ROLANDS KRONLAKS
Jauna mizika

Svorigi paskaidrot, kada ir jounas mizikas kultd-
ra, kas pédéjos astonus gadus ir mérkliecigi ot
fistijusies Lawvija. Ar j@dzienu “jouna mizika" bir
tu nodalams tas mizikas virziens, kuru ietekmé-
jusas Rietumu modernds mizikas fendences un
kur$ attkiras no latviedu iecienilas postromantis-
ma tradicijos. NepiecieSamibu rundt par 5o pro-
cesu nosaka fokts, ka jauna, nesen rakstila mi-
zika lawvija ir spéléta vienmér, tou neromantis-
kas cilmes muzikas ipatsvars pédéjos godos ir
krietni piecudzis un 1a bitiski otikiras péc savam
kompoziciondlajam stralégijam, prasa afékifigu
izpildijuma un nereti ari citu klausisanas modeli.
lidzéis jounés poaudzes komponistiem arkarfigi
nozimiga ir bijusi ari prolesiondli spécigu izpik
ditaju iesaisfiSands 3ajd procesd. Vipu vards un
aklivitates ir bijis golvenais virzitgjspéks 3is jou
nas estétikas populorizéiond.

Robezo starp tradiciondlo un moderno muzikélo iz

teiksmi ir Joti trausla un nebil neizslédz savsior
péju mijiedaribu. Gondriz nevienu darbu, kas
odien komponéts Laivija, nevar nosauk! par ne-
Saubigi piederodu tam vai citam lielojom pasav-
les stravojumom. Togu atslégas vérds afieciba
uz jounds poaudzes skanrazu darbiem bitu 3o
jounds mazikas lendenéu  ipatsvars un ori aftiek:
sme pret to, vinu miizika 16 nav tikoi spélélands
or citu muzikdlo estétiku aréjiem otribGtiem, 15 ir
ari vélme tuvak izpéfit kddu muzikalo parametry,
attisfit muzikald oudumo iekigjas kvalitates, un
tas vinus noteikli ciedgk satuvina ar modemas
miuzikas pasauli. Turpretim lielakoja daja vidéjas
un vecakas poaudzes skanrazu padomju godos
or eksperimentlu ievirzi rokstitajos darbos péc
butibas soglabdjusies postromantiska domasa:
na, proti, tajos dzirdamas jounds tendences ne-
ietekmé paa dorba strukiurizacijy, 1as kjost tikai
par vienu jounu sldni trodiciondld izieiksmé. Tos
pats par sevi nav nedz lobi, nedz slikti, tikai 3oi
mazikai ir Joti virspuséjs sakors or idejom, no k&
3i iedvesma nakusi. Iznémums varbit ir ietekmes

no polu avangarda, kurs, manuprdl, péc defini-
cijos ir @ r @ | s, respekfivi, 16 sonoritales nav
piesaisfitas pamatigom idejiskom background
ka Rietumu modernistiem. (Varéty gan pardomat
ari visu latviedu mizikos vésturi kopuma un teikt,
ka ori misu romontisma vai impresionisma iz-
pousmes ir bijuias visnolal atdkirigas no origing-
liem.) Toéu modernd miizika sava bifiba ir inter-
naciondla un lai ir noteikias svarigos pazimes,
kuras $0ja - vidéjas un vecakas paaudzes - mir
zika rikst. Nacionglos iezimes, bez Saubam, iz-
pouzos ofi modemaj@ mizika - fanéu miziko
jebkurd kompozicijas stila soglaba sev raksturi-
go bagdio fokiurélo domasanu, skandinavu mi-
zika més sojilom atturigu ziemejnieciskumu, ta-
Zu tas nekadi neatvieglo Sis mizikas dzifako so-
turu, 1as arhitektonisko veidojumu un kompozic
jas tehniku.

Inferesanti, ka neviens no misu ievéojomaka:
jiem komponistiem brivwalsts perioda nav aftisti-
jies modemdas izteiksmes virziend, ~ tas varét
liecinat, ka eksperimenti ir bijusi tikai kada dail
rodes posma sastdvdajo, lou galvenais e
mesls, manuprdt, ir tos, ka komponisti apzinds,
ka vipu izpratne por Siem procesiem ir ierobeZor
ta, un lidz ar o nejit patiesu arfistisku aicingju-
mu mesties 15laja nezinamajd... Apstaklis, ka tik
doudz godus esam bijuli atrouli no pasaules
tendencém [un 3eit no svara ir ne tikai mizikas,
bet ari cilu maksly, zindines, sabiedribas affisti-
ba, kas 16da vai cilada veida ietekméjusi ari mi-
zikas procesus), ir izSkirods. Prolams, ari padom-
ju gados bijo pieejomi atseviski ieraksti un par
lifiras, toéu nebijo iespéjoms uzzingt, kads ir
mizikas konceptuglois pamatojums. Padomiju
muzikologijo ofrado gudrus apziméjumus, ka
nosoukt 1o vai citu sonor fenomenu, ké otrast
tam vielu tradicionalajé mizikas analizé, bet ne-
pavisam nenopiléjas or mégindjumiem skaidrot,
kas ir § fenomena pamald, kada ir 18 vieta ko-
péja procesd, kas ir calonis un kas galu galé
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sekas. Tas ir 1as, ko jound paaudze ir opzindju-
sies, stud@jo! kompoziciju Viné, Parizé, Stokhok
ma, Freiburga un citur. Un nebit nav 18, ka 3o
dien jounajiem viss bilu skaidrs un vini darbotos
ar pavisam citu skatpunktu. Ir {asaprot, ka ari vi-
nu izglifibai 18 ir fikai viena karla, un visai biezi
ir sajiita, ka 1a ir vienlaikus gan stimuléjoda, gan
ari pretim rundjosa. Miziku roda viss cilvéks,
1ads, kads vind ir kopuma, ne tikai vina muziko-
litte, intelekts, bet ari tos, no kadas miklas vins
ir taisits, — bémiba ielikiais domasanas modelis,
mentalitate... Un lod ir jGrougas objekivi, ka §is
kopums ir atskirigs no Rietumu cilvékiem un po-
liek atskirigs pat ari tod, jo esi ieguvis spozu rie-
tumniecisku izglitibu. Si probléma, domajams,
posiav jebkurd radodoja profesija (un, iespé
jams, ne tikai rado3aja). Moderna maksla ir pir-
mas posoules valstu radijums, un nebit nav j&-
brinds, ka LaNvijé 16 tiek uznemia neviennozimi-
gi ~ gan ar neizpraini, gon sajismu.

Jebkura gadijuma jound pacudze apzings, ka nevar

turpind! radit moziku péc lokéliem kritérijiem, -
ne fikai neseno polifisko pagriezienu déj un ne
tikai 16péc, ko jouns makslinieks tiecas péc otzi-
Sanas ari citur, bet galvenokart 1Gpéc, ka masu
pasu redzéjums ir mainijies. Joutdjums por 1o,
kas mis Sajé modernaja oprité dara ipadus, in-
teresantus, nav publiski apspriezams. Mani vien-
mér ir mulsinGjulas naivas debates — or ko mes,
laiviesi, vorom pasaulei bt interesanti. kas
mums bty jadara, loi ieintereséty citus? Sis jaur
1&jums vorbit nav mulkigs, jo rungjom par po-
ganes manlojumu, taéu, ja rundjom por radizo:
nu, man ir griti Sodien iedomaties patiesy mak-
slinieku, kurs louzity galvy por 3im, nevis muzika:
las substances problemam. Komponists dzivo
savé pasaulé un doma, ka stradat ar figary, in-
tervély, harmoniju, ritmu, un, jo més varam runat
par vina naciondlo sovdabibu, tod 1& nak lidzi
kG bezapzinas blakusprodukts, kuru iespaidoju-
si lepriek3aja pieredze, mentalitate, skola. . Vor-
bt tos izklausas loti loisnprafigi, to&u man 3kiet,
ka patiesam maksliniekam izvéles logs, ko do-
fit, ir pavisam neliels.

hunﬁsmﬁkmluh?omiapédoiogqumirsp&

fusi pomafigu soli uz priekdu, un man k& cilve
kom, kas modemaia miziks dzivo mazliet iigak
par Siem progresa gadiem, ir bijis Jofi interesan-
i vérot aftieksmes mainu pret noteikiam parad-
bam pa3a muziksloje sabiedriba. Tie posi kom-
ponisti, tie paii skandarbi, kas pirms pavisam
w@hihﬁpwm_mﬁ,kw'
mMmﬂéﬂ.'hsnaﬁdctﬂwiuzln,kam&

Jound mizike

su perspekiiva uz dazadam porddibam lield mé-
1@ ir atkariga no pieredzes un skaniskds vides.
Toi bridi, kod més esom taja ieksd - auss sak
pierost, akceptét, rodas iespéjo solidzingt, s&-
kom uzkert dazados fineses, misu perspekiiva
foti stipri izmainds. Un vai tas nav lidzigi tom, ka
més iepazistam jebko? Vai mums ir inleresanti
vérot sporta spéli, kuras noteikumus més neizpro-
tam? Protams, 3is salidzingjums ir vigarizéts, jo
jouné muzika, lai spétu to baudit visos limenos,
prasa ari nopietnas zindianas un, varéh leikl,
pat regularu aurdlds kultiras treninu. Un 3oja as
pekia lidz idealom vél ir Joti 1alu. Nekritisim go-
l&jibas, diez vai vienkariajam cil-
v & k a m jaund maksla bis vajadziga (olcerési
mies bédigi slavenos radodas inteligences iz
braucienus uz kolhoziem). Svarigi i tas, lol inke-
ligenti cilvéki, kuri zina svedvalodas, losa labas
gramatas, atskir makslas stilus utt., nondkot lidz
mizikai neaprobeZotos tikai ar rokenrolu. .. Svar
rigi ir tas, lai jouni cilvéki, kuri ikdiena darbojos
ar jounajam tehnologijam, arastu savu celu ofi
pie jaunas, ne fikai popmizikas. To es saku 1&
dé|, ka jounas mizikos affistibu liela ménd ir ie-
tekméjusi ari tehnologijas attisfiba kopuma. Dav
dzos no iespéjam, kas sodien katram mizikas
inferesentom ir pieejamas miizikas progrommas
dalord, sasaucas ar tiem panémieniem, kurus
komponisti piecdesmitajos un seSdesmitajos gor
dos izmantoja elekironiskas mozikas sudija. Filt
fi, montazo - §ie elementi ir ietekméjusi ne tikoi
elekironisko miziku, bet ari komponistu domasar
nu kopuma. Es ceru, ka $o elementu atpazisior
miba jounam cilvékam varétu bt ka stimuls 1616°
kai jounas mizikos sintokses iepaziSanai. Lield:
ko pretestibu 3aj6 zina izraisa tiei jounas mizk
kas jégas, mérka neizpratne, un i jopieliek kads
doudzums apzindtas piepiles, lai soprastu, ko
tondlas mizikas voloda, kas misos visos ir ie
désfito k& males valoda, nav vienigd iespéjor

ma. Tos, ko prakliska darboiands ir 3o procesu

veicinosa, nav apioubams un varbit Sis process
jou notiek,

Misu tradiciondlie klasiskas mizikas koncertu opr

mekléndji savas preferencés ir diezgan konservor
fivi. Raksturojot Sibriza mozikas klousilgju, viens
no vadosajiem lotviesu jouncjiem komponistiem
nesen izteica Skietami provokafivu, laéu dzijoke:
i@ bitiba itin patiesigu un daudzslanainu domu.
Vini opgalvojo, ka nevelétos sovai mizikol
grondiozus panakumus Rigas koncertzalés. Vi
nam 3kistu, ka kaut kas ir sagajis or vipa miziky
greizi, jo publika péc atskapojuma kliegu “bror
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vo®, cellos kajas u.tipr. Sis izteikums nebit nav
nekdda galéjo autsaiderisma izpausme - los
apstiprina jou minéto domu par konservafivismu
un ari to, ka klausiigji nav isti sagatavoti tam, ko
jaunais censonis vélos likt priek3a, apsléptaka I
meni ari to, ko vipo miuzikoi péc sova emocio-
nGla noskanojuma nevajodzétu raisit ekstroverty

sajusmu.

Saruna ar sobiedribu, 18s izglitosona un modermnds

mizikos statusa celfana ~ 50ia@ aspekia nepdrvér
¥&jams ir misu oklivako izpilditgimakslinieku de-
vums. Ko vien véria 3aja zind ir bijusi spéjo por
liecingt vienu no lielokajam Latvijas bankam *Uni-
banku” sponsorét Rigas Festivila orkesira projek-
tus. Divas reizes gada no labakajiem Latvijos mi-
zikiem tiek veidots orkesiris, kurd ofskapo 20.
gadsimia nozimigus simfoniskos darbus. Cetros
gados ir nospéléla Olivie Mesidna simfonijo Tu-
rangalilo, lwéano Berio Simfonija, Sfiva Raiha
“Tuksneda mizika® un cifi nozimigi dorbi. Rigos
Festivalo orkestra koncertus apmeklé ne tikai mak-
slos cilvéki, tie pulcé ari sabiedribas kréjumu, Sie
koncerti ir kjuvusi par 16du k& must see notikumu
ari plaakas sabiedribas nozimé. So projektu di
rigents Normunds Sné regulari spélé jouno mizi-
ku or orkestri “Rigas kamermiziki®, por 3o kolekfi
vu vor teikt - lai gan tas nekad nav ticis definéts
ké jounas mizikas ansamblis, péc savas spéjos
atskano! vissareZgitskas misdienu miizikas parti
toras orkestris otbilst Sim nosaukumam. Ofrs kolek-
fivs, kas regulari atskano mosdienu miziku, ir Lot
vijos Radio koris, kuram ir ilglermina sadarbiba
ar komponistiem, kur§ darbojos k& eksperimentls
instruments komponista meklgjumiem un aktivi mu-
dina komponistus izmantot jouno lehnologiju ie
spéjos. Tas pats ir sakams ari por grupu Allera Ve-
ritas, kuras sostava ir flauto, akordeons un divas
kokles. Vinu repertuérs sasidv tikai no viniem spe-
ciali raksfitiem darbiem. Protoms, ori citi kolekfivi
iekjauj jouno miiziku savé repertudra, tacu $is gre-
pas ir konsekventakas, repertuara izvéles zing ~
rodikalakas un profesiondli visparliecinoiakas.
“Rigas kamermiziku® un Radio kora lideri kopd
ar komponistiem Andri Dzeniti un Péteri Vasku vei-
do jaunas mizikas festivaly “Aréna”, kas pokape-
niski kjast par visas Sis kusfibas ass punktu. Jounu
latviesu mizikas dorbu posifilona, augsiaka [
mena viesmakslinieku oicinGsana, festivala
cenhdlds figiras — pasaulslovena komponisia -
izvirzidana ir inferesi stimuléjo3s process, kas oiz
rauj aizvien voirdk mozikus un mizikas mijotGjus
un dod pamalu ar ceribam skalfilies uz jounds mi-

zikas perspeklivam nakoiné.

75



76

ROLANDS KRONLAKS
New music

One of the most significant features in laivian
music of the last seven or eight years has been
a purposeful process of development in the cul
ture of new music. By using the nofion of new
music | wish to distinguish the musical direction
influenced by fendencies in modern Western
and which in several essential aspects differs
from the powerul postromantic raditions in con-
lemporary lotvian music. The need to deal sep-
arately with this process is determined by the fact
that, the new, recently writlen music in Latvia has
actually always been played. However the pro-
portion of nonomantic rooted music has grown
considerably in recent years and it differs essen-
tiolly in its composifional strategies, requiring @
different execution and, 10 o large degree, a dif-
ferent listening model 100. Thes, alongside the
composers of the young generation representing
the cesthetic of new music, the involvement of
sirong professional performers in this process has
also been extremely important. Their name and
activities hove been the main driving force be-
hind the popularisation of this new cesthetic ond
the dialogue with society.

The boundary between traditional and modern musk

col expression is very fragile and elements of
each are by no means mutually exclusive. Toking
inlo account that almost no work that is writlen
these days in latvia can be said unequivocally
hbelmgiuoneaunnlherd&lewodd‘smim
directions, it is difficul 1o separate composers in-
fo Kraditionalists and moderniss, However, the
haywmdwihregwdbﬁnwmbd!ha young
generation would be the proportion of the fend-
!miasofﬁxianawmuﬂcundﬂnnlﬂludemm
it Inﬁnirumkﬂisml[wldayingwihﬂwer
ternal aftributes of different musicol oesthetics, it
isalsoﬂaodaﬁmbemmina»mmusicntpc-
rameler more closely, to develop the inner quali
ﬁesofbamusimiciomww:.oammlybrings
ﬁmdnwbwlddmodammusic. In con-

trast, the maijority of the middle and older gener

ations retained essentially postromantic thinking
in their experimentally disposed works of Soviet

times. The new tendencies that could be heord

in these works did not influence the structure of
the works themselves, they only become o new
layer in traditional expression. In itself this is nek

ther good nor bad, only this music has very st

perﬁcinlﬁasbﬁeideusﬁmwhich#ﬁslw
tion came. The exception perhaps might be the

influences of the Polish avantgarde, which, in

my opinion, by definition is external. That is, its

sonorities are not fied to a substantial ideclogi

cal background, os is the case with Weslem
modernists. Another thing ~ we could reconsider

the whole history of Latvian music and say that

our romantic or impressionistic expressions 00
were completely different to the original. Howe-

ver, modern music is essentially intermational and

it has cerlain important characteristics lacking in
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the music of the middle-older generation. Natior _. L)

al traits undoubtedly appear in modem music
too. French music in any compositional sile fe
tains its characteristically fich textural thinking; in
Scandinavion music we can feel restrained
northerness, but innawaydoeaillsglwl‘?
deepest content of this music, its archileclonic
formation and compositional technique.

It is interesting to note that none of our most visible

composers in independent Lalvia hmw
in the direction of modemn expression. This may
indicate that experiments have only been a com
ponent in the stage of some creation. Howeve,

| think, the main reason is that they realise theif -

limited understanding of these processes ond

with that they do not feel a frve ariistic calling®®

veniure into the deep unknown... We hove

been tom from world tendencies for so many

years and impnnonlhamuremla"yﬂ'ﬂw
opments in music, but also in the ofher ars, the

sciences and sociely that have influenced the



processes in music in one way or another. This
situation is decisive. Of course, cerfain record-
ings and scores were available in Soviet times
too, but we had no idea about what led the
composer, about technological, acoustic and aoll
sorts of other ideas. Soviet musicology found
clever ways to describe this or that sonoric phe-
nomenon, how fo find a place for it in fradition-
al musical analysis. It did not, however, frouble
itself with attempls to explain what wos the bo-
sis for this phenomenon, what was its place in
the common process, wha! was the cause and
what, in the final analysis, were the effects. It is
what the young generation has realised studying
composition in Vienna, Paris, Stockholm, Frei-
burg and elsewhere. And by no means is it the
case that everything is clear o loday's young
composers and that they work from a complete-
ly different angle. We have to understand that it
is only one layer in their education and quite of
ten there is the feeling that it is both stimulating
ond conradictory at the same time, Music is o
product of the whole person. It comes not just
from their musicality or intellect but also from the
basic stuff they are mode of - the model of think-
ing instilled at childhood, the mentality... And
then we have 1o look objectively ~ this whole is
different from that of western people even if you
have oblained a brilliont western education. |
think this problem exists in any creative profes-
sion (and perhaps not only creative). Modern ort
in principle is a creation of the first world and
we don't have 1o wonder that our replies to it

both yesterday and today are nol unequivocal.

In any case, the young generation is awoare that it

connot continue to create music by local crileria.
This is not just becouse of recent political turns
and not only because a young artist strives for
recognition elsewhere too. The main reason is -
because our own vision has greatly changed.
The question of what makes us special and inter-
esting in these modern times is not for public dis-
cussion. | have always been confused by the
naive debates over what can we, lalvians, do
to be interesting to the world, what would we
have 1o do 1o interest others? This question might
not be stupid if we are lalking about the legacy
of the past. However, if we are talking about
creation, these days | would be hard pressed to
think of o genuine arfist worried by these prob-
lems of non-musical substonce. A composer lives
in his own world and thinks of how to work with
figures, intervals, harmonies and rhythms and if

we can folk about specific national Iraits, then
they come as an unconscious byproduct influ-
enced by previous experience, mentality, school
ing... Perhaps this sounds very uncompromising,
but | think that for the true ortist, the window of
choice of what to do is quite narrow.

The culture of new music in Latvia in recent years has

token o solid step forward and for me as a per
son who has lived in modern music a little longer
than these years of progress, it has been very in-
leresting to observe the change in attitude of mu-
sic circles fowards cerloin phenomena. The
same composers, the same musical works that
until recently were not understood, are now be-
ing played, volued and loved. This can only
mean that our perspective on various things de-
pends lo a great degree on experience and the
acoustic environmenl. At thot moment when we
are in it, the ear begins to become accusiomed,
to accept. The opportunity is created to com-
pare, we begin to calch various sublleties and
our perspeclive changes greatly. And isn't it the
some with anything we encounter for the first
lime2 Are we interested in waiching a sports
match when we don't undersiand the rules? Of
course, this is a wigarised comparison because
fo enjoy new music ot all its levels clso requires
serious knowledge and we could even say, reg-

* ular training in aural culture. And in this respect

we are still very far from the ideal. let's not go
lo extremes, | doubt if the ordinary person needs
the new art (we only have lo remember the info-
mous tours of the intelligentsia to collective
farms). It is important for intelligent people who
know foreign languages, read good books, can
differentiate between slyles of art and so on, not
to limit themselves to rock 'n’ roll when it comes
lo music. It is imporiont for young people who
work with new technologies every day fo find
their way in the new and not just pop music. |
say this because the development of new music
has to a large extent been influenced also by the
development of technology in general. These
days many of the possibilities provided by music
software 1o anyone inlerested in music are simi-
lor 1o those techniques employed by composers
in the 1950s and 60s in the electronic music st
dio - filters, editing. These elements have inflv-
enced not only electronic music but also com-
posers’ thinking in general. | hope that for the
young person, fecognition of these elements
might act as a stimulant to find out more about
the syniax of new music. In this sense the great



est opposition is aroused particulordy by not un
derstonding the meaning and aims of the new
music. A certain amount of conscious effort is re-
quired in order to undersiand that the longuage
of tonal music that has been instilled, like our
mother tongue, in all of us is not the only possi-
ble language. That practical activity encourages
this process is not in doubt and perhaps this
process is already toking ploce.

Our traditional classical music concerigoers are

quite conservative in their preferences. Describ-
ing today's music listener, a leading young Lotvi-
an composer recently expressed an idea that, on
the face of it, was provocative, but in its deep-
est essence very genvine and manyloyered. He
claimed that he didn't want great success for his
music in the Riga concert halls. It would appear
to him that something had gone wrong with his
music if ofter o performance, the public started
to shout “bravo®, give o slanding ovation and so
on. This is by no means the sentiment of an ex-
freme outsider. It shows the already menfioned
idea about conservatism and also that listeners
are not really prepared for what the young orfist
wishes 1o present. And also, in @ more hidden
meaning, that the emotional tone of his music
should not arouse extrovert enthusiasm.

Thamiblﬂbndwﬂwmperbmms in the

dialogue with the public, s education and the
raising of the siatus of new music has been inval
uable. No price can be put on the ability 1o con-
vince one of the largest banks, Unibanko, to
sponsor the projects of the Riga Festival Orches-
wa. Twice @ year, an orchestra, assembled from
lotvia's finest musicians, performs significant sym-
mtmc{ﬂnwm.hhnmm
orchesia has performed Olivier Messian's sym-
phony Turangalilo, luciono Berio's Symphony,
Steve Reich's The Desert Music and other maior
works. Concerts by the Riga Festival Orchestra
are atlended not only by arts people, they also
attract the cream of society, These concerts have
becam‘muﬂm'mmhmm
dmm.hmmﬂuam_w
munds Sné, regularly plays new music with R
gas kamermaziki (Riga Chamber Musicians). A-
wmmwmﬂinﬁmumm
sic ensemble, this is o description

bvihuﬂliwhpubmhmm
mdwmymg_mm.o
Wmmﬂmmuhm
vian Radio Choir. The choir has coop
erative relationships with composers, working as

New Music '_'q:,-

an experimental instrument in the composer’s
searches, and it actively encourages composers
to make use of the possibilities provided by the
new technologies. The same may be soid of the
group Altera Veritas ~ flute, accordion and two
kokles. Their repertoire consists only of works
specially written for them. Of course, ofher e
sembles also include new music in their reper
loire, but the ones mentioned are more consist
ent in their choice of reperioire, more radical
and professionally the most convincing. The
leaders of the Riga Chamber Musicians and the
Radio Choir, together with composers Andris
Dzenitis and Péteris Vasks are responsible for the
festival of new music Arena, which is grodually

becoming the axis of the whole movement, Com
missions of new lotvian music works, invilafions
to guest artists, the promotion of world fomous
composers as the festival's central figures isan i~

terest stimulating process. It captivates more and

more musicians and music lovers providing @

foundation with the hope of seeing good
prospects for new music in the future.




