - iedvesma nepavisam nav
vinu atstajusi.



21.SIMFONUJA

Janis Ivanovs tika iecergjis tradicionalas Cetras dalas, tacu paspéja uzrakstit tikai tris, un simfonija palika
neinstrumentéta. Peédgjais ieraksts notis datéts ar 1983. gada 23. martu. Cetras dienas vélak - 27. marta desmitos no
rita - lvanovs dodas cita saulé.

Simfonijas pabeig$anu uztic Jurim Karlsonam: “Es atceros, ka sakuma aiz bijibas rokas un kajas tricéja, bet tad, kad
es taja darba iegajos, atklaju, ka tas ir arkartigi vienkarsi un skaisti uzrakstits, un to var atsifrét. Es nerunaju par vietam,
kuras bija japiekomponé, bet tur, kur viss bija izstradats, perfekti uzrakstits, ir tada sajlta, ka vins uzliek rokas uz
klavierem un dzird orkestri. Starp citu, vin$ |oti labi spéléja klavieres. Gan cilvéciski, gan profesionali tas man deva
daudz, kaut gan ari prasija daudz darba un uzlika lielu atbildibas slodzi. Es veicu lielu un ilgu sagatavosanas darbu,
veselu gadu pétot noSu materialu un iedzivojoties taja. Man, Skiet, varbGt izdevas pietuvoties sis mizikas kodolam. “
(no intervijam mazikas zinatniekam Janim Torganam un Latvijas Radio 3 “Klasika” direktorei Gundai Vaivodei)

21. simfonijas pirmatskanojums notiek 1984. gada 3. maija LNSO un Vasilija Sinaiska snieguma. Bet pirms tam publikai
paradita simfonijas pirma daja - Leonids Vigners burtiski izplé$ Jurim Karlsonam notis, lai 1983. gada nogalé ieklautu
$o pirmo dalu Muzikas akadémijas simfoniska orkestra “Muzikalo piektdienu” cikla koncerta vienkop ar 20. simfoniju
un kantati “Dziesma”. Velak Juris Karlsons teiks - labi, ka t3, jo Sis sava zina generalméginajums paradijis, ka ir vél
labojamas un pardomajamas nianses. Top otra un tresa dala, un pirmas dalas galaversija tikai pec tam.

Péc pirmatskanojuma muzikas vésturniece lima Grauzdina raksta: “Butiba simfonijas pamatdoma ir tragiska ar lirisku
dzidrumu, ar tredas dalas val$a saspiléto, saasinato Zanriskumu, pat ar parcilvéciskiem kapinajumiem, dramatisku cinu,
gara spéka spriegumu. .. Piecelsimies kajas, klausitaji, neuzrakstitas ceturtas dalas vieta. Godinasim musu simfoniskas
muzikas Meistaru, kurs, $ajas [Komponistu savienibas] kongresa dienas vairs nebldams ar mums, tomér ir ar mums.
Sava vieta, kongresa pirmaja koncerta.”

Simfonijas pirma dala sakas un beidzas Labemolmazora. Cik nu ticam liecibam par lvanova krasu dzirdi, tomér ir tik
kardinosi lidz ar Meistaru iztéloties, ka mibemols ir kir§sarkans, rebemols - violeti briins, solbemols - samtaini zal$ un
labemols - cerinkrasa.

Otro dalu caurvij lvanovam raksturigs koralis, ko dzird ap 1:35. 4:45 un 7:00. Juris Karlsons saka: “21. simfonijas

|énaja dala ir tadi akordi ka Baham, nekadas pargudribas, cetri pieci akordi, ko més pazistam jau trissimt gadu, bet
konteksts, tas, ko ving pasaka ar Siem daziem akordiem, ar to jédzienisko ietilpibu, mani parsteidz.” Interesanti, ka péc
pirmas dalas tonikas labemola, otra dala it ka parsteidzosi neiederigi sakas pustoni augstak - laminora. §ajé dala ausi
piesaista lvanovam tik tikamais basklarnetes tembrs.

Tresa dala sakas ar skaistu akordu secibu - reminors, faminors, labemolminors, mazais mazora septakords uz do.
Péc tam spilgts melodiskais Zests fadiézs-sol-re-si. Otraja akordu seciba reminoram un faminoram pa pédam iet
Dobemolmazora trijskanis, Remazora kvartsekstakords, labemolminora trijskanis un mazais mazora septakords uz do.
Seko otrs melodiskais Zests sol-do-fadiézs-dodiézs. Abi simbolizé krusta zimi, un abi izskan tris reizes. Ap 3:02 vélreiz

20



21

dzirdam $is divas kvintas: sol-do uz leju, fadiézs-dodiézs uz augsu. Krusta zime ari Seit izskan tris reizes: flautas, obojas
un klarnetes balsi. Ap 3:24 dzirdam limas Grauzdinas piesaukto valsi, bet tas ir divaini fragmentéts, auss dzird pavisam
citu valSa ritma zZiméjumu, neka rakstits partitira, un i nesakritiba rada viegli spokainu sajatu. Dalas nosleguma ap
6:08 muzika nostabilizéjas uz labemola tonikas, atbalsojas simfonijas pirmas dalas sakuma lielas sekundas vilnosanas,
krusta zimi fadiézs-sol-re-si met vienreiz klarnete, divreiz pirmas vijoles, pauze - un pilnigi bez bridinajuma mums tiek
doti divi grandiozi Labemolmazora akordi.

Juris Karlsons saruna ar Gundu Vaivodi: “Par simfonijas beigam runajot, man reizém jauta - kapéc tu beigas pieliki
tos divus akordus? Nevajadzéja! .. AplUkojot notis, ir redzams, ka péc tresas dalas pielikta nosatsléga un tilit sekos
ceturta dala. Tatad vinam bija kada iecere. Te nav piekomponéta vai no sevis pielikta neviena nots, forma sakartota ta,
ka pats autors savas piezimés vélgjies.” Vélak Juris Karlsons teiks - iespéjams, ta bija ieceréta ka ataka ceturtajai dalai.
Guntis Kuzma, kurs Ivanova 21. simfoniju uzskata par Meistara izcilako $1 Zanra paraugu, saka - bet varbdit tas ir Jura
Karlsona paraksts, ta teikt, es to paveicu. Latvijas Radio arhiva pieejamajos ieskanojumos vairums dirigentu izvélas
noslégt simfoniju ar $o akordu, un vienigais iznémums ir Normunds Sné, kur$ noslédz ar izgaisto$o krusta zimi.

KODA

Bauskas rajona kolhozs “Uzvara”, kas ir padomju laika saimnieciskas darbibas fenomens un ko vada neikdieniski
prasmigs virs Ivars Jansons, 1984. gada nak klaja ar iniciativu reizi gada pieskirt Jana lvanova muzikalo prémiju, ko
pasniegs kolhoza jaungada sarikojuma par labako skandarbu, visspilgtakajam publikacijam presé, televizijas un
radioraidijumiem un par mazikas kultras propagandu, ta teikts sava laika periodika. Pirmais laureats ir 21. simfonijas
lidzautors Juris Karlsons. No komponistiem laureatu saraksta vélak ieklUs ari Péteris Plakidis, Romualds Jermaks,
Péteris Vasks un trimdas autors Janis Norvilis.

Latgalé - Rézekné un Preilos - jau daudzus gadus tiek rikotas Jana lvanova dienas.

Simfoniskas mdzikas ikdiena gan Jana lvanova mizikas joprojam ir par maz. Lidzas tadiem Sedevriem ka Ceturta, Piekta,
Devit3, 14. simfonija un sesas beidzamas nebutu slikti parbaudit, ka muslaikos iedzivojas ari paréjas.

Jana lvanova mérogs ir gruti aptverams un vél gratak aprakstams. Atsléga ir mazikas klausisanas.



LATVIJAS NACIONALAIS SIMFONISKAIS ORKESTRIS izveidots 1926. gada ka Rigas Radiofona orkestris un
2025. gada septembri aizvadija 100. koncertsezonu. 2026. gada augusta orkestris aizsak jubilejas koncertu ciklu, kas
noslédzas oktobra nogalé.

No 2013. lidz 2021. gadam LNSO makslinieciskais vaditajs un galvenais dirigents bija Andris Poga, savukart 2022.
gada maija $aja amata uz trim koncertsezonam stajas soms Tarmo Peltokoski (patlaban - dirigents laureate). 2017.
gada par LNSO goda dirigentu tika iecelts Vasilijs Sinaiskis (galvenais dirigents no 1975. lidz 1987. gadam), savukart
kops 2021. gada rudens orkestra galvenas viesdirigentes statusa ir Kristina Poska. Bagatiga pieredze koncertos

Latvija un arzemeés orkestrim bijusi ar izciliem viesdirigentiem un solistiem. Jau treSo sezonu orkestris izraudzijies
rezidéjoso makslinieku, un 101. sezona ta ir pasaulslavena érgelniece lveta Apkalna. Orkestra jaunas sezonas rezidéjosa
komponiste - llona Brege.

Lidztekus simfoniskajai un vokalsimfoniskajai mazikai butisks LNSO darbibas virziens ir bérnu un jauniesu auditorijai
veltiti mlzikas notikumi: koncertizrazu cikls “LeNeSons” un multimedialu koncertu cikls “Simfoniskais hits ar Goran
Gora”, ka ari citi, nereti starpdisciplinari muzikali projekti. Tapat ik sezonu norisinas LNSO kamermuzikas cikls,
savukart kops 2015. gada LNSO vasaras nogalés riko festivalu gimenei un draugiem “LNSO vasarnica”.

Dirigents un klarnetists GUNTIS KUZMA kops 2022.-2023. gada sezonas ir Liepajas Simfoniska orkestra galvenais
dirigents un makslinieciskais vaditajs.

“Lielas mazikas balvas 2018” ieguvéjs par Adolfa Skultes Piektas simfonijas interpretaciju “Latvie$u simfoniskas

muzikas lielkoncerta” un Sebastiana Fagerlunda Klarnetes koncerta atskanojumu solista loma. Starptautisku
konkursu laureats.

Savu talantu spilgti apliecinajis daudzu orkestru prieksa gan ka dirigents, gan ka solists. No 2014. [idz 2022. gadam
vins bija Latvijas Nacionala simfoniska orkestra dirigents, 2019. gada vadija kamerorkestra Accademia Baltica
koncertus, regulari sadarbojas ar vél citiem orkestriem, toskait Sinfonietta Riga un Sinfonia concertante. Daudz
spélé kamermdazikuy, ir aizrautigs laikmetigas mazikas atradéjs un interprets. Seviska kaisliba - bt par jaundarba
pirmatskanotaju, sadarbojoties ar komponistu.

Spélgjis Alvila Altmana, Marites Dombrovskas, Andra Dzeni$a un Riharda ZaJupes koncertzanra darbu
pirmatskanojumus, bijis Rolanda Kronlaka un Erika ESenvalda kamerdarbu pirmais interprets. Dirigenta statusa
pirmatskanojis IIonasVBreges, Platona Buravicka, Andra Dzenisa, Marinas Gribinéikas, Romualda Jermaka, Jura
Karlsona, Gundegas Smites un Andra Vecumnieka muziku.

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