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BREGE

llonas Breges simfoniska tokata
UP-TIME ir tapusi 2024. gada un
pieder komponistes jaunakajiem
simfoniskajiem darbiem. Aptuveni
vienpadsmit minGtes gara skandarba
pirmatskanojums notika 2026. gada
10. aprili festivala “Baltijas Muzikas
dienas 2026. Més dzivojam citos laikos’,
to atskanoja Liepajas Simfoniskais
orkestris Jana Liepina vadiba. Ar 81
skandarba atskanojumu sakas llonas
Breges rezidence Latvijas Nacionalaja
simfoniskaja orkestri ta 101. sezona.

Nosaukums UP-TIME célies no
datorzinibu terminologijas, un to
varétu tulkot ka darbibas laiku vai laika
nogriezni, kura dators, serveris, timekla
vietne vai cita sistéma ir darbojusies un
bijusi pieejama lietotajiem.

Komponiste saka:“Simfoniska tokata
UP-TIME attélo darbibas laiku mazika -
kustiba, darbosanas, tiekSanas augsup,
izaugsme, mérku sasniegsana. Dzive
strauji rit, un pasaule virzas nakotné,

piepildas cilvéces sapni un ilgas. ST darba

ideja radas, iedvesmojoties no Latvijas
hokeja izlases neticama snieguma
Pasaules ¢empionata 2023. gada maija,
kas rezultéjas izcinita bronzas medala.

Nekad nepadodies, apzinies savas labas
ipasibas, spéj tas izmantot, lai sasniegtu

savu mérki! Partittra un skanu celins
kodé divu burtu simbolus LV, tadéjadi
novélot Latvijai nakotnes izaugsmi
un augsupcelu.”

Skandarba zanriskais apziméjums
“simfoniska tokata” to sasaista ar
tradiciju, kuras centra ir ritmisks

impulss un virtuozs instrumentalais
raksturs. Brege 3o principu parnes uz
pilnu simfonisko orkestri, parvérsot
individualu instrumentu virtuozitati
kopiga, kolektiva augsupejosa energija.

Orkestra muzika ienem nozimigu vietu
Breges dailradé. Vinas darbu kataloga ir
Cetras simfonijas, vairaki koncertzanra
darbi un citi skandarbi orkestrim.
UP-TIME turpina komponistes interesi
par liela sastava tembralajam un
izteiksmes iespéjam.



GUBAIDULINA

Sofijas Gubaidulinas Tresais koncerts
vijolei un orkestrim “Dialogs: es un tu”
tapis 2018. gada, kad komponistei

bija jau pari astondesmit. Tomér Sis
darbs nebt nav retrospektivs. Tas ir
koncentréts pétijums par konfliktu,
komunikaciju un transformaciju, kura
pamata ir filozofa Martina Bubera idejas.

Gubaidulinu fascinéja Bubera noskirums
starp “Es-Tu” un “Es-Tas"” attiecibam,

jo vina taja atpazina pasu muzikas
pamatprincipu - attiecibas starp divam
batném, kuras saglaba savu patstavibu,
vienlaikus tiecoties viena otrai preti.
Koncerts tapis péc vijolnieka Vadima
Repina un dirigenta Andresa Mustonena
ierosmes. Abi makslinieki ari piedalijas
skandarba pirmatskanojuma 2018. gada
2. aprili Novosibirska.

Koncerta ietverta “saruna” nav

vienkarsi dialogs starp vijoli un

orkestri. Gubaidulina to veido vél
konkrétak — ka dialogu starp solista
“Es”un dirigenta“Es’, dirigenta Zestiem
rosinot un veidojot orkestra kolektivo
balsi. Vijole Seit nevis vienkarsi pacelas
pari pavadosajam orkestrim, bet gan
sastopas ar to, izaicina, atbild un saplist
ar kopéjo skané&jumu.

Viss koncerts veidots ka septinas
variacijas, un viens no ta centralajiem
muzikalajiem principiem ir izplesanas
un sarausanas pretstats. Intervali
pakapeniski izplesas uz arpusi vai,
gluzi pretéji, saraujas uz ieksu, radot
sava veida muzikalu elpu. Gubaidulina
$aja procesa saskatija fundamentalu
muzikalas matérijas dualitati: impulsu

izplesties bezgalibas virziena un
vienlaikus vélmi atgriezties pie centra.

Sis princips ipasi spilgti izpauzas

divos skandarba posmos. Viena no

tiem solo vijole, spéléjot virkni lielu
septimu, pacelas aizvien augstaka
registra, kamér orkestris ap to veido
arvien plasaku skanisko telpu. Vélak
muzikala energija virzas pretéja virziena,
saplustot orkestra registra centra, lidz
intervali klust maksimali saspiesti.
IzpleSanas un sarausanas klust ne tikai
par kompozicijas panémienu, bet ari par
attiecibu metaforu.

Rezultats ir mtzika, ko raksturo asi
kontrasti: briziem ta ir trausla un
gandriz bezsvara, briziem - vardarbigi
koncentréta. Solo vijole parvietojas
cauri ekstrémiem registriem, tembriem
un emocionaliem stavokliem. Tapat ka
daudzos citos Gubaidulinas darbos, ari
Seit pasam skanéjumam piemit fiziska
un gariga dimensija. Komponiste maziku
uzskatija par lidzekli, ar ko savienot
atdalito, un “Dialogs: es un tu” So ideju
padara par sava satura kodolu.



MALERS

Ja Gubaidulinas koncerts péta divu balsu
sastapsanos, Malera Pirma simfonija
sakas ar kaut ko daudz pirmatnigaku -
Skiet, ka mostas pati pasaule.

Lielaka dala simfonijas tapusi 1887.—
1888. gada, laika, kad Malers stradaja
Leipcigas opera. Vinam tobrid vél

nebija trisdesmit, tomér jau 3aja darba
dzirdamas daudzas iezimes, kas noteiks
vina brieduma gadu simfonisko valodu:
péksnas noskanu mainas, augstas un
zemas muzikas kultdras sadursme, tautas
muzikas elementi lidzas izsmalcinatai
orkestracijai, grotesks humors blakus dzili
liriskai izteiksmei, ka arf aizrausanas ar
dabu un cilvéka eksistences jautajumiem.

Malers pats loti skaidri apzinajas
simfonijas nozimi sava radosaja dzivé.
Jau agrina dailrades posma vins rakstija,
ka visa vina batiba tiecas uz simfoniju.
Tadé| Pirma simfonija nav tikai jauna
komponista eksperiments - ta ir

bridis, kad Malers sak veidot to milzigo
muzikalo pasauli, kas vinu nodarbinas
visu turpmako muazu.

Tomeér darba sakotne nebija vienkarsa.
Pirmatskanojuma Budapesta 1889. gada
novembri Malers darbu piedavaja nevis
ka simfoniju, bet ka “simfonisku poému
divas dalas" Klausitaji bija neizpratné,
un uznemsana bija vésa. Péc tam Malers
darbu vairakkart parstradaja, mainot

un paplasinot ta orkestraciju un kadu
laiku pieskirot tam nosaukumu “Titans’,
atsaucoties uz Zana Pola romanu.

Agrinaja versija bija ari piekta dala
Blumine — maigs, serenadei tuvs

skandarbs, kuru Malers vélak no
partitQras iznéma. Lidz 1896. gada
Berlines atskanojumam vins bija atteicies
ne tikai no Blumine dalas, bet ari no
programmatiskajiem nosaukumiem —
simfonija tika atskanota vienkarsi ka
Cetrdaligs darbs Remazora. Butiba ta

bija ta versija, kas vélak nostiprinajas
koncertrepertuara.

Simfonijas sakums ir viens no
savdabigakajiem visa simfoniskaja
literatara. llgi izstiepta, gandriz
pirmatnéja skana piepilda telpu,

no kuras pamazam iznirst atseviski
elementi: talas fanfaras, putnu balsu
atbalsis un slavenais lejupejosais motivs
no Malera dziesmas Ging heut’ Morgen
libers Feld (“Sorit izgaju lauka”) no
cikla Lieder eines fahrenden Gesellen
(“Celojosa zella dziesmas”). Daba Seit
nav dekorativs fons, bet gan kaut kas
milzigs, noslépumains un dzivs.

No 3is saspringtas, gandriz bezlaicigas
sakotnes izaug kustiba, kura saduras
arkartigi dazadi raksturi. Zemnieciski
deju ritmi un tautasdziesmam tuvas
melodijas sastopas ar izsmalcinatu
orkestra fakturu. Otra dala pievérsas
zemnieciskajai dejai — lendleram,
savukart tresaja dala paradas viens no
satriecosakajiem Malera muzikalajiem
téliem — béru marss, kura pamata

ir bérnu rotaldziesma Frére Jacques
(“Bralis Zaks").

Si visiem pazistama melodija vispirms
izskan ka kanons minora, bet péc
tam tai pievienojas arvien divainaki
instrumentu salikumi. Malera humora



izjuta Seit ir butiska. Mazika ir tragiska,
tacu vienlaikus satraucosi komiska. Béru
procesija nevirzas uz prieksu ar svinigu
cildenumu - ta klibo, gazeléjas un

iegust gandriz teatralu raksturu. Malers
atzina, ka Saja dala iedvesmojies no kada
austriesu makslinieka Morica fon Svinda
kokgriezuma, kura bija attélota groteska
béru procesija.

Ceturta dala péc sis groteskas

pasaules uzspragst ar milzigu orkestra
spéku. Malers izved muziku cauri
izmisumam, cinai un péksniem gaismas
uzplaiksnijumiem, lidz ta nonak
triumfala nosléeguma. Tomér simfonijas
cel$ no tumsas uz gaismu nav vienkarss.
Tas atkal un atkal liek ap3aubit, vai $ada
parveértiba vispar ir iesp&jama.

Pirma simfonija ir ievérojama ari ar to,
cik daudz Malera nakotnes jau dzirdams
$aja agrinaja darba. Milzigais orkestris,
cildena un ikdieniska sadursme,
popularas un“nopietnas” muzikas
saplisme, aizrausanas ar dabu, ironiju,
navi un transcendenci - tas viss jau

ir klatesoss.

Varbat simboliski, ka Malera pirmais
lielais simfoniskais veikums tik |oti
saistits ar sakumu. Mazika sakas gandriz
no neka - ar vienu izstieptu skanu un
tikko jausamu dzivibas klatbatni —, bet
pamazam izaug par vienu no plasakajam
un vérienigakajam 19. gadsimta
simfoniskas muzikas vizijam.

MUZIK
Vijolniece BAIBA SKRIDE ir viena

no starptautiski atzitakajam Latvijas
muzikém, kura 2001. gada ieguva

pirmo vietu prestizaja Karalienes
Elizabetes starptautiskaja vijolnieku
konkursa Briselé, kas kluva par nozimigu
pavérsienu vinas karjera.

Skride regulari uzstajas ar pasaules
vadosajiem orkestriem, tostarp Berlines
filharmonikiem, Bostonas simfonisko
orkestri, Leipcigas Gewandhaus

orkestri, Amsterdamas Karalisko
Concertgebouw orkestri, Parizes orkestri,
Londonas simfonisko orkestri, Nujorkas
filharmonisko orkestri un Bavarijas Radio
simfonisko orkestri. Vina sadarbojusies
ar tadiem dirigentiem ka Andris Nelsons,
Kirils Petrenko, Janniks Nezé-Segéns,
Santu Matiass Rouvali, Marina Olsopa

un Kristofs ESenbahs.

Ipasa vieta Skrides makslinieciskaja
darbiba ir laikmetigajai mazikai. Vinai
skandarbus veltijusi tadi komponisti ka
Sofija Gubaidulina, Viktorija Borisova-
Ollasa, Sebastians Karijers un Hanss
Abrahamsens. Vienlaikus vina ir aktiva
kamermuzike, regulari muzicéjot kopa ar
masu, pianisti Laumu Skridi, ka ari bidama
Skrides kvarteta dibinataja.

Pédéjo gadu nozimigakais notikums
Skrides diskografija ir 2025. gada Deutsche
Grammophon izdotais abu Dmitrija
Sostakovi¢a vijolkoncertu ieraksts kopa

ar Bostonas simfonisko orkestri un Andri
Nelsonu. leraksts nominéts Opus Klassik
balvai kategorija “Labakais koncerta ieraksts
Vinas jaunakaja repertuara nozimigu
vietu ienem ari Sofijas Gubaidulinas

”



Triskarsais koncerts ar NDR Radio
filharmonisko orkestri un Endrd Manzi,
ka ari Bendzamina Britena Vijolkoncerts
un Dubultkoncerts ar Vines ORF Radio
simfonisko orkestri un Marinu Olsopu.

Baiba Skride dzimusi Riga muzikala
gimené un kop$ 1995. gada studéjusi
Petru Muntjanu vadiba Rostokas
Muazikas un teatra augstskola. Vina
spélé Ifras Nimana 1734. gada darinato
Stradivari vijoli, kas vinai nodota
lietosana ar Nimanu gimenes un Beare’s
International Violin Society atbalstu.

Igaunu dirigente KRISTINA POSKA,
Latvijas Nacionala simfoniska

orkestra galvena viesdirigente kop$
2021./2022. gada sezonas, ir viena no
starptautiski pieprasitakajam savas
paaudzes dirigentém. Vinas makslinie-
cisko rokrakstu raksturo izteiksmiga
muzikalitate, preciza formas izjuta

un spéja atklat gan lielas partitaras
vérienu, gan smalkas muzikalas detalas.
2013. gada Poska ieguva prestizo
Vacijas Dirigentu balvu.

No 2019. lidz 2025. gadam vina bija
Flandrijas simfoniska orkestra galvena
dirigente, bet kops 2025. gada ir
Francijas Jauniesu orkestra (Orchestre
Frangais des Jeunes) muzikala vaditaja.
Kopa ar Flandrijas simfonisko orkestri
Poska noslédz ari vairaku gadu garuma
istenoto Béthovena simfoniju cikla
ierakstu projektu.

Poska regulari sadarbojas ar vadosajiem
Eiropas un Ziemelamerikas orkestriem,

tostarp Berlines filharmonikiem,
Londonas simfonisko orkestri,
Roterdamas filharmonisko orkestri,
Minhenes filharmonikiem, Francijas
Nacionalo orkestri, Minesotas orkestri,
ka ari citiem nozimigiem kolektiviem.
2026./2027. gada sezona vinai gaidamas
nozimigas debijas ar Karalisko Liverpules
filharmonisko orkestri, Lucernas
simfonisko orkestri, BBC simfonisko
orkestri, Esenes filharmonisko orkestri,
Sinsinati simfonisko orkestri un
Baltimoras simfonisko orkestri. Vina
atgriezisies ari pie Mecas Nacionala
orkestra, Lozannas kamerorkestra,
Karaliska Skotijas Nacionala orkestra un
Minesotas orkestra dirigenta pults.

Butisku vietu Poskas darbiba ienem

ari opera. Vina dirigéjusi iestudéjumus
Berlines Valsts opera, Berlines Komiskaja
opera, Norvégijas Nacionalaja opera,
Zviedrijas Karaliskaja opera, Anglijas
Nacionalaja opera, Somijas Nacionalaja
opera, Vines Tautas opera un citos
Eiropas operteatros. Vinas repertuara ir
Mocarta “Burvju flauta” un Cosi fan tutte,
Pucini “Bohéma”, Bizé “Karmena” u.c.

Poska studéjusi kordirigésanu Igaunijas
Muazikas un teatra akadémija Talling,
bet orkestra dirigésanu Hansa Eislera
Berlines Mizikas akadémija. No 2006.
lidz 2011. gadam vina bija Berlines
Humbolta universitates orkestra
Cappella Academica galvena dirigente,
no 2012. lidz 2016. gadam stradaja par
kapelmeistari Berlines Komiskaja opera,
bet 2019./2020. gada sezona bija Bazeles
teatra muzikala vaditaja.



BREGE

llona Brege's symphonic toccata UP-TIME
was composed in 2024 and is among
the composer’s most recent symphonic
works. Lasting approximately eleven
minutes, the piece was premiered on

10 April 2026 at the Baltic Music Days
2026. We Live in Vivid Times festival,
performed by the Liepaja Symphony
Orchestra under the direction of

Janis Liepins. Its performance marks

the beginning of llona Brege’s residency
with the Latvian National Symphony
Orchestra during its 101t season.

The title UP-TIME derives from computer
terminology and refers to the period
during which a computer, server, website
or other system is operational and
available to users.

The composer explains: “The symphonic
toccata UP-TIME portrays uptime in
musical terms: movement, activity, striving
upwards, growth and the achievement
of goals. Life moves rapidly, and

the world advances towards the future,
as humanity’s dreams and aspirations
are fulfilled. The idea for the work was
inspired by the extraordinary performance
of the Latvian national ice hockey team
at the 2023 World Championship in

May, which resulted in a historic bronze
medal. Never give up; recognise your
strengths and use them to achieve your
goal! The score and soundtrack encode
the two-letter symbol LV, expressing

a wish for Latvia’s continued growth and
upward development.”

The genre designation “symphonic
toccata” connects the work to a tradition

centred on rhythmic drive and virtuosic
instrumental writing. Brege extends
these principles to the full symphony
orchestra, transforming individual
instrumental virtuosity into a shared,
collective energy that constantly

drives upwards.

Orchestral music occupies an important
place in Brege's output. Her catalogue
includes four symphonies, several
works in the concerto genre and other
compositions for orchestra. UP-TIME
continues her exploration of the timbral
and expressive possibilities of the large-
scale symphonic ensemble.



GUBAIDULINA

Sofia Gubaidulina’s Third Violin Concerto,
Dialogue: | and You, was written in 2018,
when the composer was already in her
late eighties. Yet the work is anything
but retrospective. It is a concentrated
exploration of musical conflict,
communication and transformation,
inspired by the philosophical writings

of Martin Buber.

Buber’s distinction between

the relationships “I-You” and “I-It”
fascinated Gubaidulina because she
recognised in it a fundamental principle
of music itself: the relationship between
two entities that remain distinct

while reaching toward one another.

The concerto was written at the initiative
of violinist Vadim Repin and conductor
Andres Mustonen, whose desire to create
a work for violin and orchestra became
the starting point for Gubaidulina’s musical
response. The world premiere took place
on 2 April 2018 in Novosibirsk, with Repin
as soloist, the Novosibirsk Philharmonic
Orchestra and Mustonen conducting.

The “dialogue” of the title is therefore not

simply a conversation between violin and
orchestra. Gubaidulina conceived it more
specifically as a dialogue between the “I"

of the soloist and the “I” of the conductor,
with the conductor’s gestures awakening
and shaping the collective voice of

the orchestra. The violin does not merely

float above an accompanying ensemble:

it confronts, challenges, responds to and

merges with the orchestral forces.

The entire concerto is built from seven
variations, and one of its central musical

principles is the opposition between
expansion and contraction. Intervals
progressively stretch outward or

draw inward, creating a kind of sonic
breathing. Gubaidulina herself described
this as a fundamental duality within
musical matter: the impulse to expand
toward infinity and the simultaneous
desire to return toward a centre.

This principle becomes particularly
vivid at two points in the work. In one,
the solo violin climbs into its highest
register through a succession of major
sevenths, while the orchestra creates
an increasingly expansive sonic space
around it. Later, the musical energy
moves in the opposite direction,
converging toward the centre of

the orchestral register until the intervals
become maximally compressed.
Expansion and contraction become not
merely compositional techniques but
metaphors for relationship itself.

The result is music of striking contrasts:
sometimes fragile and almost
weightless, sometimes violently
concentrated, with the solo violin
moving through a landscape of extreme
registers, timbres and expressive
states. As in much of Gubaidulina’s
music, sound itself seems to acquire

a physical and spiritual dimension.

The composer regarded music as

a means of connecting what is divided,
and Dialogue: | and You makes that
idea its very subject.



MAHLER

If Gubaidulina’s concerto explores

the encounter between two voices,
Mabhler’s First Symphony begins with
something more elemental: the world
itself seems to be waking up.

Mahler composed most of the symphony
between 1887 and early 1888, while
working as a conductor at the Leipzig
Opera. He was still only in his twenties,
yet the work already reveals many of
the characteristics that would define his
mature symphonic language: sudden
changes of mood, the collision of high
and low musical styles, folk melodies
alongside sophisticated orchestral
writing, grotesque humour beside
profound lyricism, and a fascination with
nature and the human condition.

Mahler himself recognised

the importance of the symphonic
genre to his artistic identity. Around
the time of its composition, he wrote
that his whole being pointed him
toward the symphony. The First
Symphony is therefore more than

an early experiment: it is the moment
when the young composer begins to
establish the vast musical world that
would occupy him for the rest of his life.

The work’s beginnings, however, were
far from straightforward. At its Budapest
premiere in November 1889, Mahler
presented it not as a symphony but

as a“Symphonic Poem in Two Parts.”

The audience was bewildered, and

the performance was poorly received.
Mahler subsequently subjected the work
to substantial revisions, expanding

and reshaping its orchestration and,
for a time, giving it the title Titan,
after Jean Paul’s novel.

The early versions also contained

a fifth movement, Blumine, a gentle,
serenade-like piece that Mahler
eventually removed. By the Berlin
performance of 1896, he had abandoned
the programmatic titles and the Blumine
movement, presenting the work simply
as a four-movement symphony in

D major. This is essentially the form

in which the symphony entered

the standard repertoire.

The opening is one of the most
distinctive beginnings in the symphonic
repertoire. A sustained, almost primordial
A fills the musical space, from which
fragments gradually emerge: distant
fanfares, bird calls, and the famous
descending motif from Mahler’s song
Ging heut’ Morgen (ibers Feld from

Lieder eines fahrenden Gesellen (Songs

of Wayfarer). Nature is not presented

as a picturesque backdrop but as
something vast, mysterious and alive.

From this suspended opening emerges
a movement of extraordinary contrasts.
Rustic dance rhythms and folk-like
melodies sit alongside highly refined
orchestral textures. The second
movement turns to the earthy world

of the Landler, an Austrian folk dance,
while the third movement produces
one of the most startling images in
Mabhler’s music: a funeral march based
on the children’s round Frére Jacques,
transformed into a dark, grotesque



procession. The famous melody is

first heard in a minor-key canon,
played by the solo double bass, before
being joined by increasingly strange
combinations of instruments.

Mahler’s sense of humour here is
essential. The music is tragic, but

also unsettlingly comic. The funeral
procession does not proceed with
solemn dignity; it limps, stumbles and
seems almost theatrical. Mahler later
described the movement as a kind

of ironic funeral procession, drawing
on the imagery of a woodcut by

the Austrian artist Moritz von Schwind.

The finale then erupts violently out
of this grotesque world. Mahler
unleashes an enormous orchestral
force, moving through despair,
struggle and sudden moments

of radiance toward a triumphant
conclusion. The symphony’s journey
is not simply from darkness to light:
it repeatedly questions whether such
a transformation is possible at all.

The First Symphony is therefore
remarkable not only for what it
contains, but for how much of Mahler’s
future can already be heard within

it. The vast orchestra, the mixture

of the sublime and the everyday,

the collision of popular and “serious”
music, the fascination with nature,
irony, death and transcendence:

all are already present.

It is perhaps fitting that Mahler’s first
symphonic statement should be so

concerned with beginnings. The music
starts with almost nothing, with

a single sustained note and the faintest
suggestion of life, and gradually

grows into one of the most expansive
visions of the nineteenth-century
symphonic repertoire.



MUSICIANS
BAIBA SKRIDE is one of Latvia’s

most internationally acclaimed

violinists, celebrated for her exceptional
virtuosity. In 2001, she won First Prize

at the prestigious Queen Elisabeth
Competition in Brussels, marking a major
turning point in her international career.

Skride regularly performs with

leading orchestras around the world,
including the Berlin Philharmonic,
Boston Symphony Orchestra,
Gewandhausorchester Leipzig,

Royal Concertgebouw Orchestra,
Orchestre de Paris, London Symphony
Orchestra, New York Philharmonic and
Symphonieorchester des Bayerischen
Rundfunks. She has collaborated with
conductors such as Andris Nelsons,
Kirill Petrenko, Yannick Nézet-Séguin,
Santtu-Matias Rouvali, Marin Alsop and
Christoph Eschenbach.

Contemporary music holds a special
place in Skride’s artistic work. Composers
including Sofia Gubaidulina, Victoria
Borisova-Ollas, Sebastian Currier and
Hans Abrahamsen have written works
for her. She is also an active chamber
musician, regularly performing with

her sister, pianist Lauma Skride,

and is a founding member of

the Skride Quartet.

A major recent highlight of her
discography is the 2025 Deutsche
Grammophon release of Dmitri
Shostakovich’s Violin Concertos Nos.
1 and 2 with the Boston Symphony
Orchestra and Andris Nelsons.

The recording was nominated for

an Opus Klassik award in the Best
Concert Recording category.

Born in Riga into a musical family,
Skride studied with Petru Munteanu at
the Hochschule fiir Musik und Theater
Rostock from 1995. She plays the 1734
Stradivarius “Yfrah Neaman’, generously
made available to her by the Neaman
family and Beare’s International

Violin Society.

Estonian conductor KRISTIINA
POSKA, Chief Guest Conductor

of the Latvian National Symphony
Orchestra since the 2021/22 season,
is one of the most sought-after
conductors of her generation on

the international stage. Her artistic
profile is distinguished by expressive
musicianship, a keen sense of form and
an ability to reveal both the sweeping
architecture of major works and their
finest musical details. In 2013, Poska
was awarded the prestigious German
Conducting Prize.

From 2019 to 2025, she served as

Chief Conductor of the Flanders
Symphony Orchestra, and since 2025 she
has been Music Director of the Orchestre
Francais des Jeunes. Together with

the Flanders Symphony Orchestra, she is
also completing a multi-year recording
project of Beethoven’s symphonies.

Poska regularly collaborates with
leading orchestras across Europe and
North America, including the Berlin
Philharmonic, London Symphony



Orchestra, Rotterdam Philharmonic
Orchestra, Munich Philharmonic,
Orchestre National de France and
Minnesota Orchestra, among many
others. Her 2026/27 season includes
major debuts with the Royal Liverpool
Philharmonic, Lucerne Symphony
Orchestra, BBC Symphony Orchestra,
Essen Philharmonic, Cincinnati
Symphony Orchestra and Baltimore
Symphony Orchestra. She will also return
to the Orchestre National de Metz,
Orchestre de Chambre de Lausanne,
Royal Scottish National Orchestra and
Minnesota Orchestra.

Opera also plays an important role

in Poska’s artistic work. She has
conducted productions at the Berlin
State Opera, Komische Oper Berlin,
Norwegian National Opera, Royal
Swedish Opera, English National
Opera, Finnish National Opera, Vienna
Volksoper and other leading European
opera houses. Her operatic repertoire
includes Mozart's The Magic Flute and
Cosi fan tutte, Puccini's La boheme,
Bizet's Carmen and other major works of
the operatic repertoire.

Poska studied choral conducting

at the Estonian Academy of Music

and Theatre in Tallinn and orchestral
conducting at the Hanns Eisler School of
Music in Berlin. From 2006 to 2011, she
served as Chief Conductor of Cappella
Academica, and from 2012 to 2016
she was Kapellmeister at Komische
Oper Berlin. During the 2019/20
season, she served as Music Director
of Theater Basel.



TUVAKIE KONCERTI

Sestdien, 3. oktobri, plkst. 11.00 un 14.00 Rigas Kongresu nama

LENESONA DZIMSANAS DIENAS BALLITE

Aktieri ANASTASIJA DZORDZEVICA, AGRIS NATRE, ARTURS PUTNle
RezZisore PAULA PLAVNIECE

Dramaturgs KLAVS MELLIS

Maksliniece JUSTINE JASJUKEVICA

Dirigents ANDRIS VECUMNIEKS

PROGRAMMA:
Hektora BERLIOZA, Pétera HEIDRIHA, Antonina DVORZAKA, Johana STRAUSA mizika

Ceturtdien, 8. oktobri, plkst. 19.00 Rigas Kongresu nama
Sestdien, 10. oktobri, plkst. 17.00 Latgales véstnieciba GORS™

LNSO, IVETA APKALNA UN MAESTRO KAZADESI

IVETA APKALNA - érgeles .
Dirigents ZANS KLODS KAZADESI (Jean-Claude Casadesus)

PROGRAMMA:

Hektors BERLIOZS “Romas karnevals”

Kamils SENSANSS Tresa simfonija (“Ergelu simfonija”)
Fransiss PULENKS Koncerts érgelém un orkestrim

Ceturtdien, 15. oktobri, plkst. 19.00 Rigas Kongresu nama

LNSO KAMERMUZIKA. MEISTARS UN MEISTARS

EGILS UPATNIEKS - oboja

ANDREJS JEGOROVS - vijole

PETERIS TRASUNS - alts

EMMA ALEKSANDRA BANDENIECE - cells
ELINA BERTINA - klavieres

PROGRAMMA:
Bendzamins BRITENS
Phantasy Quartet obojai, vijolei, altam un cellam
Svita vijolei un klavieréem op. 6
Temporal Variations obojai un klavierém
Elégija altam solo
Frenks BRIDZS
Allegro Appassionato altam un klavierem H.82
Mélodie ¢ellam un klavierém H.99
Phantasy klavieru kvartetam H.94
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LNSO SOVAKAR | LNSO TONIGHT

Vieskoncertmeistare | Guest Concertmaster
Paula Simane

Pirmas vijoles | I violins

Aleksejs Bahirs, Sandis §teinbergs,

Darja Smirnova, Inese Strale, Aija Frisenfelde,
Liene Neija-Kalnina, Vizma Laura Agloniete,
Indulis Cintins, Oskars Silins,

Margarita Ogibalova, Konstantins Paturskis,
Lasma Berga, Nikola Valaine

Otras vijoles | Il violins

Arvids Zvagulis, llze Pence, Agnese Stalidzane,
Beate Racko, Tatjana Ostrovska, Liene Briede,
Raimonds Melderis, Agnese Kannina,

Marta Jurjane, Darja Kuzma, Pavels Noskovs,
Signe Steimane

Alti | Violas

Péteris Trasuns, Inara Brinuma, Arigo Strals,
Katrina Krasauska-Krauze, Inga Ozolina,
Einars Rozevics, Tatjana Lebedeva,

Zane Dziesma, Livija Buksa, Diana Reimane

Celli | Cellos

Diana Ozolina, Guna Sné, Dace Zalite-Zilberte,
Janis Rinkulis, Zane Gulane, Ainars Paukséns,
Martins Turss, Gustavs Niedre

Kontrabasi | Double basses
Oskars Bokanovs, Raivo Ozols, Viktors Velicko,
Alise Broka, Gustavs Vilsons, Davis Vilks

Flautas | Flutes
Maija Zandberga, llze Urbane,
Anete Toca, Teréza Tirmane

Obojas | Oboes
Egils Upatnieks, Martin$ Dovmanis,
Pauls Kristaps Reinis, Renate Trapane

Klarnetes | Clarinets

Martins Circenis, Mareks Pinta,
Sigurds Lallo, Alise Gavare,
Laima Ratniece-Miltina

Fagoti | Bassoons
Janis Semjonovs, Raimonds Gulbis,
Aleksandrs Ziguli¢s, Elza Rubene

Mezragi | Horns

Artars Sults, Maris Evelons,

Marcis Kalnins, Kalvis Etkins,
Guntis Kronttis, Daniels Sabanskis,
Kristaps Steinbergs

Trompetes | Trumpets

Martins Zujs, Kristians Kalva,
Bruno Ancans, Janis Fridenfelds,
Edgars Barzdin3

Tromboni | Trombones
Kaspars Majors, Artlrs Hrustalovs,
Artars Bérzins, Adrians Punksting

Tubas | Tubas
Raivis Magurs, Davis Matiss LeiSavnieks

Sitaminstrumenti | Percussion
Edgars Vaivods, Elina Endzele,
Mikus Balins, Elvijs Endelis, Eliss Balceris

Arfas | Harps
leva Sablovska, Elizabete Gulbe

Klavieres | Piano
Evelina Jékabsone

! Orkestra sastava iespéjamas izmainas
The orchestra lineup is subject to change





