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On 8 December, the exhibition Pinnacles: Mariss Jansons by Norwegian artist
Hakon Gullvag was unveiled at the White Hall of the Great Guild

Koncerta diena iepazisties ar programmu Seit:
The programme for tonight's concert is available here:




| DALA | PART |

SOFIJA GUBAIDULINA (Sofia Gubaidulina, 1931)
Koncerts vijolei un orkestrim Offertorium (1980/1982/1986)
Concerto for Violin and Orchestra Offertorium (1980/1982/1986)

35

Pirmatskanojums 1981. gada 30. maija Viné. Gidons Krémers, ORF simfoniskais orkestris,
dirigents Leifs Segerstams

First performance on 30 May 1981 in Vienna. Gidon Kremer, ORF Symphony Orchestra,
conductor Leif Segerstam

Il DALA | PART II

JOHANNESS BRAMSS (Johannes Brahms, 1833-1897)
Otra simfonija Remazora op. 73 (1877)
Symphony No. 2 in D Major, op. 73 (1877)

I Allegro non troppo

Il. Adagio non troppo

lIl. Allegretto grazioso (quasi andantino)
IV. Allegro con spirito

40"-45'
Pirmatskanojums 1877. gada 30. decembri Viné. Vines filharmonijas orkestris,
dirigents Karls Rihters

First performance on 30 December 1877 in Vienna. Vienna Philharmonic Orchestra,
conductor Karl Richter
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MARISA JANSONA (1943-2019)
sirds piederéja Latvijai, bet vards un
devums visai pasaulei. Lidz bridim, kad
kolégis Saimons Retls vinu nokristija
par “lielako no mums’, bija janoiet gars
cel$ — tas sakas Riga, trispadsmit gadu
vecuma aizveda uz Leningradu, tad
macibas uz Vini, bet 1975. gada Jansons
ka viesdirigents no Padomju Savienibas
ieradas Oslo.

Norvédgijas laiks bija ka zieme|u saules
apspidéts fjords ar mirdzosam gaismu
spélém, suligu zalumu, augstiem
kalniem, staviem Gdenskritumiem un
neredzamam zemudens klintim. Oslo
filharmoniskais orkestris bija vina pirma
un visilglaicigaka Rietumu pieturvieta.
1979. gada vins kluva par orkestra
maksliniecisko vaditaju, un inauguracijas
koncerta, kura Mariss tika pieteikts

ka “viens no pasaules jaunajiem,
talantigajiem un apnémigajiem’, aplausi
bijusi ilgi un apdullinosi. Ta bija milestiba
no pirma skatiena. The Guardian kritikis
Nikolass Vro rakstija, ka “Jansons Oslo
simfonikus izveda no tumsas nezinas
starptautiska zvaigznu statusa”. Ari
pasam dirigentam ta bija neatsverama
akadémija vairak neka divdesmit gadu
garuma, lai attistitu savu profesionalo
tehniku un briedinatu repertuaru,

kura nozimiga vieta bija vélinajam
romantismam ar Maleru, Rihardu
Strausu, krievu mazikai, vélak Vines
klasicismam, franc¢u impresionismam,
20. gadsimta zimoliem Stravinskim

un $énbergam — vins jebkuru
atskanojumu izveidoja ka muzikalu
virsotni. Tas bija iespéjams, pateicoties
lieliskai kombinacijai: intensivs,
aizraujo$s méginajumu process un
makslinieciska spontanitate koncerta.

Jansona tuvaka lidzgaitniece Oslo
orkestri Marita Gaslanda ka pirmo Marisa
raksturojoso lielumu min energiju:
“Nezinu nevienu citu cilvéku, kam batu
tada energija — nebeidzama! Vin$ nekad
nebija noguris, vismaz vina klatbatné

to neviens neizjuta, jo vins stradaja
visvairak, visilgak. Un vél — ripes.
Mariss bija loti silts un empatisks cilveks.
Ja reiz pacéla balsi uz kadu, tad vins loti
ilgi to pardzivoja”.

Bet valdzino3as brivibas un demo-
kratijas vilnos dirigentam vajadzéja

ari krietni pacinities. Vispirms ar pasa
pieticigo iztiku (ak, laimigas kaijas,

kas no viesnicas loga izzaga Marisa
mammas veselai nedélai sagatavotas
sviestmaizes!), ar perfekcionista vélmém
kontrolét situaciju (“Vai tas ir neiespé-
jami? Kas par to atbildigs?”), tad risinat
muziku atalgojuma un statusa jauta-
jumus un visbeidzot — iestaties par
orkestra kvalitatei atbilstosu koncertzali.
So pédeéjo cinu Jansons zaudéja, kapéc
aiziesana no Oslo bija gan likumsaka-
riga (dirigenta pasa radosajai izaugsmei
pienacas jau augstaks kapums), gan

ari skumju apvita. Vins ar savu orkestri
klatiené vairs nesatikas, tomér tas
nekada zina nemazina sis pirmas

lielas milestibas — Oslo filharmoniska
orkestra — nozimi gan pasa Marisa
Jansona dailradé, gan visa pasaules
koncertdzives ainava. Vina vadiba
orkestris veica daudzus ierakstus,
viesojas muzikas citadelé Ving, pirmoreiz
prestizaja Zalcburgas festivala, vies-
turneja Amerika un daudzviet citur. Ar
Oslo orkestri Jansons divkart ieradas ari
Riga. “Berlioza “Fantastiskaja simfonija”
nekad agrak neesmu dzirdéjis tik
daudz krasu, garigas pacilatibas un



reizé nolemtibu, kas atgadina skaisto
teicienu: ja jums vienlaicigi gribas
raudat un smieties, tad esat saskaries
ar augsto makslu,” véertéja komponists
Arturs Maskats.

Marisa Jansona saikne ar Latviju gadu
gaita kluva arvien spécigaka. Vins uz
Rigu atveda ne vien savus lieliskos
Amsterdamas Concertgebouw un
Bavarijas Radio simfoniskos orkestrus,
bet sadarbojas ar izcilajiem latviesu
muzikiem — Gidonu Krémeru, Andri
Nelsonu, Elinu Garan¢u, Raimondu
Paulu, Ivetu Apkalnu, Latvijas
Nacionalo simfonisko orkestri un Valsts
Akadémisko kori “Latvija"

“Pateiksu atklati: es jatu sevi ka latvieti
un visur to uzsveru. Més tomér visi esam
savienoti ar savu dzimteni, un, jo vecaks
palieku, jo vairak manas jatas saistas ar
Latviju,” ta Mariss Jansons.

Gunda VAIVODE



GUBAIDULINA

Par Sofiju Gubaidulinu saka — visa
vinas dailrade ir upuré&jums. Pati
komponiste drosi vien piesliektos

ari tiem, kas atceras religioza filosofa
Nikolaja Berdjajeva tézi — dailradei
jabat absolati brivai. Ta ir ta absolata
nodosanas tam, kas tevi sasniedz no
citam sféram. Gubaidulina mak uzklausit
Sis sféras un ir parliecinata, ka religiozi-
tate (vai varblt — péc batibas —
dievbijigums) ir dailrades vieniga jéga
pat tad, ja autors varbat to nemaz
nesauktu par religiozitati.

Sofija Gubaidulina dzimusi Tatarstana,
vinas vectévs bija mulla, ta¢u pati kom-
poniste ir pareizticiga. Meitene uzauga
un mazikas pamatus apguva Kazana,
péc tam studéja Maskavas konservato-
rija. Dailrades sakumposma intereséjas
par elektronisko muiziku un iekuva ta
sauktaja “[PSRS muzikas dzives faktiska
vaditaja] Tihona Hrennikova septitnieka’,
kur nemiléto skandaru skaita bija ari
Vjaceslavs Artjomovs, Edisons Denisovs,
Jelena Firsova, Aleksandrs Knaifels un
Dmitrijs Smirnovs un Viktors Susulins.
Tapat ka citi slaveni padomju moder-
nisti, toskait Alfréds Snitke un Denisovs,
Gubaidulina komponéja maziku kino
un animacijas filmam (slavenakas bus
vai katra timekla raksta piesauktas
lentes “Mauglis” un “Putnubiedéklis”).
1991. gada vina sanéma stipendiju,

kas |lava pusotru gadu dzivot slavenaja
Vorpsvédes “makslinieku kolonija”. Gadu
vélak vina apmetas uz dzivi netalu no
Hamburgas un dzivo Vacija joprojam.

Ka raksta Galina Kolomijeca, Sofija
Gubaidulina ir vienlaikus Eiropas un

Azijas parstave (paturam prata uzskatu,
ka tiek3anas uz Azijas pusi eiropietim
biezi nozZimé bégsanu no parmérigas
musdienu civilizacijas), patiesiba —
pasaules pilsone, kuras darbos var manit
Konfucija, daoisma, Hégela, Kirkegora,
Huserla, jau nosaukta Berdjajeva ideju
atbalsis, kaut ko no Junga teorijam,
visai daudz no Loseva semiotikas,
katolu liturgijas un citam tradicijam.
Komponiste saka: “Mana dvésele ir
visdrizak universala... Tapéc es tiecos
pie Baha, Béthovena, Mocarta, tas ir, pie
universalas muazikas valodas.”

Protams, ta ir tiekSanas citos kos-
miskajos ritmos — tados, kas atbilst
musdienu pasaulei un kas vélas, cik
iespéjams, dzili ieklUt pasa skanas
batiba. No vienas puses, darbojas
dieviskais kanals, no otras puses, ta ir
spéja ar pratu metodiski stradat saskana
ar pasizvirzitam teorijam, kas apliecina
sakartotu domasanu un vedina klau-
sitaju but seviski vérigam, lai nolasitu
komponistes doto informaciju.

Offertorium (“Upuréjums”) radas

péc tam, kad komponiste un Gidons
Krémers taksometra pakaléja sédekli
vienojas par sadarbibu. So uzskata

par Gubaidulinas veltijumu Baham un
Vébernam — diviem génijiem, kas sava
laika visspécigak ietekméjusi kompo-
nisti. Gubaidulina nem Baha “Muzikala
upuréjuma” tému, ko Baham savulaik
padeva Fridrihs Lielais, un téma ir radita
ar t. s. Klangfarbenmelodie (skanu-
krasas melodijas) metodi, kur ik témas
skana pieskirta citam instrumentam, un
tiesi ta rikojas Véberns, kad orkestréja



“Ricerkaru sesam balsim” no Baha
“Muzikala upuréjuma”.

Koncerts ir viendaligs, bet tam ir tris
pamatposmi, tatad ir zinama lidziba

ar klasisku trisdaligu instrumentalo
koncertu. Skandarba gaita pamattéma
pakapeniski “upuré” pa skanai. Otrais
posms ir brivaks, un tresaja posma téma
tiek uzbuvéta no jauna, bet Soreiz no
vidus uz arpusi.

Gubaidulina saka: “Mans skandarbs
uzbuvé ir ka koks — koka forma veidota
péc simetrijas principa simboliska
nozimé. Tas nozimé, ka aréji nekas
tamlidzigs nav novérojams, turpretim
iek$é&ji no sakném izaug zari, kas

tiecas debesis.”

Komponiste izvéléjusies visai pravu
orkestra sastavu, kura liela loma
sitaminstrumentiem, ir ari klavieres,
Celesta un divas arfas.

Koncerts vijolei un orkestrim Offertorium
veltits Gidonam Krémeram. Tas
komponéts 1979.-1980. gada un péc
tam divas reizes redigéts.

BRAMSS

Johanness Bramss komponéjis cetras
simfonijas. Laika gaita tam piestiprinati
neoficiali, tikai orientéjosi apziméjumi:
Pirma ir “Patétiska” Otra ir “Pastorala”,
Tresa ir “Heroiska’, Ceturta ir “Tragiska"
Pretéji Pirmajai simfonijai, kas dzima
padsmit gadu, Otra simfonija tapa
visai atri — piecos ménesos —, un tas
atskanojums guva ievérojami lielakus
panakumus.

Bramss saceréja Otro simfoniju 44 gadu
vecuma brinumskaista Karintijas
karortpilséta. Komponista laikabiedri
uztvéra so muziku ka pastorali. Bramsa
tuvs draugs, ievérojams kirurgs un
muzikas analitikis Teodors Billrots
rakstija — “visnotal zilas debesis, strautu
urdzésana, spoza saulesgaisma un vésas
zalas énas”.

Pats Bramss ne bez ironijas pauda, ka
toposais opuss esot “pagalam nevainiga,
mundra lietina” Kada cita véstulé vins
atsaucas uz simfonijas elégisko aspektu,
pasmejoties, ka So “simfoniju laikam
tacu basot jadruka ar séru apmaliti”. Un
tikai gadu péc pirmatskanojuma vél
kada véstulé Bramss pasaka vardos to,
ko varam saklausit $aja muzika — ta ir
parpilna melanholijas. Kaut kas apjausts,
bet nesasniegts. lespéjams, joprojam ta
pati nepiepildijusies milestiba.

Uzmanigs klausitajs simfonijas pirmaja
dala manis atbalsi no Bramsa popularas
“Stpuldziesmas’, kas saceréta gandriz
desmit gadus pirms Otras simfonijas. Si
dziesma tapa ka davinajums kadai Bertai
Porubskai, kas reiz dziedaja Bramsa
vaditaja Hamburgas sieviesu kori un



savulaik, ka stasta, atraidija komponista
laulibu piedavajumu. Tas gan neliedza
abiem palikt draudzigas attiecibas,

un, lak, o visa pasaulé popularo
Supuldziesmu Berta Porubska sanéma,
kad vinai piedzima otrais déls.

Savukart, runajot par melanholiju,
interesanti ieskatities kada Bramsa
véstulé, ko vin$ 1879. gada augusta
rakstija komponistam un dirigentam
Vincencam Lahneram, ko augstu vértéja
(tapat ka Klara SGmane). Lahners

nesen tika dirigé&jis Bramsa Otro un

péc tam véstulé simfonijas autoram
izteica grédu uzslavu, kuram lidzas

bija ari kritiska piezime par trombonu,
tubu un timpanu klatbatni simfonijas
pirmaja dala. Lak, Bramsa atbildes
fragments: “Loti vél&jos [simfonijas]
pirmaja dala iztikt bez tromboniem, es
patieSam centos... Un tomér vinu pirma
iestasanas — tas esmu es, nevaru bez
tiem iztikt, un ta nu te tie ir... Bas vien
jaatzist — esmu stipri melanholisks virs,
pari mums allaz salko melni sparni, un
$ai simfonijai ne jau bez nodoma seko
neliela apcere par lielo “kapéc?””’

Tacu — ir ari iespéja paskatities uz
Bramsa muzu objektivi. Un tad masu
prieksa nostajas virs, kuram publikas
aizspriedumi stipri nodarijusi pari. Ir
visparzinams, ka Bramsa muzika skaitas
augstvertiga, un ar to interese par vinu
nereti beidzas. lespéjams, tas tapéc,

ka, satiekoties ar Bramsu, vajadziga
iedzilinasanas. Sis kungs nav noskanots
uzisam, pavirsam sarunam. Jo seviski
simfonijas. Bet, ja cilvéks gatavs
nopietnakai sarunai, paveras durvis uz
skaistuma valstibu, ko uzbavéjis izcils
virs, kam nekas cilvécisks nav svess.

Brieduma gados (tatad jau Otras
simfonijas tapsanas laika) Bramss

bija apjomigs virs ar spozi zilam acim

un kérkstosu balsi. Diena izsmékéja
neskaitamus cigarus. Macéja novertét
labu alu un teicamu vinu. Célas piecos
no rita, pagatavoja tasi |oti stipras kafijas
un komponéja lidz divpadsmitiem.
Pusdienas ieturéja iemilotaja kroga
“Sarkanais ezis", péc pusdienam
pastaigajas, vakara gaja uz koncertu vai
teatri, péc tam mazliet iestiprinajas kada
no iecienitajam tavernam. Bramsa muzs
profesionalaja zina istenojas pilnveértigi,
un vina devumu atbilstosi novértéja jau
komponista dzives laika.

Orests SILABRIEDIS



No visiem pasaules vadosajiem vijol-
niekiem, iespéjams, tiesi GIDONS
KREMERS var lepoties ar visnepa-
rastako karjeras celu. Pédéjo piecdesmit
gadu garuma vins ir izveidojis un
saglabajis pasaules méroga reputaciju
ka viens no originalakajiem un parlieci-
nosakajiem savas paaudzes makslinie-
kiem. Vins$ ir uzstajies uz gandriz visam
nozimigajam pasaules koncertzalu
skatuvém, muzicéjis kopa ar pazista-
makajiem Eiropas un Ziemelamerikas
orkestriem un pédéja pusgadsimta
dizakajiem dirigentiem.

Gidona Krémera repertuars ir neparasti
plass un parsteidzosi daudzveidigs.

Tas ieklauj sevi gan visus klasiskos un
romantisma skandarbus vijolei, gan
tadu divdesmita un divdesmit pirma
gadsimta komponistu ka Berga, Heinces
un Stokhauzena mugziku. Vina vards
saistams ar tadu komponistu ka Alfréda
Snitkes, Arvo Pérta, Gijas Kancelli, Sofijas
Gubaidulinas, Valentina Silvestrova,
LuidZi Nono, Edisona Denisova,
Ariberta Reimana, Pétera Vaska, Dzona
Adamsa, Viktora Kisina, Maikla Nimana,
Filipa Glasa, Leonida Desjatnikova

un Astora Pjacollas vardiem, kuru
darbu interpretacijas vin$ gan ievéro
tradicijas, gan vienlaikus iedzivina to
laikmetigumu un savdabibu. Drosi var
teikt, ka neviens cits lidziga méroga
starptautiski atzits solists nav ieguldijis
tik daudz pulu laikmetigo komponistu
popularizésana ka vins.

Gidons Krémers ierakstijis un izdevis
vairak ka 120 muzikas albumus. Daudzi
no tiem ieguvusi prestizas balvas

par neatkartojamo interpretaciju.
2016. gada Gidons Krémers sanéma

nozimigo Praemium Imperiale, ko médz
déveét par Nobela prémiju muazika.

1997. gada maestro Krémers nodibinaja
kamerorkestri Kremerata Baltica,
pulcéjot izcilus triju Baltijas valstu
muzikus. Vairak neka divdesmit
pastavésanas gadu laika Krémers un
Kremerata Baltica devusies tarés pa

visu pasauli, kapjot uz ievérojamako
festivalu un koncertzalu skatuvém.
lerakstiti vairak neka 25 albumi,
sadarbojoties ar tadam izdevniecibam
ka Teldec, Nonesuch, Burleske, Deutsche
Grammophon un ECM. 2002. gada
februari Gidons Krémers un Kremerata
Baltica sanéma Grammy balvu “Labakais
izpildijjums” mazo ansamblu kategorija
par ierakstu After Mozart (Nonesuch).
Vélak taja pasa gada sis albums sanéma
art ECHO Klassik balvu. 2014. gada
ieskanotais albums ar Mecislava
Veinberga darbiem 2015. gada tika
nominéts Grammy balvai.

Gidons Krémers muzicé uz Nikola Amati
1641. gada darinata instrumenta. Vin3

ir daudzu gramatu autors, no kuram
jaunaka “(ne)Sparnotas domas” izdota
2022. gada uz autora 75. jubileju.
Gramatas tulkotas vairakas valodas

un atspogulo maestro Krémera plaso
vérienu maksliniecisko un estétisko
virsotnu sasniegsana.



ANDRIS POGA ir Stavangeras
simfoniska orkestra galvenais dirigents.
No 2013. lidz 2021. gadam vins bija
Latvijas Nacionala simfoniska orkestra
makslinieciskais vaditajs un galvenais
dirigents. Patlaban turpina sadarbibu ar
LNSO ka makslinieciskais padomnieks.

lepriekséjas sezonas Andris Poga
uzstajies ar vadosajiem Vacijas, Francijas,
Italijas, Japanas un Skandinavijas orkes-
triem. Péc veiksmigas debijas atkartoti
dirigéjis Ziemelvacijas Radio (NDR)
Elbas filharmonijas orkestri Hamburga,
Kelnes WDR simfonisko orkestri,

Cirihes Tonhalle orkestri, Leipcigas
Gewandhaus orkestri, NHK Tokijas SO
un daudzus citus. Andris dirigéjis ari
Vines SO, Sanktpéterburgas filharmo-
nijas SO, Romas Sv. Cecilijas orkestri,
Londonas Karalisko filharmonisko
orkestri,"Honkongas filharmonikus”

un Sidnejas SO.

2023./2024. gada sezona Andris Poga
turpinas regularu sezonas darbu ar
LNSO un Stavangeras SO, planota
Spanijas turneja ar Stavangeras SO,
atkartoti koncerti ar NHK Tokijas SO,
“Honkongas filharmonikiem”, Kelnes
WDR simfonisko orkestri, Berlines
Vacu SO, Vines SO, Francijas Nacionalo
orkestri, “Montekarlo filharmonikiem”,
RAI Nacionalo SO, Hamburgas

orkestri u.c. Gaidamie projekti ietver
“Borisa Godunova”iestudéjumu Tultza
un Parizé, debiju ar Tokijas Yomiuri
Nippon SO.

Andra Pogas starptautiska karjera
sakas péc uzvaras Jevgenija
Svetlanova Starptautiskaja dirigentu
konkursa 2010. gada. No 2011. lidz

2014. gadam vins bija Pavo Jervi
asistents Orchestre de Paris un no 2012.
[idz 2014. gadam — Bostonas simfoniska
orkestra asistentdirigents.

Andris Poga ir absolvéjis Jazepa Vitola
Latvijas Mazikas akadémijas dirigésanas
klasi. Studéjis ari filozofiju Latvijas
Universitaté un dirigésanu Vines
Mazikas augstskola.



MARISS JANSONS’ (1943-2019)
heart belonged to Latvia, but his name
and contribution extended to the entire
world. It was a long journey to get to
the point when his colleague Sir Simon
Rattle christened Jansons as the “best
of all of us"—a journey that began in
Riga, took him to Leningrad at the age
of thirteen, then to studies in Vienna,
and, in 1975, Jansons arrived in Oslo as
a guest conductor from the Soviet Union.

The Norwegian years were like sunlit
Nordic fjords with shimmering lights,
lush greenery, towering mountains,
steep waterfalls, and hidden underwater
cliffs. The Oslo Philharmonic became his
first and longestlasting Western port of
call. In 1979, he became the orchestra’s
music director, and the inauguration
concert, where Mariss was introduced as
one of the world’s young, talented, and
ambitious, was followed by sustained
and thunderous applause. It was love at
first sight. The Guardian critic Nicholas
Wroe acknowledged that Jansons
“steered the Oslo Philharmonic from
obscurity to international stardom”.

For the conductor himself, it was

an invaluable learning ground for

more than two decades, allowing him
to develop his professional technique
and cultivate a repertoire that included
late Romanticism with Mahler, Richard
Strauss, Russian music, later Viennese
Classicism, French Impressionism, and
20t"-century luminaries like Stravinsky
and Schoenberg—he crafted each
performance as a musical pinnacle. This
was possible because of an excellent
combination: an intensive, thrilling
rehearsal process and artistic spontaneity
in the concert.

Marit Gaasland, contemporary
colleague of Mariss Jansons in the Oslo
Philharmonic, has said that his defining
quality was energy:“l do not know
anyone else with such endless energy!
He was never tired, at least no one felt
it in his presence because he worked
the most, the longest. And also, care.
Mariss was a very warm and empathic
person. If he ever raised his voice at
someone, he would dwell on it for a very
long time.”

However, the conductor also faced
challenges in the ebb and flow of

the beckoning freedom and democracy.
First, there was the matter of his modest
income (oh, the fortunate seagulls that
feasted on the sandwiches prepared by
Mariss's mother for the entire week, kept
in his hotel window!). Then, there was
his perfectionist inclination to control
the situation (“Is that impossible? Who

is responsible for that?”). Moreover,

he grappled with concerns regarding
musicians’ compensation and status, and
ultimately—championed for a concert
hall that would befit the orchestra’s
caliber. He lost this last battle, and
leaving Oslo was both inevitable (as

a higher summit awaited the conductor
for his creative growth) and melancholic.
He never met with his orchestra in
person again, but it in no way diminishes
the significance of this first great
love—the Oslo Philharmonic—in

Mariss Jansons’ oeuvre and in the global
concert scene. Under his leadership,

the orchestra made numerous
recordings, visited the music citadel
Vienna, participated in the prestigious
Salzburg Festival, toured America and
many other places. Jansons also visited



Riga twice with the Oslo Philharmonic.
“In Berlioz's Symphonie fantastique,

| have never heard so much colour,
spiritual uplift and, at the same time,
doom, which reminds of the beautiful
saying: if you want to cry and laugh at
the same time, then you are dealing
with high art," noted composer Arturs
Maskats.

Mariss Jansons’ connection with

Latvia strengthened over the years.

He not only brought his excellent
Concertgebouw of Amsterdam and
Bavarian Radio Symphony Orchestra
to Riga but also collaborated with
outstanding Latvian musicians such

as Gidon Kremer, Andris Nelsons, Elina
Garanca, Raimonds Pauls, Iveta Apkalna,
the Latvian National Symphony
Orchestra, and the State Choir LATVIJA.

“I will say it openly: | identify as

a Latvian, and | emphasise it everywhere
| go. We are all connected to our
homeland, and the older | become,

the closer | feel to Latvia,” expressed
Mariss Jansons.

Gunda VAIVODE

GUBAIDULINA

It is said about Sofia Gubaidulina that
her entire body of work is an offering.
The composer herself might concur
with the thesis of the religious
philosopher Nikolai Berdyaev — that art
is absolutely free. It is offering oneself
up to transcendence from other realms.
Gubaidulina has the ability to perceive
these realms and firmly believes that
religiosity (or perhaps, piety) is the sole
purpose of art, even if the author might
not explicitly label it as religious.

Born in Tatarstan, Gubaidulina, whose
grandfather was a mullah, is a member
of the Orthodox church. She grew up
and learned the fundamentals of music
in Kazan, subsequently graduating from
the Moscow Conservatory. In the early
stages of her creative pursuits, she
delved into electronic music, engaging
in improvisation with Vyacheslav
Artyomov and Viktor Suslin. Together
with them, she was blacklisted as one

of the Tikhon Khrennikov’s [de facto
leader of the Soviet music scene] Seven,
which also denounced composers like
Edison Denisov, Elena Firsova, Alexander
Knaifel, and Dmitri Smirnov. Similarly

to other renowned Soviet modernists,
including Alfred Schnittke and Denisov,
Gubaidulina composed music for
cinema and animation films (notably,
Adventures of Mowgli and The Scarecrow,
mentioned in almost every web article
about the author). In 1991, she received
a scholarship that allowed her to

spend a year and a half in the famous
Worpswede artists’ colony. A year later,
she settled near Hamburg and continues
to reside in Germany to this day.



As written by prof. Galina Kolomiyets,
Sofia Gubaidulina belongs to both
Europe and Asia (keep in mind that for
Europeans an inclination towards Asia
often implies escaping the excesses

of modern civilisation). In reality,

she is a citizen of the world whose
works echo ideas from Confucius,
Daoism, Hegel, Kierkegaard, Husserl,
the aforementioned Berdyaey,
something from Jung'’s theories,

quite a bit from Losev’s semiotics,
Catholic liturgy, and other traditions.
As Gubaidulina puts it,“My soul is rather
universal... and thus, | aspire to Bach,
Beethoven, Mozart, in other words, to
a universal language!”

Of course, these aspirations follow
other cosmic rhythms that correspond
to the modern world, attempting to
reach the very depths of the essence

of sound. On the one hand, there is

a divine channel at work; on the other
hand, there is the mind’s ability to work
systematically according to self-set
theories, demonstrating organised
thinking and urging the listener to

be particularly attentive to decipher
the information given by the composer.

Offertorium is written after the composer
and Gidon Kremer agree to collaborate
while sharing a taxi. The opus is
considered Gubaidulina’s dedication

to Bach and Webern, two geniuses

who had profoundly influenced

the composer. She takes the musical
theme given by Frederick the Great to
Johann Sebastian Bach which he used

in his Musical Offering. Gubaidulina

orchestrates the theme using

a Klangfarbenmelodie (sound-color
melody) technique, where each sound
of the theme is assigned to a different
instrument, which was also employed
by Webern when arranging Ricercara 6
from Bach’s Musical Offering.

It is a one-movement concerto, yet it has
three main sections, making it similar to
a classical three-movement concerto.
Throughout the piece, the main theme
offers itself up, gradually losing notes.
The second section is freer, and in

the third section, the theme is rebuilt,
this time from the middle outward.

Gubaidulina likens the composition’s
structure to that of a tree, its form
created according to the principle of
symbolic symmetry. This symmetry
might not be apparent externally,
yet internally, branches sprout from
the roots and reach toward the sky.

The composer has chosen a rather
impressive orchestral lineup, with

a prominent role for percussion
instruments, also featuring a piano,
celesta, and two harps.

Dedicated to Gidon Kremer, the concerto
for violin and orchestra Offertorium was
composed between 1979 and 1980 and
subsequently revised twice.



BRAHMS

Johannes Brahms composed four
symphonies, over time informally
labeled as the impassioned First,

the pastoral Second, the heroic Third,
and the tragic Fourth.

In contrast to the First Symphony, which
took almost two decades to develop,
the Second Symphony came together
quite rapidly—within five months—and
its performance gained significantly
greater success.

Brahms crafted the Second Symphony
at the age of 44 in a marvellously
beautiful Carinthian resort town. His
contemporaries perceived this music
as pastoral. Brahms' close friend,

the notable surgeon and music analyst
Theodor Billroth declared that “it is all
blue sky, babbling of streams, sunshine,
and cool green shade”.

Brahms himself, not without irony,
expressed that the upcoming opus
was “quite an innocent, cheerful little
thing” In another letter, he referred to
the elegiac aspect of the symphony,
jesting that perhaps it should be
printed “with a black border” as if in
mourning. It was only a year after

the premiere, in yet another letter,
that Brahms put in words what we
can discern in the music—it is replete
with melancholy. A vision unattained.
Perhaps still unfulfilled love.

In the first movement of the symphony,
attentive listeners may discern echoes of
Brahms’ well-known Lullaby, composed
almost ten years before the Second

Symphony. The piece was dedicated to
Bertha Porubszky, who was a member
of a women’s choir in Hamburg lead

by Brahms and who, as the story goes,
rejected the composer’s marriage
proposal. Nevertheless, their friendship
endured, and this lullaby of global
renown was gifted to Bertha Porubszky
on the occasion of her second son
being born.

Speaking of melancholy, let us delve
into one of Brahms' letters written in
August 1879 to the composer and
conductor Vincenz Lachner, whom

he held in high regard (like Clara
Schumann). Lachner had recently
conducted Brahms’ Second Symphony
and, in a letter to its author, expressed
lavish praise alongside a critical note
about the presence of trombones, tuba,
and timpani in the first movement. Here
is an excerpt from Brahms' response:

“l very much wanted to manage in

that first movement without using
trombones, and tried to. [...] But

their first entrance, that’s mine, and

| can’t get along without it and thus

the trombones. [...] | would have to
confess that | am, by the by, a severely
melancholic person, that black wings
are constantly flapping above us, and
that in my output—perhaps not entirely
by chance—that symphony is followed
by a little essay about the great‘Why""

Yet, we can also take an objective look
at the life of Brahms. Then, before us
stands a man whose reputation suffered
greatly from public prejudice. Brahms’
music is known to be of high quality,



but interest in him often stops there.
Perhaps it is because encounters with
Brahms require a deeper understanding.
This man is not one for short, superficial
conversations, especially in symphonies.
However, if one is ready for a more
serious talk, the door opens to a realm
of beauty constructed by a great man
who is no stranger to anything human.

In his mature years (which is already
during the creation of the Second
Symphony), Brahms was a stout man
with bright blue eyes and a raspy voice.
He smoked countless cigars in a day,
enjoyed good beer and excellent wine.
He woke up at five in the morning,
prepared a cup of very strong coffee,
and composed until noon. He had
lunch at his favourite tavern The Red
Hedgehog, strolled during afternoons,
attended concerts or theatre plays in
the evening, then had a bite in one

of his preferred taverns. Brahms had

a fulfilled professional life, and his
contribution was duly appreciated even
during the composer’s lifetime.

Orests SILABRIEDIS

Among the world’s leading violinists,
GIDON KREMER has perhaps
pursued the most unconventional
career. Over the past five decades he has
established and sustained a worldwide
reputation as one of the most original
and compelling artists of his generation.
He has appeared on almost every

major concert stage as recitalist and
with the most celebrated orchestras

of Europe and North America, and

has worked with many of the greatest
conductors of the past half century.

Gidon Kremer's repertoire is

unusually wide and strikingly varied.

It encompasses the full span of
classical and romantic masterworks
for violin, together with music by such
leading twentieth and twenty-first
century composers as Berg, Henze

and Stockhausen. His name is closely
associated with such composers

as Alfred Schnittke, Arvo Part, Giya
Kancheli, Sofia Gubaidulina, Valentin
Silvestrov, Luigi Nono, Edison Denisov,
Aribert Reimann, Péteris Vasks, John
Adams, Victor Kissine, Michael Nyman,
Philip Glass, Leonid Desyatnikov

and Astor Piazzolla, whose works

he performs in ways that respect
tradition while being fully alive to their
freshness and originality. It is fair to say
that no other soloist of comparable
international stature has done more to
promote the cause of contemporary
composers and new music for violin.

An exceptionally prolific recording
artist, Gidon Kremer has made over
120 albums. Many of these have
received prestigious international
awards and prizes in recognition of his



exceptional interpretative insights. In
2016 Gidon Kremer has also received

a Praemium Imperiale prize that is
widely considered to be the Nobel Prize
of music.

In 1997 Maestro Kremer founded
Kremerata Baltica chamber orchestra
to foster outstanding young musicians
from the three Baltic States — Estonia,
Latvia and Lithuania. The ensemble
and its founder have toured extensively
together over the past two decades,
appearing at the world’s leading
festivals and concert venues. They

have also recorded two dozen albums
for the Teldec, Nonesuch, Burleske,
Deutsche Grammophon and ECM labels.
In February 2002 Gidon Kremer and
Kremerata Baltica received the Grammy
Award in the “Best Small Ensemble
Performance” category for After Mozart
on Nonesuch; the album was awarded
an ECHO Klassik later that year. Their
2014 release on ECM of works by
Mieczystaw Weinberg was nominated
fora Grammy in 2015.

Gidon Kremer plays an instrument made
by Nicola Amatiin 1641. He is the author
of four books, of which the latest is
Letters to a Young Pianist (2013). These
writings have been translated into many
languages and reflect the breadth of his
artistic pursuits and aesthetic outlook.

gidonkremer.net/about/ (fragment)

ANDRIS POGA is the Chief
Conductor of the Stavanger Symphony
Orchestra. He was the Music Director
of the Latvian National Symphony
Orchestra from 2013 till 2021 and
continues to collaborate with the LNSO
as its Artistic Advisor.

Highlights of recent years have included
concerts with the leading orchestras

of Germany, France, Italy, Japan and
Scandinavia. After the first successful
collaborations he has been invited

back to the NDR Elbphilharmonie
Orchester Hamburg, WDR Symphony
Cologne, Tonhalle-Orchester Zirich,
Gewandhausorchester Leipzig, NHK
Symphony Orchestra Tokyo and

many others. He has also conducted

the Wiener Symphoniker, Saint
Petersburg Philharmonic, Accademia
Nazionale di Santa Cecilia in Rome, Royal
Philharmonic Orchestra in London, Hong
Kong Philharmonic, Sydney Symphony.

The season of 2023/24 includes

the subscription concert series with both
the SSO and LNSO, tour of Spain with
the SSO, returns to the NHK Symphony
Orchestra, Hong Kong Philharmonic,
WDR Symphony, Deutsches Symphonie-
Orchester Berlin, Wiener Symphoniker,
Orchestre National de France, Orchestre
Philharmonique de Monte-Carlo, RAI
Torino, Hamburg Symphoniker and
others. Productions of “Boris Godunov”
both in Toulouse and Paris, debut

with the Yomiuri Nippon Symphony
Orchestra and other projects.

In 2010, Andris Poga was the First
Prize winner of the Evgeny Svetlanov
International Conducting Competition,



which thrust him into the international
scene. He was an assistant to Paavo Jarvi
at the Orchestre de Paris from 2011 to
2014, and from 2012 to 2014 he served
as an assistant conductor for the Boston
Symphony Orchestra.

LNSO SOVAKAR | LNSO TONIGHT

Andris has graduated the conducting
department of the Jazeps Vitols Latvian
Academy of Music. He also studied
philosophy at the University of Latvia
and conducting at the Vienna University
of Music and Performing Arts.

Vieskoncertmeistare | Guest Concertmaster
Elize Botnesa | Elise Batnes

Oslo filharmoniska orkestra koncertmeistare
Concertmaster of Oslo Philharmonic Orchestra

Pirmas vijoles | I violins

Sandis Steinbergs, Aleksejs Bahirs,

Darja Smirnova, lize Kirsanova, Inese Strale,
Aija Frisenfelde, Liene Neija-Kalnina,

Vizma Laura Agloniete, Indulis Cintins,
Oskars Silins, Margarita Ogibalova,

Alina Vizine, Jevgenija Otrosko

Otras vijoles | Il violins

Andrejs Jegorovs, llze Pence, Inga Pukite,
Beate Racko, Tatjana Ostrovska,
Raimonds Melderis, Anete Liberte,
Konstantins Paturskis, Agnese Stalidzane,
Patricija llasova, Erika Hrustalova,

Undine Cercina

Alti | Violas

Arigo Strals, Inara Brinuma, Péteris Trasuns,
Liene Martinsone, Katrina Krasauska-Krauze,
Inga Ozolina, Tatjana Lebedeva, Marina Gudino,
Lita Majore, Heléna Navicka

Celli | Cellos

Diana Ozolina, leva Upatniece, Mareta Prikule,
Janis Rinkulis, Zane Gulane, Ainars Paukséns,
Martins Turss, Emma Bandeniece

Kontrabasi | Double basses

Raivo Ozols, Viktors Velicko, Kristaps Pétersons,
Viktors Stankevics, Andris Veinbergs,

Laine Freidenberga

Flautas | Flutes
Maija Zandberga, llze Urbane, Ligita Spule

Obojas | Oboes
Egils Upatnieks, Martind Dovmanis

Klarnetes | Clarinets
Anna Gagane, Anna Kubecka, Janis Igaunis

Fagoti | Bassoons
Normunds Zvejnieks, Raimonds Gulbis

Mezragi | Horns
Maris Evelons, Marcis Kalnins,
Daniels Sabanskis, Kalvis Etkins

Trompetes | Trumpets
Davis Sedols, Janis Fridenfelds, Kristians Kalva

Tromboni | Trombones
Artars Hrustalovs, Maris Zondaks,
Lauris Zvejnieks

Tuba | Tuba
Raivis Magurs

Sitaminstrumenti | Percussion

Edgars Saksons, Ernests Medins,

Elina Endzele, Mikus Balin3, Edgars Vaivods,
Reinis Tomins

Taustininstrumenti | Keyboards
Evelina Jekabsone

Arfas | Harps
leva Sablovska, Inita Neilande





