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Keiciasi mety laikai. Muzikos ruduo tapo Ziema, kurig netrukus pakeis nauja muzika. Nei$vengiamai
atéjo XX a. muzikos festivalis “Gaida”. Tai 111(1111’15 Sesta kartg muzikos lemtis atlieka savo
eksperimenta. Kaip gi tai modys Siemet?

“Gaidos” rengéjai mano, kad visa naun tai gerai “primirSta” sena. Brandaus socializmo epochos
kiiriniy koncertas mégins 1hust1uotx Sig “patarle”. Sios retrospektyvos fone girdésime misy moteris
kompozxtmes, Mortono Feldmano kiiryba. SusipaZinsime su pacia nauvjausia lietuviska muzika,
pasinersime { ekspromting erdve festivalio klube. Trumpiau tariant - jeigu debesis nekybo vir§
eZero, tuomet ménuo persviecia eZero bangas.

Sveikiname visus: rengéjus, dalyvius, svecius ir visus klausytojus Sestojo “Gaidos” suskambéjimo
proga. Linkime geresnés muzikos troSkimo! Na, o patys sau linkime daugiau festivaliy, nes lasas po
laSo akmenj pratao ne tik todél, kad laSas yra stiprus, bet ir todél, kad nuolatos kr enta.

- Linkime visiems sﬂtu vakary!

Gintaras Sodeika
Lietuvos kompozitoriy sajungos tarybos pirmininkas

Seasons of the year keep changing. We used to have musical autumn which was later replaced
by musical winter. Musical winter in turn was replaced by the new music festival. The Gaida
Festival featuring twentieth century music is an innevitabilty. It is fate. For the sixth time already
the fate is makmg an experiment. What surprise has it got for us this year?

The organisers of the Gaida Festival reckon that “new things are just those “forgotten® old
ones.” The concert featuring works of the epoch of “mature socialism” is an attempt to prove this
truth holds true. Apart from the music which reaches us from after war and other periods, the
audience is offered also works by Lithuanian women composers. The festival features the unique
figure of the twentieth century, Morton Feldman. The Club of the Gaida Festival offers a chance to
get the taste of the most contemporary in Lithuanian music.

We want to congratulate the organisers, par ticipants, guests and the audience. We wish them to
continue to expect each time for a better music. We also wish ourselves to have more festivals,
because, as we Lithuanians say in a popular proverb, “a drop after drop splits a stone”. And it is
not only because this drop is so strong, but because it keeps dropping all the time,

We wish everyone warm atmosphere in the Gaida
Festival evenings!

Gintaras Sodeika
Chairman of the Lithuanian Composers’ Union
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Skambancio laiko fragmentai

ilniuje stovi du paminklai kompozitoriams: Moniuszkai, vietinés reik§més, ir Zappai, ko
gero, pasaulinés reikSmés. Kam reikéty pastatyti trecig paminkla, vilnieciai, atrodo, dar
ilgai suks galvas. Vienaip ar kitaip, masy sostiné iki $iol buvo labiau kunigaiki¢iy, nei
muzikanty miestas. Ar dabar kas nors keiciasi?
Per visg Vilniaus gyvavimo istorijg §iame mieste néra pastatyta nei viena koncerty salé.

UZdaros erdvés muzika i§stumia nauji reiSkiniai, kuriy jau niekas negali paZaboti. Ne tik
sintezatoriai ilaisvina jaunuosius, bet ir pats gyvenimas, nes uz muzikos radymg jau nebesitlomi
butas arba automobilis.

Dar neseniai buvo gan lengvai jtikéta, kad lietuviska muzika yra kazkokia truput jdomesné,
turbit ir dvasingesné nei kitos, aplink mus kuriamos muzikos. Sio mito §aknys buvo laistomos
$velniy panegiriky vandenéliu, o vaisiais naudojosi, kas kiek pajége. Dabar irgl sunkoka atsilaikyti
prie§ tokig pagunda, bet didZiausia béda yra ta, kad Sis mitas jau nebeteikia ankstesnés kiiryba

Zadinancios energijos.
Tad kur tie fluidai, skatinantys lietuvj rayti natas?

Lietuvoje dar niekada nebuvo tokio didelio muzikos kiiréjy skaiciaus, kaip siandien. Ima ryskéti
ir lietuvisko muzikinio feminizmo kontdrai - jau kas penkta kompozitoriy gildijos naré yra
kompozitoré. Ar teisétai a§ vartoju feminizmo sgvoka Sioje vietoje? Uzuot vélesis i diskusijas, sitilau
atidZiau pastudijuoti patj lietuviy motery kompozitoriy fenomena, kolkas visai nepelnytai nutylims.
Festivalyje pristatoma tik vienuolikos, taigi, mazdaug pusés i§ ju kiiryba, ir tai, manau, téra rimtesniy
pasvarstymy ar didesniy renginiu pradZia.

Nors madinga paverkslenti dél nacionaliniy opery stygiaus, miisy festivalis pristato net keturias
naujas operas. Nei viena i§ jy néra skirta Lietuvoje egzistuojantiems operos teatrams - ortodoksai
ir vél turés progos pabambéti. Taciau niekas taip greitai nesensta, kaip teatriniai atradimai, todél
dZiaukimés gebéjimu kurti gyva muzikinj teatra, kur jis beatsirasty - vaiky darZelyje, kavinéje ar
bendraminciu klube. :

_ Kartais atrodo, kad lietuviy muzikinei savimonei ima stigti atminties. DaZniausiai operuojama
naujausios dabarties faktais, kartu tarsi varZantis ankstesniy laiky palikimo. Tai galima suprasti,
bet nesinori pateisinti. Leiskime praeiiai biiti savimi - nesvarbu, mielas ar nemielas mums jos
Seselis.

Biikim atviri: Ciurlionis kartais apvilia mus kaip kompozitorius. Gal todél jo muzika pateikiama
kiek propagandiSkai (zitrékit - ir mes turim amziaus pradzios kompozitoriy!), arba nukeliauja i
miisy aktyviojo muzikinio gyvenimo pakras¢ius. Akivaizdu, kad Ciurlionio gretinimas su XX amZiaus
“didZiaisiais” yra gan slidus daiktas, jei Ciurlionio muzikinéje karyboje teieSkoma muzikiniy
imantrybiy. Bet atkreipus démesj | bendresnius dalykus, kurie jam, kaip Zinia, buvo daug svarbesni,
Giurlionio muzika kiek kitaip suskamba, mums atverdama dar neiSgirstus jos klodus. Taip XX
amZiuje galima aptikti ne viena karéja, savotiska Ciurlionio “dvasios brolj”.

Apie miisy muzikos pokarinj laikotarpj norétysi kalbéti tarsi “gerai arba nieko”. Zinoma, tas
“gerai” miisy i esmés jau nebedomina, o mislingasis “nieko” sukelia daugiau jtarimy, nei kg nors
rimCiau paaiSkina. Tarp miisy gyvena daug ty laiky liudininky, mes vis daugiau suZinome apie ta
epochy, taciau konfliktas tarp pokarinio gyvenimo realybés ir meno kurtos iliuzijos tebekelia daugybe
klausimy. Tyléjimas apie Siuos dalykus, man regis, nepasiteisina, juolab, kad a¥ né nebandau §neketi
apie kam nors taikyting priversting atgailg arba apsivalyma. Tiesiog norisi pamatyti t3 epochq taip,
kaip j fiksavo ty laiku kiiryba, nors ir kaip rizikinga bepasirodytu vartoti kiirybos terming dalies
pokario produkcijos apibiidinimui.

Apie t3 muzikg kalbant Siek tiek placiau - kaip apie bendrg kryptj, visaapimanéig terpe (ne vien
apie kiirinius, tradiciSkai priskiriamus to laikotarpio lietuviskai klasikai) - be ypatingo dZingesio
tenka pripaZinti, kad muzikiniu poZitiriu daZniausiai nesama esminiy skirtumy tarp kériniy, parasyty
per mazdaug desimtmetj iki karo ir per gera deSimtmetj po karo. Ir vienu, ir antru atveju dominuoja
provincialus, autsaideriSkas, “parapijinis” mastymas bei skonis, tik pirmuoju atveju jis pasireiskia
tiesmuku patriotizmu ar konvencionalia baZnytine produkcija, 0 antruoju - pro visus galus tryksta
sovietinés propagandos kli§émis. Labiausiai abu laikotarpius vienija gan ortodoksalus akademizmas
su jam budingu muzikinés kalbos formy konservatyvumu, platesnés erudicijos stoka, stipresniy
meniniy ambicijy nebuvimu; XX-uoju amZiumi &a dar nekvepia.

Atrodo, tarsi paskutinysis smetoniSkas deSimtmetis nuosekliai, nors ir visai nenorom, vedé
tiesiai  stalininio periodo perversijas. Tai vyko ne vien todél, kad ir vienu, ir antru laikotarpiu
“tong uZduodavo” beveik tie patys kompozitoriai, bet ir dél bendresniy Lietuvos kultiiros - tiek
prieskarings, tiek ir pokarinés - problemy. Nepamirskime fakto, kad modernesni menininkai
prieskarinéje Lietuvoje praktiSkai neturéjo jokio pripaZinimo tarp konservatyvios daugumos
(Bacevitiaus ar Kadinsko egzistavimas veikiau priskirtinas iS§iméiai), o po karo modernizmas,
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suprantama, tapo vienu stipriausiy keiksmazodZiy. Taig, akademiné rutina tesési jau i§ anksciau,
metai po mety, nepriklausomai nuo politinés situacijos, 0 1940-ujy ivykiai ja ypac jtvirtino, vulgariai
politizuodami ir sudarydami salygas kone paranojinei grafomanijai. Bet vistiek labiausiai buvo
paveikta ne pati tradiciskai nusistovéjusi muzikos sankloda, o iorinés Zodinés iSkabos - pavadinimai,
temos, paskyrimai: &a jau tikrai netingéta nertis i§ kailio. Ir nors viena teorija skelbia, jog pokario
akademizmas buves savaip rezistencinis, suprask, tokia Ezopo kalbos atmaina, palikime §j teiginj
sovietinés ezoterikos specialistams.

I§ miisy retrospektyvoje pateikty pavyzdZiy galima nesunkiai atsekti keleta to meto muzikos
bruoZy: i§ vienos pusés, beviltiska pasidavimg reZimo keliamiems reikalavimams, antra vertus -
norg ir pastangas bent fragmentiskai kurti tai, ka biity galima laikyti normalia muzika. Sios abi
tendencijos labai daZnai persipina vieno kiiréjo asmenyje ar netgi viename kirinyje.

Néra labai smagu visa tai gvildenti, tagiau many¢iau, kad lietuviska pokario muzika nenusipelno
vien tik paty&iy ir neturéty biiti pasmerkta uZmar3iai kaip kompromituojanti miisy muzikos
panoramg. Gal neverta tobulinti, kad ir kreivo, bet vis délto fiksavusio unikalia ty laiky situacija
veidrodzio. Tuo labiau, kad ir Siandien matome ne viena puikiai prigijusi tos epochos mastymo
rudimenta, vesliai bujojantj amZiaus pabaigos miisy kultGiros darZelyje.

[domi ir vélesniojo desimtmedio lietuviskos muzikos raida. Tariamojo atSilimo metu po truputj
buvo bandoma i§sitiesti, laisvéti, modernéti. Nors jau Siek tiek buvo Zinoma apie “VarSuvos ruden;j”,
vistiek svarbesni lietuviams buvo Maskvos autoritetai, o autentiSkesniy rezultaty dar ilgokai nesimaté.,
Gyventa ir kurta labai uidaroje erdvéje, kiirybos procesas daZnokai tebuvo duoklés valdziai forma.
Tadiau apie 1965 metus jau atsirado ne vienas opusas, SiuolaikiSkumu pranokstas visg iki tol
buvusig lietuviskg muzika. Ir tai buvo bene svarbiausio liZio XX amZiaus lietuviy muzikos istorijoje
pradzia. [vairiai véliau susiklosté to meto lyderiy likimai, bet Sie Zmonés jau buvo tarsi atlike savo
pareiga. Lietuviska muzika, kad ir su trik&iojimais, pradéjo sparciai vytis istorijos traukinj, mums
fiksuodama gan spalvings “Sestidesiatniky” veiklos panorama.

§iqlldiellillé lietuviska muzika rimtesniy vidiniy kompleksy, regis, jau nebeturi. RaSyk ka nori,
rasyk kaip nori - viskas priimama, viskas toleruojama. Apie kokj nors informacijos deficita kalbéti
biity idvis juokinga. Tatiau neZinau, ar yra nors vienas Zmogus, i§ tikryju patenkintas esama padétimi.
Bet gal tai ir yra sveikos situacijos Zenklas?

Jei manes paklausty, ar Sis festivalis skirtas visiems, a§ atsakyciau: neZinau,

Jei manes paklausty, ar Lietuvoje yra geros muzikos, a§ atsakyciau: taip.

Sartinas Nakas

Sonegal Shrile { Fedeplonns servo dns),




Fragments of the Ringing Time

ilnius boasts two monuments to composers. The first one was put up to the local celeb
S/ rity, Moniuszko; the second was built to Frank Zappa and claims to be 4 unique one in
Europe. It will take long for the citizens of Vilnius to decide whom of the composers they
should put on a pedestal next. Anyway, the capital town of Lithuania has always been more 2 city
of the dukes, and it never belonged to the composers.
Not a single concert hall was built in this town in the course of its history.

Music of enclosed space is gradually ousted by new phenomena. It is not only synthesisers that
help the new generation to feel free, but the life itself. None is any longer promised a flat or a car
for composing a certain kind of music.

It is still a recent myth, that Lithuanian music is a little bit more interesting and perhaps even
more spiritual than the music composed outside Lithuania. This myth was nourished by mild
compliments, and the fruit of it were plucked by everyone who managed to reach them. [t is still
hard to resist this temptation, but the biggest trouble is that this myth stopped yielding creative
energy.

Then the question remains, what are these fluids urging a Lithuanian to write music?

The number or people writing music has never yet been so large in Lithuania as it currently is.
It is already possible to trace a shape of Lithuanian feminism in music, as every fifth member in the
composers’ guild is 2 woman. Still, does a concept of feminism really fit in this instance? Instead of
a discussion on the issue I suggest to bring into focus the works by women composers who have
undeservedly lacked attention from audience and the critics. The festival features works by 11
women composers, 4 half of currently composing women. I think this is only a start for more
serious analysis and more comprehensive musical events,

Though it is a popular practice to complain that no national operas are being written, -the
festival features even three new ones. However, none of them could be staged by the opera
theatres existing in Lithuania today, and this gives another chance for the orthodox establishment
to grumble. Opera, however, is a theatre, and there are no other things that become outdated as
fast as theatrical innovations do. Therefore we should be happy that we are able to have a real
living musical theatre, wherever it appears: in the kindergarten, cafe or a club of associates.

Lithuanian music theory and criticism sometimes seem to suffer from the lack of memory.
Music critics usually manipulate the facts of the recent present, while the legacy of previous
periods seems to be embarrassing to them. It is understandable, but not justifiable. We have to let
the past be itself, in spite of the fact whether we like or dislike the shadow it casts.

We have to be frank: Ciurlionis sometimes disappoints us as a composer. For this reason prob-
ably presentation of his music often has a character of propaganda (“we have also got a composer
of early twentieth century) or leads off the epicentre of the the active musical life. If we only look
for musical eleborations in his work, comparison of Ciurlionis with the “biggest* names of the
twentieth century becomes a risky affair. Considering more general aspects, which, as it is known,
were more important to Ciurlionis himself, we find out he was not so unique. Then we can talk of
many composers in the twentieth century who have some spiritual kinship with Ciurlionis, and
this parallel also reveals to us new aspects and layers in the music by the Lithuanian composer.

Talking of the after war period in Lithuanian music, we usually prefer to say either "good things
or nothing". Those "good“ things however, can hardly be of any interest to anyone. Mysterious
silence excites just more suspicion. There are still many witnesses of the period among us, and
each day we learn more and more of this epoch. However, the clash between the after war reality
and illusion which art of the period tried to create lets many questions open. Keeping silent about
these things does not strike me as the best policy, the more so that I do not intend to preach
penance or purification. We just want to see that time as reflected by the works created in the
period, even though a part of the after war "production® hardly deserve to be called "creative
work®.

Talking of music like a common trend (not just separate works, traditionally regarded as clas-
sics of the period) we have to admit there exists a far from encouraging tendency. Musical-aspect
of the works written ten years before the war and within a decade after it reveals no essential
differences. In both cases it is a manifestation of provincial, rural taste and thinking, In the first
case we encounter blunt patriotism and conventional production for the church; the works of the
after war period are fully stuffed with soviet slogans. Both periods share orthodox academicism
with its conservative forms of musical expression. Before and after the war the composers lacked
a wider background and aspirations. It is not even the eve of the twentieth century.

It seems as if the decade of Smetona’s Lithuania was consistently ushering Lithuanian music
directly into perversions of the Stalinist epoch. Both decades were predominated by the same




composers; however, more global cultural problems in pre- and after-war Lithuania was another
reason for this sad paradox. We should not forget the fact, that more modern composers were not
acknowledged by the conservative establishment (Bacevicius or Kacinskas are more an exception
than a tendency). After the war the hostility towards "modernism* was so radical, that the word
itself came to be considered a strong four-letter word. This testifies to the strong tradition of
academic routine, which persisted for long years irrespective of political situation. The 1940s only
reinforced it, adding it a political lining and creating conditions to nearly paranoic scribbling. The
ossified musical structure survived after war reformations; it was verbal labels of the works, as
titles, dedications, subjects that changed. In this sphere each tried to outsmart another one. Though
one of the theories claims, that the after war academicism was of a resistant nature, that is, it was
1 kind of Aesop’s language, we shall better leave this statement for the specialists in soviet esotericism
to consider.

The festival features some examples of the music of the period, and these are enough to reveal
two dominant aspects of it: hopeless surrender to the regime on one hand, and an attempt to write
"a normal music* on the other. Often these contradicting tendencies interweave in the same work
by the same author.

Though it is not a very pleasant issue to consider, I prefer to think that the after war music does
not deserve only mockery or oblivion, as a fact marring the panoramic view of Lithuanian music.
Maybe it is not worth while trying to fix though a flawed one, but still a mirror that was reflecting
the unique situation of the period. The more so, that the rudiments of the thinking of that epoch
can be found flourishing in the culture of the end of the twentieth century. '

In subsequent decades Lithuanian music develops in no less interesting way. The illusory "thaw-
ing* period witnessed the first composers’ attmepts of shaking away the stiff forms and modernising
their work. Though some information on "Warsaw autumn® was already available in Lithuania,
Moscow still retained its status of the top authority. No authentic production in the country was yet
visible. Lithuania still was a very isolated environment, and composing music still often was a just
a tribute to the authorities. However, the first new works emerged around 1956 and were for the
first time in the history of Lithuanian professional music in line with contemporary trends. The
fate of the leaders of the period took different directions, but those people had already carried out
their mission. Lithuanian music started to gain speed in attempt to catch up with the train of
history. For us this music recorded quite a colourful view of the activity of the 60s.

Contemporary Lithuanian music seems to be free from more serious interior complexes, Every-
one is free to write whatever one likes - everything is accepted and tolerated. It would be even
funny to talk of any deficiency of information. However, I am not sure if there is a single person
content with the present situation. Perhaps it is a sign of a really sound situation?

If somebody were to ask me, if this festival is for everybody, I would say: I do not know.

If somebody were to ask me, if there is any good music in Lithuanian, I would say: yes.

Saritnas Nakas




Gruodzio 10 d., antradienis / December 10, Tuesday
Vaidilos teatras / Vaidila Theatre
19val. / 7 p.m.

“Lietuvos gilumoj...”

”In the Midst of Lithuania...”

Darius Lapinskas: Koncertas smuikui, sopranui, styginiams, musamiesiems ir

juostai / Concerto for violin, piano, soprano, strings, percussion and tape

Jeronimas Kacinskas: "Tout au fond du pays lithuanien” mixed-media kirinys, panaudojant J. Kacinsko
muzikg ir O.V. de L. Miloszo poezija / mixed-media work music by J. Kacinskas and poetry by O.V.
de L. Milosz

Darius Lapinskas: La Vida vienaveiksmé opera arba ein Theaterstuck / one-act opera or ein
Theaterstuck

atlikéjai / performers:

Natalija Katiliené - sopranas/soprano
Artiiras Kozlovskis - bosas/bass
Kestutis Marciulionis - baritonas/baritone
Renata Gecaité - sopranas/soprano
Laima Vanagiené - sopranas/soprano
Gabrielé Rastenyté - sopranas/soprano
Ilona Klusaité - smuikas/violin

Sonata Stankeviciené - smuikas/violin
Mykolas Daugirdas - altas/viola

Tomas Satas - violoncelé/cello

Darius Lapinskas - dirigentas/conductor

Darius Lapinskas (1334, Kaune), kompozitorius, dirigentas. 1950 atvyko  JAV. Bostone privaciai mokési kompozicijos, dirigavimo
ir fortepijono pas komp. J. Katinska. 1957 baigé Naujosios Anglijos konservatorija, kompozicijos i dirigavimo klase (prof. F. J.
Cooke). 1957 - 58 'studijavo Vienos Valstybingje Muzikos Akademijoje (prof. H. Swaravsky), 1958 - 1960 Stutgarto Valstybingje
Konservatorijoje (prof. H. Reuter). 1960 - 1965 Stutgarto Valstybinés Operos dirigento asistentas ir Titibingeno Landestheater muzikas
direktorius, kompazitorius. Vokietijoje dirigavo Stutgarto Radinfono, Stutgarto Filharmonijos ir Manheimo Operos orkestrams, laiméjo
Wuerttembergo valstybing kompozicijos premija. Kompozicijos atliktos Darmétato Tarptautiniame Siuolaikinés Muzikos festivalyje,
televizijoje ir jvairiuose radiofonuose Vokietijoje, Danijoje ir ltalijoje. 1965 grjZo j JAV. Dirigavo savo kiiriniy koncertus Niujorke,
Cikagoje (abu 1965), Bostone (1966). 1968 ir 1978 gastroliavo Piety Amerikoje kaip kempozitorius, dirigentas ir akomponiatorius.
Nuo pat New Opera Company of Chicago jsteigimo 1982 yra jos meno vadovas ir, tarp Siuofaikiniy amerikietiy opery spektakliy
Cikagoje, su %iuo kolektyvu gastroliavo Kanadoje, Lietuvoje ir Prancizijoje. 1985 ir 1986 laiméjo ljinojaus valstijos kompozicijos
premijas. Kuriniai: operos: Lokys (1966) - pagal P. Merimee novelg, Maras (1967) ir Dux magnus (1984) - abigjy libretai K. Bradiino,
Amadar (1979) - pagal 0. V. Mila3iaus drama Miguel Manara, Rex amos (1986/1996), Karalius Mindaugas (1994) ir La vida (1995)
- abu libretai pasinaudojant J. Marcinkevitiaus ir K. BradOno tekstais. Orkestriniai kiriniai: Violos koncertas (1957), Koncertas
fortepijonui, styginiams ir muSamiesiems (1965), Koncertas smuikui, sopranui, styginiams, musamiesiems ir magnetofono juostai
(1966), Les sept solitudes {1965) - 0. V. Mila&iaus poezija, Mergaités dalia (1965), Cantata declamata - Mirusiems maisy mylimiesiems
(1966) - A. Mackaus poezija, kantata Karalius Mindaugas (1967) - K. Bradiino tekstas, Balyvera (1978). Kamerinial kiiriniai: And
Death Shall Have No Dominion (1955) - D. Thomas poema, Gardens Of The Night (1955) - fortepijonui, Fuenf Chinesische Gedichte
(1960) - tenorui su kameriniu orkestru, Haiku (1961) - japony poemos vokiskai, Ainiy dainos (1967), Tolminkiemio kantata (1980) -
pagal K. Donelaitio "Metus", Misa Di Poveri (1981), Trio obojui, violongelei ir fortepijonui (1955). Baletai: Infinitas (1972), Laima
arba Menininkas ir jo modelis (1974).

Darius Lapinskas (1934 in Kaunas). Gratuated suma cum laude from New England Conservatory, Boston, USA; majoring in
compasition and conducting in 1957. Post graduate studies: Akademie fuer Musik und darstellende Kunst Vienna, Austria (Prof. H.
Swarovsky) and Stuitgarter Hochschule fuer Musik Stuttgart, Germany (Prof. H. Reuter). Tuebingen Landestheater - Music director
and composer-in-residence, Stutigarter Staatsoper - Assistant conductor. Guest conductor: Stuttgart Radio Orchestra, Stuttgart Phil-
harmonic and Mannheim Opera Orchestra. Performances of compositiones Darmstadt International Contemporary Music Festval,
German TV, German, Danish and Italian radio, and concerts in numerous German cities. Distinctions; Wuerttemberg State Prize for
Composition. 1965 returned to USA. Cenducted symphonic concerts of his own compositions in New York, Chicago and Boston.
1968 and 1978 toured South America as composer and conductor. In 1982 founded The New Opera Company of Chicago. As its
artistic director and conductor he premiered numerous contemporary American operas in Chicago and toured Canada, France and
Lithuania with the company. Recognitions: 1985 and 1986 Ilfinois Arts Council prize for composition, International Fulbright Scholar
for Contemporary American Theatre in Lithuania. Major Works: operas - Lokys, Maras, Dux Magnus, Amadar, Rex Amos, King
Mindaugas and La Vida; orchestrat works - Viola cocerto, Concerto for piano, strings and percussion, concertro for violin, soprano,
strings, percusion and tape, Les Sept Solitudes, Mergaités dalia, Caniata declamata, Balyvera; chamber music - And Death Shall Have
No Dominion, Gardens of the Night, Funf chinesische Gedichte, Ainiy dainos, Timinkiemio kantata, Missa di Poveri, Trio for obog,
viloncello and piano; balets - infinitas and Laima.




Jeronimas Kaginskas (1907); opera "Juodasis laivas” (1975), oratorija "Saulés giesmé" (1983), kanlata "Ateities giesmé"
(1986), MiSios (1952); muzika orkestrui: Simfoniné fantazija Nr.1,2 (1930,1960), simfoniné poema "Giesmé j Sviesa” (1947), "Atpirkimo
misterija" (1954); Koncertas trimitui ir orkestrui (1931), Koncertas fleitai ir orkestrui (1962); kameriné muzika: 3 styginiy kvartetai
(1930,1931,1993), Nonetas (1932), Septatas (1360), Putiamuijy kvintetas {1968), 2 saksofony kvartetai (1969,1976), Sonata smuikui
ir fortepijonui (1974); "AtspindZiai* fortepijonui (1966).

Jeronimas Katinskas (b.1907): opera "The Black Ship“ (1975), oratorio "The Song of the Sun" (1983), cantata "The Future
Song" (1986), Mass (1952); music for orchestra: Symphonic Fantasy No.1,2 (1930,1960), symphonic poem "Song to the Light"
{1947), " A Mystery of Redemption" (1954); Concert for trumpet and orchestra (1931), Concert for flute and orchestra (1962); chamber
music: 3 string quartets (1930, 1931, 1993), Nonetto (1932}, Septet (1960), Wind quintet (1968), 2 saxophone quartsts (1969, 1976),
Sonata for violin and piano (1974); "Reflections” for piano (1966).




Gruodzio 12 d., ketvirtadienis / December 12, Thursday
Siuolaikinio meno centras / Gontemporary Art Centre
17.30 val. / 5.30 p.m.

Festivalio atidarymas
Opening of the Festival

Galina Saviniené: Parcelle fleitai / for flute
Algirdas Martinaitis:Ra3menys trombonui / Characters for trombone

atlikéjai / performers:
Lionginas Ciapas - fleita/flute
Vytautas Pilibavi¢ius - trombonas/trombone

Galina Saviniené (1946)

Parcelle (1995)

Zmogus toks didelis ir toks mazas.
Zmogus - tik dalelé Sio didelio ;
ir prieStaringo pasaulio. Mintyse

jis griZta | praeiti, prisimindamas

tai, kas tikra - motinos delno iluma,

Parcelle... Tu - tik dalele, sutaukianti saulés spindulio Silumos. O mogaus P...

Galina Saviniené (b.1946)

Parcelle (1995)

Man is so big and so small.

Man is just a part of this huge and

controversial world. In his thoughts

he returns to the past, recollecting only

the true things ( the warmth of mother’s palm.

Parcelle... You are just a part receiving the warmth of the sun’s ray. Oh, you human P...

Algirdas Martinaitis (1950): 1979 - 1983 penkiy lanky "Gyvosios gamtos knyga“ balsams ir
instrumentams; 1993 - 1996 aStuoniy lanky "PradZios ir Pabaigos knyga“ balsams, chorui ir
instrumentams; 1996 septyniy stoteliy "Sv. PranciSkaus knyga“ balsams, chorui ir instrumentams;
Nebaigtoji simfonija (1995); apeliaciné operélé vaikams "Avinélio teismas* (1996); Sutaritaka obojui,
Imnkééms(bzzlsm) (1996); Naujas gréblys, dangtis $altiniui, spec. lazda garbés ir orumo palaikymui
(1996). :

"Rasmenys“ (1996) - priklauso "Muzikiniy auky® klasifikacijai kaip ir kiti autoriaus kiiriniai obojui,
altui, fleitai solo. "RaSmenyse naudoju borchesiskaja (J. L. Borges) "vertimy® analogija: mintis
verciu j garsus, garsus | vizualines metaforas, $iuo atveju "raSmenis”. Tai visa eilé garso ir judesio
("rasymo* instrumento korpusu) sgveiky, kol galiausiai pats "ragytojas tampa savo "rasty* ritinéliu...

Algirdas Martinaitis (b. 1950): Five-sheet "Book of the Living Nature* for voices and instruments
(1979-83); Eight-sheet "Book of the Beginning and the End* for voices, choir and orchestra; Seven-
stations "St Francis Book" for voices, choir and instruments, ”Unfinished Symphony* (1995); "Judge-
ment of the Little Goat*, opera for children (1996); "Sutaritaka* for oboe, zither ( voice), "Musical
Offering* for solo viola (1996); A new rake, a lid for a spring and a stick to support one’s honour
and dignity (1996)...

"Characters” (1996). This work belongs to the category of "the musical offerings*, like all the other i
works by the author for solo oboe, viola or flute. In "Characters* the analogy of "translations by

J L Borges’ is used: the author has translated thoughts into sounds, sounds into symbolical
methaphors, in this instance, "characters, It is a sequence of interactions between sound and
movement ("writing with the body of the instrument) while finally the writer himself is trans- ;
formed into a “roll of paper” containing his own text...



Gruodzio 12 d., ketvirtadienis / December 12, Thursday
Siuolaikinio meno centras / Contemporary Art Centre
19 val. / 7p.m.

Verinys
Lietuviy motery kameriné muzika

Beads

Chamber music by Lithuanian woman composers

Konstancija Brundzaité: Dvi raudos balsui ir fortepijonui / Two laments for voice and piano
Loreta Narvilaité: Ryto rasa krito fleitai, smuikui, altui, violonlelei ir fortepijonui / Morning Due
was Falling for flute, violin, viola, cello, and piano

Eglé Sausanavifitité; Psalme sopranui, smuikui, violoncelei, fortepijonui ir musamiesiems / Psalm
for soprano, violin, cello, piano, and percussion

Nomeda Valandiiité: Baimeés didelés akys kontrabosui ir musamiesiems / Fear makes a mountain
out of molehill for double-bass and percussion

Pertrauka / Intermission

Zita BruZaité: La luna sopranui, kontrabosui, fortepijonui ir muSamiesiems / for soprano, double-
bass, piano, and percussion

Onuté Narbutaité: Vérinys balsui, kontrabosui, saksofonui, trombonui, fortepijonui ir musamiesiems
/ Beads for voice, double-bass, saxophone, trombone, piano, and percussion

Dalia Kairaityté: Akimirkos motery chorui / Moments for women choir

atlikéjai / performers:

Rita Preiksaité - sopranas/soprano

Raminta Neverdauskaité - fortepijonas/piano
Judita Leitaité - sopranas/soprano

Vilniaus naujosios muzikos ansamblis / Vilnius New Music Ensemble:
Laima Sulskuté - fleita/flute

Gediminas Dacinskas - smuikas/violin

Evaldas Vy¢inas - altas/viola

Arvydas Malcys - violoncelé/cello

Ariinas Dik¢ius - fortepijonas/piano

Sariinas Nakas - dirigentas/conductor

Saga duo:
Arnoldas Gurinavicius - kontrabosas/double-bass
Saulius Astrauskas - muSamieji/percussion

Ex tempore:

Gintaré Skéryté - sopranas/soprano

Arnoldas Gurinaviius - kontrabosas/double-bass
Ariinas Slaustas - fortepijonas/piano

Saulius Astrauskas - muSamieji/percussion
Skirmantas Sasnauskas - trombonas/trombone
Danielius Praspaliauskis - saksofonas/saxophone

“Liepos” - motery choras / woman-choir
Audroné Zupkauskiené - dirigenté/conductor




Kuklioji kiiryba: motery
kompozitoriy muzika

imboliné figiira, kurios gyvenimo, kiirybos ir pripaZinimo istorija ry$kiai atskleidZia moters

kompozitorés dalig, yra Klara Schumann (1819-1896). Paprastai jai skiriami graziis ZodZiai

Roberto Schumanno biografijoje: ideali Zmona, talentinga vyro kiriniy atlikéja ir t.t., Salia
vyro portreto jdedamas dailus jos atvaizdas. Dabar jau pradedama manyti, kad $is atvaizdas galety
papuosti ir jos pacios biografija. Klara Schumann turéty biiti pripaZistama kaip kompozitoré ir jos
pavard¢ jtraukiama | muzikines enciklopedijas, nors jos kiiryba ir kuklesné, ir ne tokia gausi kaip
vyro.

Pazvelge | XX a. lietuviy kultiiros panoramg, turbit turésime sutikti, kad ryskiausiai j vyrams
priklausiusia kultiiros sritj jsiverzé poeté Saloméja Néris (1904-1945), prieStaringa asmenybe,
nebijojusi iSreiksti savo jausmy, iSeiti j vie§uma. Jos vardg minime neatsitiktinai, kadangi jos pavyzdys
padéjo apsispresti biiti kuréja kompozitorei Konstancijai Brundzaitei (1942-1971). Yra Zinoma,
kad jauna kompozitoré skaité Salomeéjos Néries eiles, dienoras¢ius, rasdama ten savo pacios minéiy
ir pergyvenimy atspindZius, nemaza $ios poetés eilérastiy ji
panaudojo savo vokalinéje kiryboje. Tiesa, Konstancija nebuvo
tokia aistringa ir spontani$ka kaip Salomeja, ji buvo daug labiau
suvaldZiusi savo emocijas. Jeigu palygintume $iy dviejy motery
kirybos nuotaikas, pamatytume, kad Brundzaités muzika néra
kazkas panaSaus kaip “Ant laukinio Zirgo/ Ji su vétrom fizé./ Tai
jaunysté mano -/ Viesuly merguzé”, o greitiau “Zarsto baltg sméli/
Sirvinta nurimus./ Rymo ramunélé/ Rudenio arimuos”.

Ar galima teigti, kad Konstancija Brundzaité buvo pirmoji
lietuviy kompozitoré? O gal pirmoji buvo Elena Laumenskiené
(1880-1860) ar Jadvyga Ciurlionyté (1899-1992)7 I § klausimg
¢ia turbdt neatsakysime, o nuo Brundzaités pradedame todeél,
kad Sino metu motery raSoma muzika yra jos kiirybos tasa, galima
sakyti, jog iki Siol tesiasi Brundzaités kryptis.

Para§ykime apibendrintg moters kompozitorés biografij: augo kult@ringoje Seimoje, piesé, rage
eiléra§civs, arba atvirkseiai - Zaidé karg, laipiojo po med7ius (bina jvairiai). Vieng dieng apsisprendé
rasyti muzikg (nuo tada viskas klojasi panasiai), pajuto savo individualuma ir negaléjo jo nei§reiksti,
kitriniuose émé fiksuoti savo iSgyvenimus ir poZiGirj | pasaulj. Tai verté ja dar giliau viskg iSgyventi,
dar labiau viska apmastyti. PamaZu kiiryba ja taip jtrauke, kad ji émeé Zengti vis toliau ir iSsiverZé
i§ “trapios lyrikos” pasaulio. Tada pasigirdo priekaiStai: - Kodél ji taip nemoteriskai rago?
PriekaiStautojai numano, kad ji taip daro sgmoningai, taciau vis délto nesupranta, kodél ji nenori
ra§yti lyriSkai? Vietoj atsakymo pacituosiu Nomedos Valancittés ZodZius: “Moteriai su savo mintimis,
jausmais, atvirumu reikia daug Svariau dirbti, ne forsuoti, o tramdyti. Tam, kad aiskiai, "vyrigkai*
iSpildytum kaZks tau lemto, moteriSko”. I§ tiesy, kompozitorés smarkokai save tramdo ir stengiasi
raSyti vyriSkai. Taip turbiit yra todél, kad jos geriau sutinka biiti nesuprastos ir sukritikuotos, negu
“nuraytos”. Jos nenori likti nuoSaléje, jos nori konkuruoti su vyrais.

Neabejotinai konkuruojanti su vyrais yra kompozitoré Onuté Narbutaité (g. 1956). Ji vienintelé
i$ Siuo metu raSanciy motery yra pripaZinta. Onutés Narbutaités kiiriniai skambéjo daugelyje Saliy
ir buvo palankiai jvertinti kritiky. Neatrodo, kad ji biity save tramdZiusi, ji jautriai, moteriskai
iSreiske savo sielos pilnatve. Ir ne tik - ji sugebéjo sugauti ir uzdaryti savo opusy rémuose vir§
Vilniaus tvyranéius “laukus”, ne kiekvienam girdimus Vilniaus senamiescio saskambius. Meistriskai,
subtiliai, preciziSkai. Ji - Zymiausia XX a. lietuviy kompozitoré, tadiau, neZidrint to, jos kiiryba
lenkli.

Sis bruoZas biidingas visy motery kiirybai. Né viena i$ jy nejsiverzé j lietuviy muziking kultiira
lyg kokia mazyté pabaisa. Audroné Zigaityté, Dalia Kairaityte, Eglé Sausanavicitite, Snieguolé Dikéiiite,
Dalia Raudonikyte, Zita BruZaité, Nijolé Sinkevicitté. Né viena kompozitoré nepuolé j kraStutinumus
ir neuzsiiminéjo destrukcija, matyt todél, kad turi labai stipry atsakomybés jausma. Beje, Lietuvoje
dar néra ir tokios kompozitorés, kuri savo kiiryboje vadovautusi feministine nuostata, dar néra ir
feministinés muzikos kritikos.

Dabar nupiesime apibendrinta lietuviy kompozitorés socialinj portreta. DaZniausiai ji dirba
muzikos mokytoja, yra dailininko, poeto ar aktoriaus Zzmona, vieno - trijy vaiky mama. Dvi moterys
yra kaip Klara Schumann iStekéjusios uZ kompozitoriy: Rasa Zurbaité - Dik¢iené ir Loreta Narvilaité
- Budritiniené. Ir ka gi, $iu Seimy statistika dZiugina - Zmonos rafo daugiau, negu vyrai. Taip yra
turbat todél, kad moterys iSplésia i§ laiko tékmés kiirybai skirta valandéle bet kurino atveju.
ISplésia ja i$ laiko, i§ Seimos, net i§ saves pacios ir rafo, nors ir visalaik bijodamos, kad mintis
nutravks neiSvengiamai artéjantis vakarienés ruosimas ar staiga nubudes vaikas. Ir taip visg laika
“nuo kiirinio prie kiirinio. Nuo dukros prie kiirinio... Dalini save tam, ko negali atsisakyti”.(Nomeda
Valanciiité). Jos kaip galedamos stengiasi tarnauti savo paSaukimui. Kompozitoré Snieguolé Dikéitte
pasako netgi tokj paradoksa: “Gyventi mokausi i§ muzikos™ (* Nomedos Valanéiiités ir Snieguolés
Dikcintés ZodZiai cituojami i§ leidinio “Jauna Muzika”. Druskininkai 1988, p. 73 - 75.)

“Feministinés mitologijos” ekskursas. Skirtingas poZifiris i vyrus ir moteris néra kokia nors
neteisinga nuomoné ar iSankstiné nuostata, tai - mitinis mastymas, gliidintis giliausiuose samonés
kloduose, Pagal mitinj mastymg pasaulis suskirstytas  dvi priefingas dalis: $viess ir tamsg, dangy
ir Zeme, vyrus ir moteris ir t.t. Ne Siaip sau Zodis “dangus” yra vyriskos giminés, o "Zeme® -
moteriSkos. Santykj tarp juy nusako liaudies posakis: "Skiriasi kaip dangus ir Zeme*, Pagal miting




klasifikacija vyrai ir moterys atstovauja skirtingoms pasaulio puséms. Lietuviy mitologas Norbertas
Veélius iStyrinéjo, kaip mastymas prieSprieSomis pasireiskia balty kultiroje (kn. "Senovés balty
pasauléZitira®). Jis nustaté, kad i§ tautosakos Zanry mijslés ir pasakos yra susijusios su tamsiaja
pasaulio puse, o dainos - su §viesigja puse. Mjsliy ir pasaky daugiausiai uZraSyta Vakary Lietuvoje,
lur garbinti Zemés ir poZemio dievai, o dainy krastas yra Ryty Lietuva, kur, pasak Norberto Véliaus,
vyrauja dangaus mitologija. Taigi dainos yra dangiskos, turéty biti ir vyri§kos. Tadiau Lietuvoje
dainy atlikéjos pagal tradicija buvo moterys, o i§ dainy turinio atsiskleidZia, kad jos buvo ne tik
atlikéjos, bet ir dainy kiiréjos, nes lietuviy liaudies dainose viskas, netgi karas apdainuojamas
moters poZiiiriu. Apie tai teko diskutuoti su viesios atminties prof. Norbertu Véliumi ir jis pripazino,
kad ¢ia i§ tiesy esama neatitikimo.

Moterys kompozitorés Lietuvoje neturéty nieko stebinti, nes tai tradicijos tasa. NemaZai moteruy
savo kiiryboje remiasi tautosaka: Konstancija Brundzaité, Genovaité Vanagaite, Juraté
Baltramiejtnaité, Rasa Zurbaité, Loreta Narvilaité. Turbait prie tautosakos jas atveda jausmas, kad
tai yra jy, tai joms artima, nes tai nuo seno moteriska.

Austé Nakiené

The Modest Works: Woman in Music

he life, work and recognition of Klara Schumann (1819-1896), encapsulates the fate of a

woman composer. She was lavishly praised by the Robert Schumann’s biographers as an

ideal wife and a talented performer of his work. Her beautiful portrait would always find
place alongside with that of her hushand in his biography. It is only recently when speculations
have started that her image could trim her own biography. Though her heritage is not so abundant
and more humble than that by her spouse, Klara Schumann has to be recognised as a composer
and her name included into reference books on music.

The most prominent female figure on the men-dominated Lithuanian cultural stage of the
twentieth century was Saloméja Néris, the famous poetess. A controversial personality, she did not
shun publicity and was quite comfortable with expressing her feelings. It was her example that
inspired another woman, the future composer Konstancija Brundzaité to gather courage to pursue
a creative career. The young woman composer is known to have read the poems and diaries by
Salomeéja Néris and to have found in them reflections of her own experience and thoughts. Brundzaité
also used the poetry by Saloméja Néris in her vocal compositions. It is true, that Konstancija was
not as passionate and spontaneous personality as Saloméja Néris. She had a much better control
over her emotions. A comparison between the moods of these two women reveals that the music
by Brundzaité cannot be summed up by the following line from Salomeja Neris’ lyrics (this line
well reflects the poetess’s nature); "Mounted on the stalion, she galloped with the wild winds. My
youth - a girlfriend of the storms.“ The essence of the composer is rather expressed in another
poem by Neéris: "Sirvinta, the tranquil river, keeps shifing its white sands. Far in the autumnal field
a camomile rests quietly.

Is it possible to assert that Kostancija Brundzaité is the first Lithuanian woman composer?
Maybe Elena Laumenskiené (1880-1860) or Jadvyga Ciurlionyté (1899-1992) were her predeces-
sors? It seems impossible to answer this question in this article. However, we start with Konstancija
Brundzaité because contemporary works by women authors continue the trend started by Brundzaité,

Let’s draw a collective portrait of a woman composer. She was brought up in a family of local
intellectuals, she was drawing, writing lyrics or, maybe, she played war and liked climbing trees as
a child (both ways are possible). Someday she made up her mind to write music (since -then
onwards not much has changed). She became aware of her individuality and could not express it.
That way she started committing to paper her experience and her world vision. This made her to
go through her experience again and to reach deeper levels of her mind and feelings. She had to
do a lot of thinking and rethinking. Gradually she realised she was getting so involved with
writing music, that it took her only one more step forward and beyond the world of "fragile
lyricism“. Reproaches and complaints foilowed immediately, why her work has nothing feminine
about it? Critics could see that it was what she intended to write, but still why she was reluctant to
write lyrical music? Instead of an answer I shall quote Nomeda Valan¢inté, one of the contempo-
rary female composers: "Feelings, thoughts and female sensibility makes 2 woman do cleaner
work, she should not “force” her expression, she has to control it. She has to do so in order to give
a clear “masculine” form to something feminine she has got to express.” It is true, that women
composers try to control themselves and to fit into standards created by men. Most probably they
do this because they would rather be misunderstood and criticized than "written off*. They are
reluctant to remain aside and aspire to the status equal with men.

Onuté Narbutaité (b. 1956) is one of the women composers standing on the equal grounds with
her male piers. She is the only currently active recognised woman composer in Lithuania. Onuté
Narbutaité's works have been performed in many countries and have enjoyed positive appraisal.
The woman composer did not seem to have tried to control herself so hard, she expresses her
spiritual wholeness in a subtle and feminine way. She managed to capture the aura of Vilnius,
secret chords of the old town and enclose them in her opuses. She did that with a master’s skill
and precision. Though she is the biggest Lithuanian woman composer, her work is modest.

This modesty characterises the work by all the Lithuanian woman writing music. Not a single of
them thought they could appear in Lithuanian musical culture like a tiny monster. Audroné Zigaityte,
Dalia Kairaityté, Eglé Sausanavicinté, Snieguolé Dik¢inté, Dalia Raudonikyté, Zita BruZaité, Nijolé




Sinkevicifité, none of them went to extremes or showed a tendency to self-destruction. The reason
for that must have been a strong feeling of responsibility. Not a single woman composer in Lithuania
has yet made feminism a principle or basis for her work, so far there is no feminist music criticism.

Now let us draw a collective social portrait of a woman composer. In most instances she is
teaching music at school and is married to an actor, painter or poet with one, two or three
children. Two of Lithuanian woman composers, likewise Klara Schumman, are married to compos-
ers: Rasa Zurbaité - Dikéiené and Loreta Narvilaité - Budriiniené. The statistics of these two com-
poser-families is quite encouraging for women, as the wives have proved more prolific than their
spouses. It is probably because no cost for them is too high for seizing an hour for worl from the
stream of time. They steal that hour from the family, even from themselves, and write, though
fretting all the time that a child wakes up or an approaching dinner time will interrupt the course
of their thoughts. So it goes. This is how Nomeda Valancifité describes her life "from one work to
another. From my daughter to work...You share yourself between something you cannot refuse
giving your time and energy.“ They try to follow their vocation as honestly as they can. "I learn to
live from music,* Snieguolé Dikéifité has once said a paradoxical statement. (Nomeda Valancitité
and Snieguolé Dik¢inté are quoted from the publication The Young Music, Druskininkai, 1988. 73-
75pp-

Now let us make a little digression into “the feminist mythology“. Different attitude to different
sexes does not mean any wrong ideas or prejudices. It is a product of the fundamental mythical
consciousness. The myth world is split into opposite poles: light and darkness, the sky and the
earth, man and woman. In the Lithuanian language the word designating "sky“(dangus) is of
masculine gender, while the word designating the earth (Zemé) is of feminine gender. There is also
a proverb to describe the relationship of the two, saying that two things are as "different as the
sky the earth®. In mythic classification man and woman represent different aspects of the world. In
his book "The Ancient Baltic World Outlook* Norbertas Veélius, the outstanding expert in Lithuanian
mythology, analysed the Baltic cultures and the phenomenon of thinking in oppositions. In the
book he indicated that some of folklore genres, such as riddles and tales, are related with the dark
side of the world. Songs, on the contrary, are related with the lightside of the world. Most of the
riddles and tales were recorded in Western Lithuania ( in pre-Christian period this part of Lithuania,
according to the scientist, used to worship gods of the earth and the underground. Eastern Lithuania,
known as the land of songs, according to Norbertas Vélius, was dominated by the sky mythology.
Therefore Lithuanian folk songs belong to the realm of the sky (masculine in gender). However,
most of the singers in Lithuania were and are women. More over, it is obvious, that most of the
authors of these songs are women, as every aspect of life, even war in Lithuanian folk songs is
presented from feminine view point. In a discussion the late professor Norbertas Velius also admit-
ted that there some contradiction in that. ‘

Women composers in Lithuania should not come as a surprise to anyone, since they maintain
the centuries old tradition. Quite a few of them, like Konstancija Brundzaité, Genovaité Vanagaité,
Juraté Baltramiejanaité, Rasa Zurbaité, Loreta Narvilaité owe much to folklore. Most probably,
they are attracted to folklore by a feeling, that it is familiar to them, as it is feminine sine the
ancient times, '

Austé Nakiené




Konstancija Brundzaité (1942-1971): vokaling muzika solo balsui ir fortepijonui: "Silo dovana® (1967), "Dvi raudos"
{1968); chorui: "Septynios mjslés i8 lietuviy tautosakos" (1968), "Lyjant” ,"Giriy mergelé” (1970), "Vakaras" (1971), "Paukstis"
(1971); karneriné muzika: pjesés fleitai ir fortepijonui "Vakaras", "7aidimas" (1969), "Dialogai* vargonams ir styginiy orkestrui
(1970).

Konstancija Brundzaité (1942-1971): vocal music for solo voice and piang: "A Gift of a Pine-forest” (1967), "Two La-
ments” (1968); chorui: "Seven Riddles from the Lithuanian folklere” (1969), "While Raining", "Wood Girl* (1970)," "Evening”
(1971), "Bird® (1971); chamber music: pieces for flute and piano "Evening", "Game" (1969), "Dialogues" for organ and string
orchestra (1970).

Loreta Narvilaité (1965, Klaipada) 1989 baigé Listuvos muzikos akademijos prof. J. Juzeliino kompozicijos klasg. Kiiriniai:
"Praginanti nata* 15 styginiy (1988, 1990), "Con variationi" variniy putiamujy kvintetui (1990), "Nona" vargonams (1991),
"Sapnas: prinoke Sermuk8niai" balsui ir instrumenty ansambliui, S. Gedos Z. (1988, 1996). "VirSum auksty pusy spalvos®,
" Afsisésk po raudonu Sermuksnio medziu" balsui ir fnrz‘ep/jonu1(1993 1995), Styginis kvartetas (1987, 1996), "Kapa" fleitai,
vargonams ir variniy puiiamyjy kvintetui (1995), "Atviras miestas” simfoniniam orkesirui (1 996).

“Ryto rasa krito™ (1996).
Ryto... ramybe... alsuojanti...
Rasa... vieniga...

Krito...

Loreta Narvilaite (b. 1965, Klaipéda). [n 1989 graduated composition at the Lithuanian Music Academy under professor
Julius Juzeliinas. Major works: "A Passing Note" for 75 strings (1988, 1990); "Con variotioni" for brass quintet (1990);
"Nona" for organ (1991); "Dream: Ripe Ash-berries" for voice and instrumental ensemble, lyrics by Sigitas Geda (1988, 1996)
"Above the Colour of the Tail Pine Trees" and "Sit Down under a Red Ash Tree” for vaice and piano (1993, 1995); String Quintet
(1987, 1996); "Dune" for flute, organ and brass quintet (1995); "Open Town" for string orchestra (1996).

*Morning Due was Falling“ (1996).

Breathing... morning’s... tranquillity

Due...Alone...

Was falling...

Eglé SausanaviGilité baigé lietuvos Muzikos akademija, kompozicijos specialybg (doc. Bronius Kutavigius). Kiriniai:
Devyniabrolé balsui ir kameriniam ansamblivi (1986), Simfonija (1987), Ritualas trims fleitoms (1988), Sonata vargonams
"Trys zingsniai dieviskosios Motinos link" (1993), Psalmé sopranui ir kameriniam ansambliui (1991-1996), "Neik Svelniai |
naktj" alfui solo (1995), "Vydiinas-Visatos saranga* dviems fortepijonams (1996), "Und das Lied bleibt schon” kantata sopranui,
/(amer/n/am chorui, vargonams, fleitai i kontrabosui, tekstas R.M.Rilkés (1996), Wintersonate fleitai sofo (1896), Miribota
{rombonui solo (1996).

Psalme sopranui, fleitai, fortepijonui, smuikui, violonZelei ir muSamiesiems (1991-1996).

Sio karinio gimima paskatino senovinio teksto groZis (22-oji Dovydo psalmé, Senasis Testamentas). Psalmé - tai giesme,
ypatinga sakraliné sielos bdsena, amziy nugludintais Zodziais kreipiantis | Praamz]. Ja raSydama nesinaudojau konkrediai
jvardinama kompozicine technika. Tai greiGiau intuityviy derminiy kompleksy Zaismas, paremtas mano muzikos groZio suvokimu.

Eglé SausanaviEiiité (b.1963, Vilnius) has her musical education from the Lithuanian Music Academy, where she studied
composition under Bronius Kutavitius. Works: " Sister of Nine Brothers” for voice and chamber ensemble (1986); Symphony
(1987); "Ritual* for three fluies (1988); "Three Steps towards Divine Mother" organ sonata (1993); Psalm for soprano and
chamber ensemble (1992-96). " Do not go gentle into the Night* for viola solo (1995); "Vydunas - the Structure of the Uni-
verse" for two pianos (1996); "Und das Lied bleibt schiin® cantata for soprano, chamber choir, organ, flute and double-bass,
lyrics by R M Rilke (1996), "Wintersonate" for flute solo (1998), Miribota for trombone solo (1996).

Psalm (1992-96) was inspired by the beauty of the ancient sacred text (XXIl David’s Psalm from the Oid Testament). A psaim
is & chant born in the sout glorifying the Eternal Good and appealing to him in the ancient polished and perfected through
centuries words. The author does not follow any obvious composition technigue in this work, but relies more on the play of
intuitive mode harmonies, based on her individual perception of the beauty of music.

Nomeda Valangiiite (1961) 1984 baigé Listuvos muzikos akademija, prof. Juliaus Juzeliono kompozicijos klase. Kuriniai:
Narcizas paruostam fortepijonui ir klavesinui (1986), Inkrustacija smuikui ir obojui (1987), Puotos pabaiga klavisiniam
instrumentui (1987), Lietus plonom stiklinem kojom kameriniam chorui arba 8 balsams, 2. H. Radausko (1989), Gelé styginiy
arkestrui (1990), Kelioné styginiy kvartetui ir paruostam fortepijonui (1391), Misko lapai pamiSusiom voverém vejyje Soka
(Ruduo) 5 balsams ir paruostam fortepijonui, 7. H. Radausko (1992), Dizgiantis krimas 2 fleitoms ir 6 styginiams (1992),
Circulus vitiosus trembonui, kontrabasui ir paruo3tam fortepijonui (1993), Pazitirek: spindulys pakutinis kameriniam choruf it
paruostam fortepijonui, 2. H. Radausko (1993), Zinia simioniniam orkestrui(1994), Mortamarija styginiy orkesirui ir vargonams
(1994), Sala mediniy puciamufy ir styginiy kvintetams (1994).

“Baimés didelés akys“ (1996).

Baimés akys kaip obuoliai (balt.)

Baimé turi tokstan&ius akiy (vok.)

Baimés akys kaip lekstés, o nemato nei trupinio (rus.)
Baimé didina daiktus (pranc.)

Baimé kurmiarausius palaiko kalnais (angl.)

Baimeé turi dideles akis, bet mazai jegos (lenk.)




In 1984 Nomeda Valangiiite (b. 1961) graduated composition et the Lithuanian Music Academy, under professor Julius
Juzelitinas. Major works: "Narcissus" for a prepared piano and harpsichord (1986); "Inlay* for violin and oboe (1987); "Rain on
Tiny Glass Legs" for chamber choir or eight voices, lyrics by Henrikas Radauskas (1989); "Cell" for string orchesira (1990);
"Journey" for string quartet and prepared piano (1991); "Forest Leaves Dancing Like Mad Squirrels in the Wind (Autumn)* for five
voices and prepared piano, lyrics by Henrikas Radauskas (1992); "A Buzzing Bush® for fwo flutes and six string instruments
(1992); "Circulus vitiosus” for trombone, double-bass and prepared piano{1993); "Look: the Last Ray* for chamber orchestra and
prepared piano, lyrics by Henrikas Radauskas (1993); "Message” for symphonic orchesira (1994); "MarthaMary* for string or-
chestra and organ (1994); "Island" for winds and string quintets (1994).

"Fear makes a mountain out of molehill* (1996).

The eyes of fear are apple big. (Beloruss.)

Fear has got thousand eyes. (Germ.)

Fear has got eyes as plates but cannot see a crumb. (Russ.)
Fear has got big eyes. (Lith.)

Fear has got big eyes, but little strength. (Pol.)

Zita BruZaité (1966). Koriniai: Trieiliai bizelio naktj vokalinis ciklas balsui ir fortepijonui pagal S. Gedos ZodZius (1989), Tosliali
balsams ir trims tenebrinéms linijoms(1991), Haides mediniams putiamiesiems, styginiams ir klaviiniams instrumentams (1991),
Rebus musicis et musicantibus instrumentiniam ansambliui (1993), Igniis fatuus simfoniné poema simfoniniam orkestrui (1994),
Rudens impresija styginiams (1993), Be Se3éliy trims i3ilginéms fisitoms ir klavesinui (1993), Versmé styginiy kvartetui (1995),
Debesia sesuo sopranui, chorui, styginiams (1995), Anapilio garsy vizijos 2 fleitoms, musamiesiems, fortepijonui (1994), Fuga
aStuoniems atuoniems akioriams ir a8tuoniems muzikantams (1992), Sta - Ne - Sta dviem fortepijonams (1992).

La luna (1996) - dviejy daliy noveleté balsui ir instrumentiniam ansambliui. Perskaitiau L. B. eiléradtj "Ménulis* temstant,
pirmuosius garsus uZrasiau ménulio Sviesai kylant...

Zita BruZaite (b. 1966). Major works: "Triplets on June's night” vocal cycle for voice and piano, lyrics by Sigitas Geda (1989);
"Togliali" for voices and three timbre lines (1991), "Haides* for woodwinds, strings and keyboards (1991); "Rebus musicis et
musicantibus" for instrumental ensemble (1993); "Igniis fatuus" symphonic poem for symphonic orchestra (1994); "Autumnal
Impression" for strings (1993); "Without Shadows" for two vertical flutes and harpsichord (1993); A Spring* for string quartet
{1995); "Sister of the Clouds" for soprano, choir and string instruments (1995); "Sound Visions from across the Styx” for two
fiutes, drums, piano (1994); Fugue for eight for eight actors and eight musicians (1992); "Sta-Ne-Sta* for two pianos (1992).

“La luna® is a two-part novelette for voice and instrumental ensemble | have been reading L B's poem "The Moon*" when
darkness was gathering, and | noted the first sounds when the moonlight came...

Onuté Narbutaité (1956, Vilnius) baigé Lietuvos muzikas akademijos prof. J. Juzeliino kompozicijos klasg. Koriniai; Atverk
uzmarsties vartus styginiy kvartetas Nr2 (1980), Interludium fleital, violongelei ir vargonams (1983), Vilniaus divertismentas
fleitai, dviems igilginéms fleitoms, gitarai, klavesinui, bOgneliu ir styginiy kvartetui (1984), A$tuonstygé smuikui.ir altui (1986),
Vijokfis dviems fortepijonams {1988), Liberatio 3 fleitoms, 3 obojams,3 valtornéms, 3 trombonams, lek&tams, 1&ksteléms, smuikui,
altui, violontelei ir kontrabosui (1988), Vinco Mykolaitio Putino eiléradtis fortepijonui ir balsui (1990), Opus lugubre styginiy
orkestrui (1991), Mozartsornmer 1991 fleitai, smuikui, altui ir klavesinui (1991), Pieginys styginiu kvartetui ir sugrjztanciai Ziemai,
styg. kvartetas Nr. 3 (1991), Metabole kameriniam orkestrui (1992), Monogramme musamiesiems (1992), Epitafija 4 balsams
arba miSriam chorui, dviems igilginéms fleitoms, gitarai, varpeliui ir fazdeléms, ZodZiai B. M. Rilkes 3, 1993, Hoqustus altui,
violongelei ir kontrabosui (1993).

“Verinys* (1995), versija muSamiesiems, kontrabosui ir 3 - 4 melodiniams instrumentams ar balsams. Sios kompozicijos
tekstas suponuoja kelis skirtingus garsinius pavidalus, variantisk tiek kirinio formos, tiek atskiry detaliy interpretacija. Forma
modeliuojanti asis - muSamuyjy instrumenty partija, kurig galima jsivaizduoti kaip Sesiy SeSiakampiy, sujungty bendromis
krastinemis, vérinj, kurj galima "uZsegti* ar paliki aivira, skailyti viena ar kita kryptimi. Prie musamujy gali prisideti atskiros
kontraboso, bei dar 3 - 4 melodiniy instrumenty ar balsy linijos. Visy $iy linijy koreliacijoje lieka daug erdvés atlikéjy impulsams,
bei véjo Suorams, galiausiai iSbarstantiems visus vérinius.

Onuté Narbutaité (1956), graduated from Lithuanian Academy of Music,where she studied composition with prof. Julius
Juzelitinas, Major works: String quartet No.2 (Open the gates of oblivion), (1980), Interludium for flute, ceflo and organ (1983),
Vilnius divertimento for flute, two recorders, guitar, harpsichord, tambourine and string quartet (1994), The Eight-string for vialin
and viola (1986), Creeper for two pianos (1988), Liberatio for orchestra (19889), Poem of Vincas Mykolaitis Putinas for piano and
voice (1990), Opus Lugubre for siring orchestra (1991), Mozartsommer for flute, violin, viola and harpsichord (1991}, The Draw-
ing fora String quartetand the Returning Winter {String quartet No.3) (1991), Metabolé for chamber orchesira (1992), Monogramme
for percussion (1992), Epitafifa for 4 voices and instrument ensemble, text by R.M.Rilke (1993), Hoquetus for viola, callo and
contrabass (1993).

“Beads* (1995),version for drums, double-bass, and three or four melodious instruments or voices. The text of this composition
enables the work to acquire differant musical shapes: both the entire form and separate elements of it can be interpreted in several
ways. The drums’ part is a central axe around which the whole form is modeled - one can image it as a beads of six hexagons
connected by common edges. It can be "fastened” or unfastened, it can also be read one or another direction. Drums' part can be
accompanied by a separate double-bass’ and three or four melodious instruments or voice lines. The correlation of all of these
lines leaves plenty of space for any impulses by the performers and to the wafts of wind, which finally scatter all the strings.




Dalia Kairaityte (1953, Tytuvénai) 1980 m. baigé Lietuvos valstybinés konservatorijos prof. E. Balsio kompozicijos klasg.
Karinial: " Senobings liaupsés* ciklas misriam chorui a capella liaudies 7. (1981), "Raudanti rudenio vy8nia" kameriniam ansambliui
(1984), Penki madrigalai kameriniam chorui L. Gutausko Z.(1985), "llgesio dainos" balsui ir kameriniam ansambliui A. A. Jonyno
7. (1986), Monochromating sonata smuikui solo (1987), Koncertas vargonams ir styginiy kvartetui (1994).

»Akimirky® cikia motery chorui sudaro penkios kontrastingos dalys: "Ruduo*, "Lietus", "Taip tylu*, "0 kas dabar?" ir "Vakaras".
Visas jas jungia bendra intonaciné medziaga. Kirinys dedikuotas Rudens Poetui Antanui A. Jonynui.

Dalia Kairaityté (b. 1953, Tytuvénai) graduated composition at the Lithuanian Music Academy under professar Julius Juzelitinas.
Major works: "Ancient Commendations” cycle for mixed choir a capella, folklore lyrics {1981); "A Weeping Autumn Cherry tree”
for chamber ensemble (1984); Five madrigals for chamber choir, lyrics by Leonardas Gutauskas (1985); "Songs of Nostalgy” for
voice and chamber orchestra, lyrics by A A Jonynas {1995); Monochromatic sonata for solo violin (1887); Concert for organ and
string quartet (1994).

“Moments® consists of five contrasting parts, "Autumn®, "Rain®, "It is so Quiet*, "What else" and "Evening". All of them are
related by common intonation material. The work is dedicated A A. Jonynas, the post of autumn.

Vilniaus naujosios muzikes ansamhlj jkiré 1982 m. kompozitorius Sarfinas Nakas. Tai kintangios sudéties kolektyvas, nuo
5 iki 12 nariy, tarp kuriy instrumentalistai, vokalistai, kompozitoriai, aktoriai. Ansamblis yra aktyviausias Lietuvoje Ir uZsienyje
naujausios lietuviskos muzikos propaguotojas. Specialiai ansambliui buvo sukurti Broniaus Kutavigiaus "18 jotvingiy akmens®,
"Magiskas sanskrito ratas”, "Saulétekio vartai®, Osvaldo Balakausko "Chopin-Hauer", Algirdo Martinaitio "Sakmé apie Sidvabal]"
ir daug kity kariniy. Tai originalios instrumentings ir vokalinés sudaties kiiriniai, kartais turintys ritualiSkumo ar teatriskumo
bruozyy. Dalj kiiriniy kolektyvas groja archaiskais rekonstruotais lietuviy liaudies instrumentais, kuriuos gamina ansamblio narys
Evaldas Vyinas. Ansamblis yra bendradarbiavgs su dramos reZisierium Jonu Vaitkumn, akorium Grigori Gladij, rykiausiais
Listuvos d7iazo atlikejais, dalyvaves jvairiuose bendruose projektuose. Ansamblio nariai domisi ir senaja tradicine lietuviy muzika,
yra parengg jos programy Europos radijo stoSiy uzsakymu bel jra3g kasetg. Pastaraisiais metais ansamblis daugiausia démesio
skiria jaunosios kartos lietuviy kompozitoriy karybai. Ansamblis gastroliavo DidZiojoje Britanijoje, Vokietijoje, Kanadaje, Danijoje,
Pranclizijoje, Ispanijoje, Cekijoje, Lenkijoje, Olandijoje, Austrijoje, Latvijoje, Estijoje, Rusijoje, Baltarusijoje, Ukrainoje, festivaliuose
"Varguvos ruduc", "Prahos pavasaris", "Musica" Strasburgs, Queen Elizabeth Hall's Londone, Huddersfielde, SMCQ Montrealyje,
FIMAV Victoriaville'je, Fxpo-92 Sevilijoje, "Musik Host* Odenséje, "Nyyd* Taline, "Hammaniale" Hamburgs, "Alternative " Maskvoje,
"Virtuosi* Lvove, "New Lithuania" Gdanske ir ki.

The most active exponent of Lithuanian contemporary music, the Vilnius New Music Ensemble, was set up in 1982 by
Sarlnas Nakas, a composer. The Vilnius New Music Ensemble includes from five to 12 members, who keep changing. Among
them are singers, actors and composars. A number of the brilliant Lithuanian music works on their repertoire were written for the
Vilnius New Music Ensemble by the famous composers. Amang them there are pieces that won the appreciation of the local and
foreign audience: "From the Yotvings' Stone”. "The Magic Circle of Sanskrit® and the "The Gate of Dawn" by Bronius Kutavitius,
"Chopin-Hauer" by Osvaldas Balakauskas, "A Tale of a Dung-Beetle” by Algirdas Martinaitis. Besides original instrumental and
vocal structure, these pieces are characterised by an element of drama and ritual. A part of the repertoire of the ensemble is
performed by reconstructed archaic Lithuanian folklore instruments, made by one of the long-time members, Evaldas Vyginas. In
some of its productions the ensemble has cooperated with Jonas Vaitkus, one of the three leading stage directors in Lithuania.
Other projects by the ensemble included the actor Grigori Gladij, also local jazz stars. The ensemble draws inspiration from the
ancient Lithuanian folk music and also performs it. They were commissioned by several European radio stations to prepare some
programmes of the Lithuanian traditional music, and recorded an audio cassette. In recent years the focus of the repertoire of the
ensemble has shifted to the works by the younger generation of local composers.

The Vilnius New Music Ensemble has toured UK, Germany, Canada, Denmark, France, Spain, the Czech republic, Poland, Hol-
land, Austria, Latvia, Fstonia, Russia, Belorussia, the Ukraine. It has attended festivals "Warsaw Autumn*, "Prague Spring", "Musica"
in Strasbourg, Queen Elizabeth Hall in London, in Huddersfield, SMCQ in Montreal, FIMAV in Victoriaville, Expo-92 in Seville,
"Musik Host“in Odense, "Nyyd* in Tallinn, "Hammoniale* in Hamburg, "Alternative" in Moscow, "Virtuosi® in Lvov, "New Lithuania”
in Gdansk.

Saga Duo jkurlas 1994 metais. Arnoldas Gurinaviius (kontrabosas) 1978 baigé Lietuvos muzikos akademijos kontraboso kiase.
Nacionalinio simfoninio orkestro kancertmeisteris. 1993 surengé pirmajj kontraboso regitalj Listuvoje. Nuo 1993 Listuvos Muzikos
Akademijos déstytojas ir vienas i ansamblio "Ex tempore"” jkiréjy. Saulius Astrauskas (musamieji) 1991 baigé Lietuvos muzikos
akademijos musamujy kiase. Nuo 1988 Nacionalinio simfoninio orkestro artistas, nuo 1992 Lietuvos muzikos akademijos destytojas.
Nuo 1994 ansamblio "Ex tempore® narys.

Saga Duo (since 1994). Amoldas Gurinaviius (double-hass) graduated from the Lithuanian Music Academy (double-bass with
Prof. V. Sereika) in 1978. Leader of the double-bass group of the National Sympfony Orchestra of Lithuania. In 1993 he was the
firstwho gave a double-bass recital in Lithuania.. In 1993 he was ong of the founders of the modern music ensemble "Ex Tempore".
The same year he became a double-bass professor at the Lithuanian Academy of Music. Saulius Astrauskas {percussions) gradu-
ated from the Lithuanian Music Academy in 1991. Since 1988 he has been an artist of the National Symphony Orchestra of
Lithuania and since 1992- a professor at the Lithuanian Music Academy. Since 1995 he has been a member of the modern music
ensembie "Ex Tempore".

Ex tempore yra vadinamas "penkiy viriuozy ansambliu®, jis jkurtas Vilniuje 1991 metais. Ansamblio sudétis gan nejprasta:
sopranas, frombonas, kontrabosas, fortepijonas ir musamieji. Ansamblis atlieka jvairiausiy stiliy muzika, taip pat ir dZiaza, yra
dalyvaves jvairiuose dZiazo festivaliuose: New Teritory Kijeve, Arhus festivalyje Danijoje, Vilniaus Jazz Forum ir Kauno Jazz. Grupé
atlieka ir klasiking muzika, dalyvauja vietiniuose ir uzsienio festivaliuose. Ex tempore dalyviai daZnai pasirado kaip solistai ir
kameriniy grupiy dalyviai. Ansambliui daug kuria lietuviy kempozitoriai. 1995 ansamblis dalyvavo festivalyje "Wratislavia Gantans®
Lenkijoje.




Ex Tempare is called "the ensemble of five virtuosos* and was formed in Vilnius in 1991. In has quite unusual forces: soprano,
frombone, double-bass, piano and percussion. It performs music of different styles including modern jazz. Its members have
faken part in numerous jazz festivals such as the New Territory in Kiev, The Arhus Festival in Denmark, the Vilnius Forum, and the
Kaunas Jazz. In recent years the group has also performed classical music appearing in festivals at home and abroad. Members of
Ex Tempore often perform as soloists and chamber players. They have premiered many warks by contemporary Lithuanian com-
posers. In 1995, the ensemble Ex Tempore took part in the festival "Wratislavia Cantans * in Poland.

Motery choras “Liepes™ i8augo i mergaitiy choro studijos "Liepaités”. Motery choro "Liepos" dainininkés, dainuodamos
choro studijoje, dalyvavo Tarptautiniuose chory kenkursuose, festivalivose ir pelné prizines vistas: 1975 m. - sidabro medal]
Tarptautiniame chory konkurse Celje mieste (Jugoslavija), 1980 m. - Tarpiautiniame vaiky chory festivalyje Komlo mieste {Vengrija),
1983 m. - 1l vieta Tarptautiniame G. Dimitrovo chory konkurse Varnoje (Bulgarija).

Iraytos 9 plokstelés: 0. Messiano "Trys maZosios liturgijos", G. B. Pergolesi "Stabat Mater”, “Dainuoja mergaitiy choras “Liepaités”,
“Senoji choring muzika" ir kitos. Apie “Liepaites” sukurti trys televizijos filmai. Choras koncertavo su ymiais Listuvos atlikejais:
Lietuvos kameriniu (vad. S. Sondeckis), Lietuvos simfoniniu (vad. J. Domarkas) orkestrais, solistais R. Maciate, N. Ambrazaityte,
V. Noreika ir kitais. Nuo 1989 mety motery choras “Ligpos” gyvuoja kaip atskiras kolektyvas. Jo vadové A, Zupkauskieng taip pat
subrendo choro studijoje “Liepaites”.

“Liepos” started its musical career as a choir studio for girls “Liepaités”. Having been members of the “Liepaités” nowaday
“Liepos” took part at International Choir Competitions and Festivals: in 1980 Poznan (Poland), in 1981 Komlo (Hungary) and won
afew prizes: a silver medal at the Interational Choir Competition in Celie (Jugoslavia) in 1975, the second prize at the International
G. Dimitrov Children Choir Competition in Varna (Bulgaria) in 1989. The choir issued 9 records: 0. Messian “Three small litur-
gies”, G. B. Pergolesi "Stabat Mater”, “Music parformed by girls choir "Liepaités*, Old choir music, etc. "Liepaités” have 3 TV
films. The choir gave a lot of concerts together with known Lithuanian performers; Lithuanian Chamber Orchestra (conductor S.
Sondeckis), Lithuanian Symphonic Orchestra (conductor J. Domarkas), singers R. Macidts, N. Ambrazaityté, V. Noreika and
others. "Liepos" started singing as an individual choir since 1989. The conductor A. Zupkauskiené was also a member of” Ligpaités*
choir.




Gruodzio 12 d., ketvirtadienis / December 'IZ Thursday
Kaviné "Tobira" / Tohira Cafe
21 val. / 9p.m. S o

Videomuzika
Videomusic

Snieguolé Dikéiité: Septyni tiltai / Seven Bridges
Snieguolé Dik¢iaté: Monoliudas 2 / Monolude 2
Sarfinas Nakas: M.R.Z.

Tomas Juzelitinas: Telefonika / Telephonics
Remigijus Merkelys: L.M.Pulse

Gintaras Sodeika: Baza Gaza

atlikéjai / performers:
Algis JanuSevidius - trimitas/trumpet
Saulius Cepulis - trimitas/trumpet

Apie vaizdo ir muzikos santykj

ilmo jgarsinimui priesinosi ne tik kai kurie didieji kino meistrai, bet ir struktiralistai,

priklause alternatyviai kino judéjimo krypéiai. Ju giliu jsitikinimu, filmas netenka savo

struktry plonybiy, suskambeéjus garsui - muzikai. Negaléciau visiSkai paneigti ju radikaliy
teziy, nes manau, kad vaizdas ir mumka yra pastovioje dvikovoje, jeigu kalbame apie 1sbzugto
muzikinio kirinio ir filmo santyki. Sioje vietoje turiu iSkart pamineti tuos atvejus, kai muzika
atlieka jgarsinimo funkcijq - kitaip tariant, asistuoja vaizdui, ir tik tam tikrose vietose, kur vaizdo
nebepakanka kaip raiskos priemonés - leidZiama listi muzikai j priekj. Tai labai speciﬁné sritis,
vadinama soundtrack’n arba, kitaip tariant, garso takeliu. Ir nors garso takeliai egzistuoja k'up
savarankiski kiiriniai, jiems vistiek negalima teikti pirmenybés, nes paraSyti biitent su tikslu jgarsinti
vaizda. Mane labiau domina garso jvaizdinimas. tai yra kai muzikos kariniui specialiai daromas
vaizdas. AiSku, ¢ia pat galimos iliustracijos, kuriy niekaip kitaip nejvardinsi, kaip tik garsy
vizualizavimu. tai labai pavojingas uZsiémimas, nes retas kuris, klausydamas koncerts, mato partitiirg,
ar stebi atlikéjus. daugeliu atveju jsijungia vaizduoté ir - démesio! - iSsitrina realaus laiko suvokimas.
Ne veltui vaizdas ir vaizduoté netgi lingvistiniu pozifiriu turi t pacia reikSme. Bandymas konkuruoti
su vaizduote, mano manymu, i§ karto yra pasmerktas. Taciau iSeitis yra - tai bandymas pateikti
dvisluoksnj kiirinj, kur vaizdas ir muzika yra lygiaverciai, nors neatskiri. Idealu, kai vaizdas su
muzika yra dZiaza grojanciy partneriy pozicijose. Asis, ant kurios veriasi viso kiirinio tiek muzikinés,
tiek vaizdinés variacijos - ritmas (aritmija), kuris diktuoja vaizdo judesi, kadry kaita ir t.t. Tuo
bidu, mes gauname savotiska dvikalbyste, kur vaizdas ir muzika suvokéjg pasiekia kiekvienas
savaip veikdamas, kartais ia pacia kryptimi, o kartais visiSkai skirtingomis, kur susidares tarpas
suteikia galimybe plétotis vaizduotei. Vaizdas, mano manymu, negali biiti vien abstrahuotas, idealu,
kai jis pereina nuo konkretybés (atpazistamo objekto) iki apibendrinimo (abstrakcijos). Suvoleéjui
- klausytojui pateikiama muzikos perskaitymo - papildymo vaizdais versija. Reikia nepamirsti vieno
dalyko - kad tokio pobuidzio muzikos jvaizdinimas jveda tam tikrg, absoliudiai skirtinga nuo gyvo
atlikimo, realios trukmes kategorija. Tai yra, kiirinio metu Zmogus verciamas mastyti, asocijuoti, jo
klausymas apsunkéja matymu. Daznas neiskentes dvikalbystés jimantrybiy uZsimerkia, leisdamasis
i savo vaizdy ir vaizdiniy dialekts.

Gintaras Seputis

On image and sound

(problems of music visualisation)

he idea that film should have sound was opposed not only by some grand cinema mas

ters. Structuralists representing alternative film trend were also against it. They were

sure that with sound ( music ( -film should inevitably lose some of its subtle structural
qualities. I could not deny their radical statements, as a duel between image and music (we are
talking of a relationship of a complete musical work and film) has never stopped. It should be
noted, that music in many instances means just adding sound to the image - in other words, it
assists the image. In some instances only, when the image is insufficient vehicle for the message,
music is allowed to move to front. It is a very specific sphere called soundtrack. Though soundtracks
exist as independent work, it has to be always remembered that they were written with the aim to
add sound to the image.

I am more interested in the opposite process of adding image to sound. These are instances
when a certain visual environment is being created for a specific musical performance. Of course,
in similar instances there is a possibility of illustration, which can only be qualified as visualisation
of sound. Thar usually involves a high risk, as very few people in the audience observe performing




musicians or can picture the score when they listen to music. Usually imagination work starts, and
people lose perception of time. Linguistic link of the two words "image* and “imagination® is far
from incidental, Still trying to compete imagination would be an empty work. But there is a way
out of this situation ( it is to present a two-layer work integrating sound and imagine. The two of
them, though not separated, should he independently important. Ideally sound and vision have to
play like two jazz music partners. The central organising axe for musical and visual material
should be rhythm (or absence of it}. It should define movement of the image, sequence of stills and
similar things. That way a new - bilingual expression is created. Image and music reach and affect
the perceiver simultaneously, sometimes in the same direction, other time - into the opposite one.
A gap between these two experiences creates space for imagination. The image used should not be
a pure abstraction. It is good to start with a specific (a recognisable object) and proceed to
generalisation (abstraction). So the perceiver-listener gets a possibility to read music and to comple-
ment it with images. We should not forget that music plus image performance introduces new
duration categories for live performance. This means that the task of the audience is more difficult
- they have to think and try to relate vision and sound, and their perception of music is encum-
bered with vision. Frequently a listener exhausted by a sophisticated bilingual message just closes
his or her eyes to descend into a dialect of one’s own images,
Gintaras Seputis
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Snieguole DikEiuté (1966, Vilniuje) 1992 m. baigé Lietuvos konservatorijos Osvaldo Balakausko kompozicijos klase. Kariniai:
[deomocija styginiy kvartetui ir saksofonui, Interferencija trombonui ir kameriniam orkestrui (1987), Artava vargonams, dviems
smuikams ir septyniems trombonams, Serena - Alba - Sirena keturiems trombanams ir fleitai (1988), Amalgama styginiy kvartetui
(1989), Metafonija simfoniniam orkestrui, Fomalhautas fortepijonui solo, Solitude fleitai solo (1992), Izochrona kameriniam orkestrui,
trombonui ir bongams, Ekvinokcija kontrabosui ir mu8amiesiems, Sonatina 2 Oskaro MilaSiaus tekstams sopranui, akordeonui,
saksofonui ir muSamiesiems (1995)

“Septyni tiltai (1992).Gintaro Seputio video filmas sukurtas pagal "Septyniy tilty misterija", atlikia Vilniaus Arkikatedroje
(reZisierius Valdas Pranulis).

“Manaliudas 2 * (1996) 2 trimitams, videojuostai ir magnetofono juostai. Zaidimas pakeliui j garsa.

In 1992 Snieguelé DikEiuté (b. 1966, Vilnius) graduated composition at the Lithuanian Music Academy under Osvaldas
Balakauskas. Works: "Interference” for trombone and chamber orchestra (1987); "Artava” for organ, two violins and seven trom-
bones; "Serena-Alba-Sirena” for four trombonas and flute (1988); "Amalgam" for string quartet (1989); "Metaphony" for string
orchestra; "Famalhaut" for piano solo; "Solitude" for flute solo (1992). "Isachrony” for chamber orchestra, frombone and bongos.
"Equinox” for double-bass and drums. "Sonatina“ 2 for voice, accordion, saxophane and drums, text by 0.V. de L. Milosz (1995),

“Seven bridges® (1992). Video film by Gintaras Seputis, based on "The Mysiery of Seven Bridges* that was presented in
Vilnius Cathedral (director Valdas Pranulis).

“Menolude II” for two trumpets, video and tape (1996).

Sariinas Nakas

“M.R.Z.* (1995) premjera jvyko UZupio festivalyje 120-ujy Ciurlionio (M.K.C.) metiniy diena. Cia sumontucti fragmentai i
mano sukurtos "Merz-masching" (1985), Kurto Schwitterso skaitomos "Die Sonata in Urlauten” (1932) ir Gintaro Sepugio
nufilmuotos jdros prie Venecijos.

$ariinas Nakas

The premier of “M.R.Z.“ (1995) took place at the Inter-disciplinary festival held in Uzupis, Vilnius on the ocassion of MK
Ciurlionis (M.K.C.) 120th anniversary. This piece is composed of the fragments from "Merz-maschine” (1985), extracts from "Dig
Sonata in Urlzuten“(1932) by Kurt Schwitters, and video material (featuring seaside views outside Venice) by Gintaras Seputis.

Tomas Juzeliiinas

*Telefonika® (1987) - tai bandymas sukurti muzikg vien i§ telefono aparato skigidziamy garsy: pypséjimy, telefono disko
sukimo ir pan. Kinematografiskas ("kaimiSkas*) kdrinio charakteris gimé atsitiktinai, ir, matyt, tai nuléme, jog pagal &ia muzikq
buvo sukurta net keletas video darby).

Tomas Juzeliiinas

*Telephonics® (1987) is an attempt to make music of different sounds a normal telephone can make: its peeping sound, the
sound it makes one dials the number and so on. Cinematographic (rural) character of this work was responsible for several video
works inspired by "Telephonics”.

Remigijus Merkelys

L. M. Pulse" (1996) (Invention of MultiPulse]. Daugialypio pulsavimo idéja Siame kiirinyje realizuojama kiekvienam garsui
suteikiant skirtinga, reguliariai pasikartojantj ritma - trukme. Tokiy ritmy - trukmiy daugybe uztikrina ir du skirtingi tuo patiu metu
naudojami tempai (santykis 7: 8). Muzikiné medZiaga - trims trimitams ir rims trombonams. Kadangi gyvai atliekant kiliy nemazai
sunkumy, karinys "pritaikytas* trimitui ir trombonui su fonograma, kuri yra ir iy instrumenty papildymas, ir tarsi vedlys, padedantis
"orientuotis" atlikejui savajame tempe, Vaizdiné medZiaga (videoprojekeija) taipogi remiasi j kiirinio idéja, j jo muzikinj "pamata
bei tarsi savarankiSkai pratgsia pulsavima. Skirtingi (spalva, judesiu, faktdra) vaizdai &ia derinami vignas su kitu, gretinami, - tai
nutolsta, tai priartéja, supana3éja, kaip ir muzikiniai tempai - tai sutampa, tai isiskiria. Videoprojekcijos autorius - Paulius Zavadskis.

Remigijus Merkelys

1. M.PULSE® (1996 for trumpet, trombone and tape. The title could be deciphered as INVENTION of MULTIPULSE. The idea of
multipulse is organized by using different regularly repeating rhythms - durations for the each sound - pitch. Two tempos related in
7: B are used to ensure larger number of those rhythms - durations and to make an impression of "diverging” the similar pulses.
The tape consists of 2 trumpets, 2 trombanes (with drums), therefore the work could be performed also live by 3 trumpet and 3
trombone players (using head-phones with those 2 tempos). This performanse, where the tape is a complement of live music, has
ifs own sense since it makes an impression that sometimes alt music is played only by live performers ( and they are imitating
this), also the tape is very helpful for live performers themsefves to "orientate” in their own tempos

Gintaras Sodeika

”Baza Gaza" (1988) magnetofono juostai (joje - analoginiai sintezatoriai, balsas), video ir kvapams. Kiirin] inspiravo ilga laikg
stebéta nuoroda, buvusi plente Vilnius-Kaunas. KinietiSkai-rusiskai-japoniskas §io ogotipo skambesys pasitilé garsiniy idéjy, o
taip pat vaizdy ir kvapy konteksta (kvapai yra derinami prie atlikimo laiko ir vietos). Trukmé: 33'03".

Gintaras Sodeika

“Baza Gaza™ (1988) for tape recorder tape(analogous synthersizers, voice) video and odours. The work was inspired by a long-
observed road sign on the highway Vilnius-Kaunas. A strange-sounding Chinese-Russian-Japanese combination has suggested
new musical ideas as well as a visual and odour context {usually odours are selected according to place and time). Duration:
3303,




Gruodzio 13 d., penktadienis / December 13, Friday
Siuolaikinio meno centras / Contemporary Art Centre
17 val. / 5 p.m.

Ciurlionis: Sielos peizazai
Ciyrlionis ir XX amZius

Ciurlionis: the Landscapes of
the Soul

Ciurlionis and the twentieth century

Mikalojus Konstantinas Ciurlionis: Dvi siuitos (sudarytos ir aranzuotos Ariino Dikéiaus, 1996) / Two
suites (complected and aranged by Ariinas Dikcius, 1996)
Mikalojus Konstantinas Ciurlionis: Marios op. 27 fortepijonui / Sea op. 27 for piano
Anton Webern: Trys pjesés op. 11 violondelei ir fortepijonui / Three pieces op. 11 for cello and piano
Olivier Messiaen: i$ "Paukstiy katalogo* fortepijonui / from the "Catalogue of the Birds* for piano:
Alpiy kuosa / Le Chocard des Alpes
Volungé / Le Loriot
Charles Ives: Neatsakytas klausimas 4 fleitoms, trimitui ir styginiams / Unanswered Question for 4
flutes, trumpet, and strings

atlikéjai / performers:
Zivileé Karkauskaité - fortepijonas/piano

"Ciurlionio projektas* / "Ciurlionis Project";
Laima Sulskuté - fleita/flute

Liutauras Vébra - obojus/oboe

Algirdas Doveika - klarnetas/clarinet

Jonas Lesys - fagotas/basoon

Mindaugas Gecevicius - valtorné/horn
Alfredas Rackauskas -valtorné/horn

Giedré Debesitnaité - arfa/harp

Gediminas Dacinskas - smuikas/violin
Evaldas Vycinas - altas/viola

Arvydas Malcys - violonéelé/cello

Arnoldas Gurinavicius - kontrabosas/double-hass
Ariinas Dikéius - fortepijonas/piano

Sartinas Nakas - dirigentas/conductor

Sielos peizazai: Ciurlionis ir XX amzius

912 metais Peterburgo kritikas V.Karatyginas apie Ciurlionio veélyvuosius preliudus ir

fortepijoninj cikla "Jara“ rasé: "Cia ir tik ¢ia, tuose miniatitiriniuose preliuduose ir peizazuose

mes imame jausti kazkq dvasiSkai giminingg tam Ciurlioniui, kurj paZjstame ir mégstame jo
paveiksluose. Ir ¢ia jau néra nei Caikovskio, nei Chopino, nei Strausso, o skamba kaZkokie nauji, savi
zodziai /.../ Jauciame, kad dar Zingsnis - /.../ ir stos prie§ mus visu digiu didelis kompozitorius, galbiit
prilygstas savo dailés antrininkui®. Kas laukty vz to Zingsnio? Gal stambaus uZmojo darbas - operos
igyvendinimas? ("Baisiai noriu imtis “Jaratés”, supranti?*), galbat Ciurlionis pagaliau patekty j aplinks,
respektuojancig ji kaip naujos muzikos karéjg ("Gyré /.../ labai, taciau kaip tik tg, kas nebuvo verta, o
kas tikrai mano ir nauja, to, matyt, nesuprato /.../*), gal jis susilaukty uzsakymy ar net savo publikos
rato ("Zinoma, publika /.../ visiskai nusivylé. Pragé manes ko nors linksmesnio, vos nepaprasé, kad
duociau geriau jiems ramybe.“)? Be abejo, tai turéty jtakos atsiskleisti Ciurlioniui kompozitoriui. Tagiau
jam buvo lemta reikStis Zymiai intymesnéje erdvéje: vienam ar artimuyjy akivaizdoje, skambinant
pianinu, improvizuojant ar kuriant, nevisada ir uZrasant tai, kas atrasta(’/.../ uZsidares pats vienas
dideliame kambaryje, vienui vienas su Jirate, skendau jiiros gelmése ir vaikstinéjau prie pat gintaro
rimy /.../ Ir buvo baisiai gera, tik gaila, kad beveik nieko neuzrasiau is to, kas improvizavosi“).Regis,
kad tarp improvizacijy ir kirybos idéjy tarsi retkardiais buvo prisilieciama naty popieriaus: kompozicijos
uZrasytos be kruopStesniy pazyméjimy, kartais kaip eskizai, uZrasant medziaga iki reprizos (suprask,
toliau lyg ir aisku, kaip reikty pabaigti). Gal tokj provizoriska muzikinés kirybos fiksavimg galima
suprasti kaip kirybinio mastymo bruoza: kompozicijos kaip fragmentai ar atgarsiai kazko didesnio,
dar nei§reiksto? Zinome, kad Ciurlionis pasisakydavo apie savo dailés darby interpretavimo laisve:
nejvardinant prasmiy, bet iSkeliant pakylétos ir jkveptos refleksijos verte - to, kas priveréia Zitirovy
sugrizti prie darby ir i$ naujo atrasti, atkurti ar pratesti. Juolab muzikinéms kompozicijoms skirta plati
dirva interpretuoti: redaktoriams, atlikéjams, muzikologams. Zitirek, kartais begrojant sias pjeses nejucia
imi jsivaizduoti iSplétota kiirinj, skambantj orkestro spalvomis. Kas daro ias kompozicijas tokiomis
patraukliomis?




Ciurlionio stilius nekalba apie kokj nors poreiki radikaliai keisti muziking kalbg, ir net jo "serijinés
varijacijos, atrodo, kile i kitokiy paskaty, nei vélesniyjy "naujosios technikos* klasiky. Ciurlionio
refleksijos, jo fantazija, jo nuolatiné minties projekcija pakilti, "iSskleisti sparnus®, pranokti tarsi
perprasmina tradicinés kalbos arsenala: romantiné israiska (polékis, ilgesys...) kondensuojasi i atskirus
motyvus, skambancius skirtingose transpozicijose ar dinamiskai pakitusius (planai, erdves?);
kontrapunktas "perauga“ savo jprastus rémus, tampa graksciomis, ekspresyviomis linjjomis, isradingai
sukomponuotomis i ritminiy ar intervaliniy progresijy (secesinis dekoratyvumas?); o ostinato, ritminés
sekvencijos, formuojanéios Ciurlionio kompozicijas, atrodo, taip pat turi savo Saltinj:"Ritmo monotonija
tai viena i§ svarbiausiy ir, dristu pasakyti, graziausia miisy dainy ypatybé. Sita monotonija duoda
didelj, prakilny rimtumg ir klausydamas ilgiau, pradedi justi jos gily, mistiska bdg*.

Sio konceptualaus romantiko kiirybiné mintis paSaukta transcenduoti ("Tiesa, kad pastebéjai skirtumg
tarp minties ir minties. Vienos ju yra tartum kiinikos, materialios, ir tos greitai mirta /.../, o kitos yra
visai kitokios, ir tos yra tartum sielos mintys, o kas jas girdéjo, niekados nepamir3.“), stiliaus, kaip
struktiirinés visumos, jos grynumo, uzbaigtumo paieska Ciurlioniui néra esminé (tuo jis primena
visiskai kitokj savo amzininkg Ch. Ivesg). Kiiryboje esminis yra egzistencinis praregéjimas, autentiskas
Zvilgsnis | pasaulj ("Noréciau, kad /../ klausytumeis tylos, kuri yra Naujos Kalbos giesmé. Norétiau
sudeti simfonijy i$ bangu oSimo, i§ Simtameteés girios paslaptingos kalbos, i§ Zvaigzdziy mirkséjimo, i§
miisy daineliy ir bekrastio mano ilgesio.). Sis Zvilgsnis gimdo idéjas kompozicijoms, Zvilgsnis, iekantis
ikvépimo visy pirma sudvasintoje gamtos refleksijoje.

Ariinas Dikcius

Stai improvizuota antologija, muziky mintimis kalbanti apie gamty ir jkvépima.
Jiara

"Tokiy dainy daug. Yra jos Iabai ramios, ju monotonija panasi j amzing jiros bangy judéjima, ir
girdi tartum religiska ilgéjimasi ir tyly neZemiska nuliddima. Visa tai Zmogy nuramina ir pajudina jo
sieloje $velniausias stygas“.

"0 Tu jirg prisimeni? Ir juodgjj saulélydj? Tai jau gerai. O girdi, kaip 0Zia bangos? ir groja, ir
dainuoja? Atsimeni? O didZigsias bangas atsimeni? Vaikeli mano, vaikeli*

Mikalojus Konstantinas Ciurlionis

Augalai

"/.../ pastarieji ypatingai domina mane. Bet ne todél, kad labai “grazis”. /../ Mane jaudina gili
nepasiekiama, neiSsenkama prasme, esanti visuose §iuose /.../ gamtos reiskiniuose. /.../ Todel as visada
nesioju su savimi savo “Botanika’/.../. Tyrinéti, stebéti realig gamtg man - aukstiausia metafizika,

teosofija. Uztikau augalél, vadinamg slenktena - kazkas panasaus j pakalnute, - neisvaizdi, vos pastebima.
Bet tas kvapas, tas balzaminis aromatas. Man tai - pats Svelnumas, trapumas, gylis, tyrumas*.

Anton Webern
Pauk§c¢iai

"Liudesio valandomis, kada ypac¢ aiskiai suvokiu visg savo buvimo beprasmybe, kada bet kokios
muzikos garsai man atrodo bejégiai..., prisimenu tikraji muzikos pavidalg, uzmirsta miskuose, laukuose,
kalnuose ar pajiryje - pauksciy giedojimg. Bitent jame j#velgiu muzikg, tokig natiiralia, nejvardint,
skambancig malonumui, tam, kad pasitikti saule, suzaveti m ylimajg, nuginti nuovargy /.../ *

"Pauksciy giedojimo linijos, ypac juodyjy strazdy, pranoksta 7mogiskos vaizduotés ribas..."

"/.../ kompozitoriai pamirso paukscius®

Olivier Messiaen

Zmogaus godos

"Ir kai vakare jis prisés savo darZelyje, pasiraitojes rankoves, ritkydamas pypke ir Zvilgciodamas,
kaip jo vaikai, patys rezgantys savo gyvenimo sonaty temas, dZiaugiasi, tas Zmogus Ziirés virsum
kalny ir tenai regés savo vizifas, isgirs transcendentinius dienos garsus, skambancius visa savo tobulybe
vakary véjyje ir medziy virsiinése*.

Charles Ives

Landscapes of the Soul: Ciurlionis
and the twentieth century

"In these miniature preludes and landscapes ( and only there ( we rediscover the spirit of Giurlionis
the artist, the one whom we know and like in his paintings. It neither Tchaikovsky, nor Chopin, nor
Strauss: we hear new and ingenuous words. We can feel that just one step further, and there will
emerge 4 big composer, maybe, to emulate his artistic counterpart,* in 1912 wrote V. Karatigin, St
Petershurg based critic, of the late preludes and "The Sea“ piano cycle by Mikalojus Konstantinas
Ciurlionis.

What would future have to offer him after that step has been made? Maybe he would write a large




scale work, like an opera? (I am craving to start working on "Jiiraté”). Maybe Ciurlionis would eventu-
ally enter a milieu, respecting him as a composer of new music. (There were many who praised (his
works) only not for the things that deserved compliments, obviously they did not understand the
things that were really new and truly mine.) Maybe he could even expect commissions from his
audience circle (The audience was, of course, totally disappointed)? That, of course, would give
impetus for Ciurlionis the composer to reveal himself. Still Ciurlionis' destiny was different: his musical
talent unfolded in a more intimate circle. He played alone or to his family, improvised and composed
music and not even always noted things that were discovered (I locked up myself in a spacious room all
alone with Jiraté, T was floating in the blue of the sea and walking up to the amber palace, it was so good,
and it is  pity only that I did not put down my improvisations.) It seems that carried away by his visions
Ciurlionis did not care about detailed notation. His compositions are jotted down sometimes like sketches,
giving only material until reprise (it seems it should be clear how it ends). This provisional notation in
every work reveals a unique nature of his creative thought. He should have felt, that his compositions are
just fragments or echoes of something much larger, which remains still unexpressed. Ciurlionis is known
to have talked of free interpretation of his visual art: the viewer is not expected to strive at defining exact
meaning in a work, but to indulge in exalted reflection. This quality of Ciurlionis artistic work makes the
viewer to return to his paintings, rediscover and to continue the process of creation with the artist
himself. His musical compositions are even more open to interpretation by editors, performers and
music critics. While playing Ciurlionis, one can imagine a widely developed orchestra piece. What makes
these compositions so suggestive?

Ciurlionis’ unique style does not aim at radical musical innovations. Even "serial* variations spring
from a different source than these by the later "new technique* exponents. Ciurlionis' reflections, fanta-
sies and his intellectual aspiration to rise higher "and spread the wings* redefine possibilities of musical
expression, Romantic expression (longing and fantasy) is condensed into separate motives that either
are dynamically transformed or sound in different transpositions (planes, realms?). Counterpoint passes
through its natural boundaries to become transformed into the graceful and expressive lines, spun of
rhythmical or intervallic progressions (Secessionist decorativeness?). Ostinato and rhythmical sequences
which lend form to Ciurlionis compositions seem to have their own source: "The monotony of thythm is
one of the most important and, I dare say, the most beautiful feature of our songs. This monotony is
imbued with solemnity; the longer one listens to these songs, the deeper one can feel their mysterious
mysticism®,

The work of this conscious romantic seeks to transcend the limitations of the material universe (It is
true, that you have noticed there are thoughts and thoughts. Some of them have physical, material
nature, and they die soon, others are different; they are the thoughts of the soul, those who have heard
them once, will never forget.”). The search for a unity of the strucure as a ripe style is not essential for
Ciurlionis (in this he reminds of his quite different in other aspects contemporary Ch. Ives). The essencial
source of creation is an existential revelation, an authentic vision of the world (I would like you to listen
to silence, which is a song of the New Language. I wish to take murmur of the waves, mysterious words
of the ancient forest, twinkling of the stars, our songs and my infinite longing and to compose them into
a symphony.).

Ariinas Dikcius

Composers on nature and inspiration

TheSea

“Songs like this are very numerous. Their tranquillity, their monotony recalls waves eternally beating
on the shore; they inspire one to hear something similar to a religious longing and serene, unearthly
sadness. One feels calmed down, like someone were touching the most subtle strings of the soul”.

“Do You remember the sea? And the black sunset? That is good. Can you hear the waves murmur? Can
you hear them play and sing? Do you remember? Do you remember the huge waves? My dear baby”.

MK Ciurlionis
Plants

The latter are extremely absorbing to me. Not because they are very “beautiful”. I am excited by a
deep unfathomable infinite meaning present in ail these natural phenomena.Therefore I always keep
carrying my Botanical book. My highest metaphysics and theosophy are to observe and analyse nature.
I have come across a tiny plant - similar to the lily of the valley - it was not nice at all, and could hardly
be noticed. But what a smell, that balsamic aroma. For me it is the very softness, fragility, depth and
purity.

AWebern

Birds

The melancholy hours reveal to me the futility of my existence. They make the sounds of any music
seem helpless to me... then I recall the real form of music, forgotten in the woods, fields, mountains and
on the seaside ( songs of the birds. In their songs I can hear music so natural, nameless; it sounds to give
pleasure, to welcome the rising sun, to enchant the sweetheart, to brush away the fatigue...

The lines of the birds songs, especially those of the black thrushes, are beyond human fantasy...

Composers have forgotten the birds.

0. Messiaen




Humanthoughts

When the evening comes and he sits down in his garden, his sleeves rolled up, smoking a pipe and
stealing glances at his jubilant children spinning sonatas of their own life, that man will raise his eyes
above the mountains and there he will see his visions and hear transcendental sounds of the day, ringing
perfectly in the Western wind and the tops of the trees.

Ch. Ives

Mikalojus Konstantinas Giurtionis (1875 - 1911): simfoninés poemos: "Miske” (1901), “Jara" (1907); kantata “De profundis”
{1900), Uvertitira "Kestutis” (1902), Styginiy kvartetas c-moll (1902), vir§ 200 kariniy fortepijonui, 15 originaliy dainy chorui,
apie 50 i8daily, harmonizacijy, 20 kompozicijy vargonams.

Mikalojus Kenstantinas Giurlionis (1875 - 1911): symphonic poems: “In the Forest” (1901), “The Sea" (1907); cantata “De
profundis” (1900), overture “Kgstutis" (1902), String quartet c-moll (1902), more than 200 works for piano, 15 original songs for
choir, about 50 harmonizations, 20 compositions for organ.

Anton Webesn (1883 - 1945): kiiriniai orkestrui: Segios pjesés op.6 (1910), Penkios pjesés op.10 (1913}, Simionija op.21
(1928), Koncertas op.24 (1934), Variacijos 0p.30 (1940); kamering muzika: Sesios bagatelés styginiy kvartetui op.9 (1913),
Variacijos fortepijonui op.27 (1927), Styginiy kvartetas op.28 (1937); vokaling muzika: 2 kantatos op.29,30 (1939,1943), dainos,
giesmeés, kanonai.

Anton Webern (1883 - 1945); works for orchestra: Six pieces op.6 (1910), Five pieces op.10 (1913), Symphony op.21 (1928),
Concerto op.24 (1934), Variations op.30 (1940); chamber music: Six bagatels op.9 (1913), Variations for piano op.27 (1927),
String quartet op.28 (1937); vocal music: 2 cantatas op.29, 30 (1939, 1943), songs, canons.

Olivier Messiaen (1908 - 1992): opera “Saint Francois d'Assise” (1983), oratorija “La transfiguration de Notre Seigneur Jesus
Christ" (1969); kariniai orkestrui: “TurangalTla-Symphonie” (1946-1948), “Chronochromie” (1960); fortepijonui ir orkestrui: “Cata-
fogue d'oiseaux” (1958) “Des canyons aux efoiles” (1974); styginiy kvartetas “Quatuor pour la fin du temps” (1940); kriniai
fortepijonui: Preludes (1929), "Vingt regards sur Lenfant Jesus” (1944); kiiriniai vargonams: “Les corps glorieaux” (1939), "Messe
de la Pentecote (1950), "Livre d'orgue” (1951), "Meditations sur le mystere de la Sainte Trinite" (1969).

Olivier Messiaen (1908 - 1992): apera "Saint Francois d'Assise” (1983}, oratorio "La transfiguration de Notre Seigneur Jesus
Christ" (1969); works for orchestra:" Turangalila-Symphonie” (1946-1948), "Chronochromie” (1960); for piano and orchestra:
"Catalogue d'oiseaux" (1958) "Des canyons aux etoiles" (1974); string quartet "Quatuor pour la fin du temps” (1940); works for
piano; Preludes (1929), "Vingt regards sur Lenfant Jesus* (1944); works for organ: "Les corps glorieaux” (1939), "Messe dg Ia
Pentecdte (1950), “Livre d'orgue” (1951), “Meditations sur e mystere de la Sainte Trinite” (1969).

Charles lves (1874 -1954): simfoniné muzika: 5 simfonijos (1895, 1902, 1904, 1916, taip pat “Universal Symphony"), Simfonija
“Holidays” (1913), "On the Antipodes” (1915); kamering muzika: “From the Steeples and the Mountains” (1801}, “The Poud”
(1906), “Calcium Light Night' (1907), “Ceniral Park in the Dark” (1907), “The Unanswered Question” (1908), "Like a Sick Eagle”
(1908), "Sengs without Voice” (1910), “Tone Roads” No.1, 3 (1911, 1915), 2 styginiy kvartetai (1896, 1913), 4 sonatos smuikui
ir fortepijonui (1908, 1910, 1914, 1915), kOriniai fortepijonui, vokaliné muzika.

Chiaries Ives (1874 - 1954): symphony music: 5 symphonies (1895, 1902, 1904, 1916, including “"Universal Symphony”),
Symphonie "Holidays" (1913), Orchestral SetNo.1, 2 (1914,1915), *On the Antipodes” (1915); chamber music: "From the Steeples
and the Mountains” (1901), "The Poud” (1906), “Calcium Light Night” (1907), “Central Park in the Dark” (1907), “The Unan-
swered Question” (1908), "Like a Sick Eagle” (1909), “Sangs without Voice" (1910), “Tone Roads" No.1, 3 (1911, 1915), 2 siring
quartets (1896, 1913), 4 sonata for violin and piano(1908, 1910, 1914, 1915), works for piano, vocal music.

Zivile Harkauskaité gimé Birzuose, 1980 m. baigé Kauno Juozo Naujalio Meno mokykla, 1985 m. - prof. Olgos Steinberg
fortepijono klase Lietuvos Konservatorijoje (dabar - Lietuvos Muzikos akademija), o 1987 m. ten pat staZuotg. 1982 m. laiméjo
tretiaja premija 5-ajame M. K. Ciurlionio pianisty konkurse. 1984 m. dalyvavo 6-ajame Jaunujy atlikejy festivalyje, 1987m. -
jaunujy atlikajy festivalyie, 1989 m. - lietuviy iseiviy muzikos festivalyje “Sugrjzimas”, 1991 ir 1995 m. - Baltijos muzikos festivaliuose
“Gaida", 1993 ir 1995m. - Bornholmo (Danija) muzikos festivaliuose. 1989 m. gavo meno kultlros Zurnalo "Krantai” meting
premija. 1990 m. dalyvavo prof. Hans Schicker fortepijono interpretacijos kursuose St. Moritze, Sveicarijoje, 0 1991 m. - Vienos
meisiriskumo kursuose (Vienna Master Courses) pas prof. Alexander Jenner bei 9-ajame Vienos Siuolaikings muzikos seminare
(Austrija). Yra koncertavusi solo ir su orkestrais (Listuvos Kameriniu orkestru, Lietuvos Muzikos akademijos simfoniniu orkesiru)
Lietuvoje, Rygoje, Maskvoje, Sanki-Peterburge, St. Moritz'e (Sveicarija), Bornholme (Danija) ir kt. Siuo metu Zivilé Karkauskaité
yra Lietuvos Muzikos akademijos fortepijono katedros vyresnioji asistente.

Zivilé Karkauskaité graduated from the Lithuanian Academy of Music in 1985, were she studied piano with Prof. Olga Steinberg.
In 1982 she was awarded the third prize at the M. K. Ciurlionis’ Piano Compatition in Vilnius. In 1984 she took part in The 6th
Festival of Young Performers, in 1988 - in the Festival of American - Lithuanian composers Home-coming, in 1991 and 1995 - in
the Baltic music Festivals Gaida, in 1993 and 1995 - in Bornholm Music Festival. She received the 1989 Year Award of cultural
journal Krantai. Zivilé Karkauskaité atiended Piano Interpretation Courses with Prof. Hans Schicker in St. Moritz, Switzerland in
1990, Vienna Master Courses with Prof. Alexander Jenner and Vienna Summer Seminar for Contemporary Misic in 1991. She
appeared as soloist with Lithuanian Chamber Orchestra under Saulius Sondeckis and Symphony Orchesira of the Lithuanian
Academy of Music under Juozas Domarkas. She also gave concerts in Riga, Moscow, Saint-Petersburg, St. Moritz (Switzerland),
Bornholm (Denmark) and elsewhere.

Presently Zivilé Karkauskaité teaches at the Lithuanian Academy of Music in Vilnius.
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Del grozio

Nauja lietuviy choriné ir senoji pranctizy vokaliné muzika

—...... For Beauty

emple of Athenis,

New Lithuanian choir music and the old French vocal music
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Rytis MaZulis; Sybilla

Ri¢ardas Kabelis: Dél groZio / For Beauty

Sariinas Nakas: Ménulis, riedantis akuotais / The Moon Rolling on the Awns

Gintaras Sodeika: Garso ontologija nr. 1 / Ontology of Sound No 1

Tomas Juzelifinas: Karmen etnografinéje Lietuvoje / Carmen in Ethnographic Lithuania
Solage: Fumeux fume...

Trebor: Passerouse de beautee

Baude Cordier: Amans ames

atlikéjai / performers:
“Aidija” - kamerinis choras/chamber choir
Romualdas GraZinis - dirigentas/conductor

“...UZmigti Sartro katedros rozetéje...”

-0jo deSimtmedio pradZia naujajai lietuviy muzikai yra
reik§minga riba: tai jos atsinaujinimo metas, avangardo
apZavy laikas. Taciau tais pat metais gimusiems biisimiesiems

kompozitoriams avangardo burtai ar ju negacija jau nebebuvo
karybos antrankiais. Dar daugiau: jiems nebebuvo lemta rezignuoti
ir ilgetis - patriarchalinés tévynés, paskutiniyjy sody muzikos ar
kitokios, nei esamoji, socialinés realybés. (Sio ilgesio ataudai gaubé
daugel]j Zenkliy sovietmegio lietuviy muzikos kiiriniy kaip priesstata
normatyviniam entuziazmui ir stabilios socialinés realybés fikcijai).

Jie debiutavo 9-0jo desimtmetio pradzioje, Sokiruodami ir
stebindami anuomet naujosios lietuviy muzikos pakilimo gaivinamg
muziky bendruomene. Jie - tai Rytis Mazulis, Saranas Nakas, Nomeda
Valanciiité, Gintaras Sodeika, Arfinas Dikéius, Tomas Juzeliiinas ir
keleriais metais vyresnis Ri¢ardas Kabelis. Rezignacijai prie§ino
veiksmg, Ezopo kalbai - pokstus ir deklaratyvuma, ir ne vien kiiryboje.
Pirmosios muzikinés akcijos ir nepriklausomi festivaliai, pirmieji
necenziruoti leidiniai apie muziky ir i§ bendraminéiy rato atsirade atlikejy kolektyvai - tai vis 9-ojo
deSimtmedio jaunyjy lietuviy kompozitoriy iniciatyvos. Svarbu ir tai, kad Ricardo Kabelio ir Sariino
Nako bendraminciai bene pirmieji Lietuvoje garsiai prabilo apie savgsias kulto figiiras: tai buvo ir jy
vyresnieji kolegos Bronius Kutavicius ir Osvaldas Balakauskas, ir XX am#iaus naujosios muzikos guru
John Cage, ir Fluxus atstovas Jurgis Maciinas ar Ars Nova polifonistai.

Audringos diskusijos lydéjo ir Sios generacijos atstovy ankstyvasias premjeras. Stulbino gal ne tiek
imantrus konstruktyvizmas, kiek lietuviskajai trdicijai nejprastas deklaratyvus anti-sentimentalizmas,
retsykiais prasiverZdaves futiiristams artimu agresyvios mainerijos kultu (programiskais ¢ia laikytini
net keli kiiriniy pavadinimai - Rycio Mazulio “Ciauskanti magina” keturiems klaviSiniams instrumentans,
1984 - 1986, ir Sariino Nako “Merz-maschine” - tape music 2 saksofonams, violoncelei, fortepijonui ir
musamiesiems, 1985, bei “Vox-machina” - tape music vokaliniam ansambliui, 1985). Taiau biity
beprasmiSka ¢ia ieskoti post-avangardinio maisto atbalsiy, lygiai tokios pat nevaisingos biity ir pastangos
aiskintis §iy kompozitoriy technologiniy inovacijy sgsajas su lietuviskaja ar europietiskaja XX amzZiaus
muzikos tradicijomis. Juolab, kad prabégus daugiau nei degiméiai mety ir i8blésus jaunatviskam epatazui,
paaiskejo, kad uZ deklaratyvaus ant-sentimentalizmo gludi savitas kontempliatyvumas, o u imantriy
konstrukeijy naujosios “skambancios matematikos” - polinkis  muzikinés medziagos askezg, inspirnotas
anaiptol ne technologiniy inovacijy.

Rycio Mazulio ir Sariino Nako bendraam#iai ko gero galéty biti laikytini pirmaisiais nuosekliais
lietuvisko postmoderno atstovais, jei postmodernios muzikos apraisky ieSkosime ne seklioje “muzikos
apie muzika" sampratoje, bet paciame postmodernios sgmonés fenomere. 9-0jo deSimtmedio jaunyjy
kanonai ir celés, motetai ir masinos - tai antrinés tikroves inkarnacijos, virtualios realybes
fenomenologija. Sustojusio laiko pasaulis, pasamonés nériniy miniatidros, klampi miego karalija.
Fiktyviy pasauliy Zenklai.

Su vakarietiSkuoju postmodernu Siuos kompozitorius sieja visy pirma muzikinés medzZiagos
redukcija, gerokai radikalesné nei minimal music ar neue Einfachheit. Kai kurie 9-0jo deSimtmecio
jaunieji vadintini net vieno kompozicinio principo kompozitoriais: pavyzdZiui, Rytis MaZulis raso vien
tik kanonus, o Nomeda Valan¢itite dazniausiai apsiriboja ostinato. Dar daugiau: néra atsitiktinumas,




kad kai kurie Ry¢io MaZulio ar Sarfino Nako kiiriniai yra parasyti jvairioms instrumenty sudétims
pasirinktinai. Netikéty skambesiy ar spalvy paieskas &a uigoZia daZniausiai vieno principo valdoma
muzikinés medZiagos organizacija. lliuzija, tariamai suvaldanti ar net jkalinanti kitos realybés valdoma
garsing mediagg. Tatiau ¢ia Sariino Nako bendraamZiai artimesni seniesiems polifonijos meistrams
nei su muzikine materija kovojusiems XX amZiaus avangardistams, nes ne vien muzikinés medZziagos
kontrolé yra iy muzikiniy kompozicijy autoriy siekiamybé.

Jie ir neslepia, kad jy garsinés pinklés - tik iliuzija. [sivaizduojamy pasauliy kronikos, o gal ir vien
audityvinés patirties artikuliacijos. Kaip bebiity, Siuose garsiniuose miraZuose néra né laSo apgaulés
- bent jau klausytojo atZvilgiu.

Ritta Gostautiené

“...To Fall As\»leep in the Rosette of
Chartres Cathedral...”

he early 1960s is an important dividing line in the history

of the new Lithuanian music: it is a time of renewal and a

period of the charms of the avant-garde. However, the to-be
composers born in that year were no longer to feel either extremely
fascinated by the avant-garde or determined to ignore its ideas. More
over: this generation was not destined to resign or feel nostalgic for
the patriarchal motherland. They were not to spin illusions of a beau-
tiful reality that has nothing to do with the existing one. Such kind of
nostalgia and illusions enveloped many an outstanding composition
of the Soviet period. It was a way of resisting officially prescribed
enthusiasm and the fiction of “the stable social reality”.

The younger generation made their debut in the early 1980s,
bringing a shock and surprise to the musical community that was
already revived and refreshed by the wave of the new Lithuanian i
music. These composers are Rytis Mazulis, Sariinas Nakas, Nomeda AR N -
Valantiiité, Gintaras Sodeika, Ariinas Dikéius, Tomas Juzeliiinas and Ricardas Kabelis. They gave up all
the resignation and advocated action. They put Aesop's metaphors on the shelf and brought their
own language: direct, witty and whimsical. The young composers of the 1980s were responsible for
the first musical actions and independent music festivals in Lithuania. They started the first free from
censorship music publications on music. The 1980s also saw the first ensembles of performers formed
of the groups of associates sharing the same ideas. Nearly the first in Lithuania, Ri¢ardas Kabelis,
Sariinas Nakas and their circle started to talk openly of their own idols. Among those adored were
their senior colleagues Bronius Kutavitius and Osvaldas Balakauskas, and the twentieth century new
music guru John Cage, Fluxus member George Maciunas or Ars Nova polyphony exponents.

The first premieres by the composers of the 1980s stirred a lot of discussion. It was not so much
their constructivism that shocked the audience. Far more surprising was direct and open anti-senti-
mentalism, completely alien to the tradition of Lithuania. This anti-sentimentalism sometimes bor-
dered on an aggressive Futuristic cult of machinery. Some of the titles were emblematic of their
programme: “Click-Clack Machine” for four keyboards by Rytis MaZulis (1984-1986), as well as “Merz-
maschine”, tape music for two saxophones, cello, piano and drums, and “Vox-machina’, tape music
for vocal group by Sariinas Nakas (1985), such titles speak for themselves. However, these experi-
ments cannot be qualified as echoes of the post avant-garde rebellion. Those innovations hardly
continue any traditions of the Lithuanian or European music in the twentieth century.

Within a decade this generation’s youthful ostentation faded out, the cover of the former explicit
anti-sentimentalism dropped to revealed 2 unique contemplative tendency in their music. The former
sophisticated constructions, new “mathematics in sound” took a form of ascesis in musical material.
But their source of inspiration were not technological innovations.

If we free the concept of postmodernism from the shallow formula of “music of music” and
consider a wider context of post-modern consciousness, Rytis MaZulis, Sarinas Nakas and their con-
temporaries should be regarded as the first consistent pioneers of Lithuanian postmodernism. The
canons and the cells, all the motets and masses written in the 1980s by the young composers are the
secondary incarnations of actual reality. These miniature patterns of a functioning human subcon-
sciousness lure one into a dream realm. Their music is the language of signs and symbols for the
fictitious worlds.

Much more radically than by minimal music and neue Einfachheit reduced musical material re-
veals their link with the Western postmodernism. Some of the young composers of the 1980s could
be dubbed “composers of one musical principle”: Rytis MaZulis specialises in canons, ostinato; in most
instances only ostinato suffices Nomeda Valaniiité. More over, it is not incidental that some musical
compositions by Rytis MaZulis and Sariinas Nakas have been written for several different combina-
tions of instruments. The search for unexpected sound and colour schemes in these works is less
important than structuring musical material according to one principle. It is an illusion that appar-
ently controls or even imprisons sound matter belonging to another reality. In this Sariinas Nakas'
contemporaries are closer to the ancient polyphony masters than to the twentieth century avant-
garde, as the latter launched a fight against musical matter and wanted more than to control musical
material.




They do not try to conceal the fact that their sound webs are but an illusion. They chronicle the
worlds of illusion. Sometimes their works are just articulating someone’s auditive experience.
Whatever the case, these sound fata morganas contain not a drop of deceit - at least to the listener.

Rilta Gostautiené

Epochy reportazai: “nuogas grozis - 2”

olage'as apie 1400-uosius séda prie kompiuterio savo studijoje Avinjone. Nervingai

sutarSkings klavisais, atspausdina keleta minimy - tai paprastas dalykas, dar Guillaume de

Machaut mokéjo isprausti vieng kitg semibrevis tarp integer valor, bet né nesapnavo jis
tokiy ilgy syncopationes... Viena natelé licka kairéje, kita - jau deSiniajam ekrano kraste, o tarp juy,
lyg uogy pavidalo fraktalai, iSauga puosnios raudony naty kekés (vienas tactus, du, o gal net trys
- a propos, koloravimui biitinas spalvotas monitorius! ) Kelissyk pakartojes “insert” operacija,
Solage’as susimgsto... “Nigre notule sunt perfecte, et rubee...” - susnibzda. - “Taip, taip, divina et
diabolica!... Nekvailas ritmelis, bet kaZin ar tiks PopieZiaus koply&ioj... iSkilmingy misiy metu? Gal
geriau draugy vakarélyje, taip sakant, savam ratelyje, prie taurés vyno, apsvaigus nuo saracénisky
smilkaly... su poezija ir damomis... Fumeux rume parfumee, fumeuse speculation...” - uZdainuoja
isisvajojes kompozitoriuis, beje, visai nesiskubindamas Zbaigti pradéto rondo. Nieko, iki koncerto
dar yra laiko - beveik $esi Simtai mety.

1996-ujy lapkritis - paslaptingi jvykiai Vilniuje:

Eiliné darbo diena festivalio baistinéje. “Gaidos” direktoriaus veide - nuovargis, jitampa... Ypat ji
dirgina pastaruoju metu padainéje anoniminiai telefono skambuéiai (nepazjstamas balsas su
pietietiSku akcentu iStaria: “Dia arte contractos!” - ir meta ragelj). “Turétiau pailséti, prasiblaskyti,
nueiti j king, o vakarais - $iltas pienas su...” Jis kriipteli, staiga supypséjus fakso aparatui. “Viespatie,
juk tai..” - sumurma, iStiesings rankose popieriaus rulonélj, tik ka islindusj i§ aparato. -“To negali
bati, absoliutiai nejmanoma! Nors, kita vertus, jei linijinis laikas téra iliuzija, kaip raSo Robertas
Fludd'as savo "Utriusque Cosmi*... Galbiit viduram#iy alchemikai, mintimis jsibrove i ateitj, sugeba
prisijungti prie antrojo tikstantmecio pabaigos informacinio tinklo?” Perbraukes plastaka per
sudrékusig kakta, festivalio direktorius pagaliau susitvardo. “Nereikia biiti ypatingu manieristinés
polifonijos specialistu, kad atpaZintum, jog tai - garsioji anoniminé baladé "Sur toute fleur* i§
Turino kodekso, viena i§ sudétingiausiy "Ars subtilior* kompozicijy! Pats Stockhausen’as tik
palinguoty galvg, isvydes tokia ritminiy proporcijy seka: 9:8, 3:2, 4:3, 2:3, 3:4, 5:2, 7:2, 7:3, 10:3,
5:3... Nieko sau, net galva svaigsta...” - ir, uZsiplikings Zaliosios arbatos, Sifruoja toliau mjslinga
rankradtj. Laikrodis kar3tligiskai sumirksi - koncertas “Dél groZio” jvyks uZ trisdeSimties dieny.

Paaiskinimai atlikéjams - Canon balade talis est: Ad figuram 9 am in proporcione epogdoa; ad
3am in emiolia; ad 4am in epitrita; ad circulum cum puncto in supsexquialtera; ad circulum cum
duobus punctis in supsexquitercia; ad figuram 5am in dupla hemiolia; ad figuram 7am in tripla
emiolia; ad circulum duplicem in dupla sexquitercia; ad circulum cum tribus punctis in tripla
sexquitercia et ad figuram 2am in superbipartiente tercias; residum sicut jacet.

Itrauka i§ Pasaulio muzikos istorijos, kuria 2027 metais i§leido Tombuktu universiteto leidykla
- CXVIII skyrius “DvideSimto amZiaus pabaigos lietuviy pasaulietiné muzika” (Sio skyriaus autorius
- iZymus Urano muzikologas A. J. 17 - Ziir. komentarg puslapio i§naSoje*):"... Sio laikotarpio lietuviy
muzikos nuopolis paprastai siejamas su vadinamyjy “vakaryks¢iy masinisty” kiiryba. Atitriike nuo
nacionalinés mokyklos pagrindy, Sie kompozitoriai dirbtinai supaprastino balakauskiska kalbésena,
palikdami savo muzikiniame Zodyne vos kelis pagrindinius garsaZodZius: rylio, sadiito, brailio ir kt.
Zenklig jtaka jiems padaré pranciizy kompozitoriai - avangardistai Boulezas, Solage’as bei Treboras.
Manieristinis pretenzingumas pastebimas pacioje notacijoje, pvz., Majuliui priskiriamoje
kompozicijoje “MagiSkas sanskrito ratas” panaudojamos Sirdies bei arfos stygy pavidalo grafinés
partitiros. Kabelio “Dragma” - uZsiciklinusio minimalizmo $edevras - dabar gali sukelti nebent
atlaidZig Sypsena. Formalistinis, nenatiiralus pseudo-sinkopavimas persmelkia visa Sartino Nako
kuryba. Beje, vienintelis kiirinys, tuo metu prateses archajiskaja liaudies kiirybos tradicija, gelbéjes
lietuviy muzikg nuo totalinio struktiiralizavimo - be abejonés, Tomo Juzeliino “Karmen etnografinéje
Lietuvoje”... Visa kita - pigus $lamStas, nevertas uranietiskos muzikologijos démesio.“

* “Skaitytojas turi atsiminti, jog, norédami iSreiksti uranieéiy Zodzius, turéjome ieskoti Zemisky ekvivalenty. Todel ir
masy vertimas néra tikslus. Urane metai kur kas ilgesni negu Zeméje, tadiau visus duomenis mes pasistengéme pateikti
Zemes laiko vienetais. Be to, uranieciai monéms apibréZti naudoja termina, maZdaug reiSkiantj "dvikojus, besparnius*,
bet jis labai komplikuoja stiliy ir mes visur raSome tiesiog "Zmonés* ar "zeménai®. Tokj pat keista ju vartojama miesty
pavadinimg mes pakeitéme "Zmoniy skruzdeélynu®, kuris, masy nuomone, gan tiksliai nusako, kaip mus jsivaizdavo
kitos planetos stebétojai. Ir pagaliau skaitytojas neturi uZmiriti, kad uraniediai nesuvokia garsy, nors regéjimo organus
turi panasius i masy. Tarpusavyje uranie€iai bendrauja naudodamiesi specialiu organu, sudarytu i§ daugybeés miniatitriniy
ivairiaspalviy Zibintuveliy, kurie jvairiausiai uZsidega ir jvairiausiai gesta. Nustate, jog Zmonés tokio organo neturi, ir
nejsivaizduodami garsines kalbos, uranie&iai, aiSku, nusprendé, kad mintimis keistis mes nesugebame.” (Andre Maurois
“I§ "Zmoniy gyvenimo®):




1996 m. gruodzio 13 d., Vilniuje, Siuolaikinio meno centre, koncerto "Dél groZio“ metu skaitykite
Sias eilutes:

"Néra teisaus, néra nei vieno.

Néra iSmanancio, néra kas GroZio ieSkotu.
Visi pasiklydo, visi nuéjo véjais;

néra kas daryty gera, néra né vieno!

Ju gerkleé - atviras kapas;

savo lieZuviais klastas jie raizge,

gyvaciy nuodai po ju lipomis.

Ju burna pilna keiksmuy ir kartumo,

ju kojos eiklios kraujo pralieti,

ju keliais skuba griovimas ir skurdas.

Jie nepazino taikos kelio,

ir nestovi prie§ ju akis GroZio baimé."“
(Sekant apastalu Paulium, Rom 3, 10 - 18)

Parvulus
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The Reports of the Epochs: "Naked
Beauty -2°

omewhere around 1400 Solage sits down to his computer in his studio in Avignon. He
S rattles nervously on the keyboard and prints out several minimae ( it is a simple thing to
do, since Guillaume de Machaut already was able to insert one or another semibrevis
between integer valor, but he could not even dream of such long syncopationes...One note stays on
the left, the other is on the right side of the screen, in between them, reminiscent of berry-like
fractals, grow lavish clusters of red notes (one tactus, two, or maybe three - 2 propos, for colouring
all-colour monitor is necessary!) After repeating the "insert* command for several times, Solage
drifts into thoughts... "Nigre notule sunt perfecte, et rubee...“ he whispers. "Yes, yes, divina et
diabolical...Quite a cute rhythm, but will it sound OK in the Papal Chapel...at the solemn Mass?
Maybe it better suits for a party of companions, for a close circle, over a glass of wine, with ladies,
poetry and a Saracenic incense aroma lingering on... Fumeux fume parfumee, fumeuse specula-
tion...,“ the composer starts singing, still away in his thoughts. He does not rush to finish the
rondeau. He has got plenty of time until the concert - nearly six hundred years.

November 1996 ( the mysterious events in Vilnius:

It is routine day in the office of the Gaida Festival. The director’s face is tense, there are traces
of fatigue. His is getting more and more irritated by the recently frequent anonymous calls (a
stranger’s voice with a Southern accent utters a short phrase: "Dia arte contractos!* and drops the
receiver).

"I should take some rest and relax, maybe go to see a movie, and should have a glass hot milk
in the evening...“




The fax machine signal gives him a start.

"Goodness gracious, this is...,“ he murmurs reaching out for the roll of paper that has just
dropped from the machine. "It is absolutely impossible! Though on the other hand, if linear time
is but an illusion, the way Robert Fludd writes in his “Utriusque Cosmi"..maybe the medieval
alchemics manage in their thoughts to interfere into the future and get connected to the late
second millennium communication network?*

Sweeping away the sweat from his forehead, the director finally regains control of himself.

"It does not take a big specialist in the manneristic polyphony to recognise the piece as the
famous anonymous ballad “Sur toute fleur” from the Torino Codex, one of the most sophisticated
“Ars subtilior” compositions! The very Stockhausen would shake his head upon seeing such. se-
quences of rhythmic proportions: 9:8; 3:2; 4:3; 2:3; 3:4; 5:2; 7:2; 7:3; 10:3; 5:3. Yeah, that sets one’s
head spinning around...”

He makes a cup of green tea for himself and sits down to continue reading the mysterious
manuscript. The clock winks feverishly - the concert "For Beauty* is due in thirty days.

Notes for performers: Canon balade talis est: Ad figuram 9am in proporcione epogdoa; ad 3am
in emiolia; ad 4am in epitrita; ad circulum cum puncto in supsexquialtera; ad circulum cum duobus
punctis in supsexuitercia; ad figuram 5am in dupla hemiolia; ad figuram 7am in tripla emiolia; at
circulum duplicem in dupla sexquitercia; ad circulum cum tribus purctis in tripla sexquitercia; ad
circulum cum tribus punctis in tripla sexquitercia et at figuram 2am in superbipartiente tercias;
residuum sicut jacet.

Extract from the World Music History published in 2007 by Tombuctu University Press, CXVIII
chapter "Lithuanian Secular Music Of The Late Twentieth Century® (the author of this chapter is the
famous music critic from Uranus AJ.17 - see commentary in notes): ”... the eclipse of this period in
Lithuanian music is usually related with the so called “yesterday’s machinists” work. Having bro-
ken apart from the foundations of the national school, these composers have artificially simplified
Balakauskas' language; they have left just a few “sound words” in musical language: rylio, saduto,
brailio and alike, They owe much to the French composers, the avant-garde representatives Boulez,
Solage and Trebor. The manner of notation of these composers indicates a strong tendency to-
wards mannerism and simply ostentation. Let us say the composition “Magic Circle of Sanskrit”
attributed to MaZulis, has got 4 graphic score in the shape of a circle and a harp. Kabelis, the author
of the minimalist masterpiece “Dragma”, seems to have stuck in minimalism for too long - today
this composition invites but a forgiving smile. Every work by Sarinas Nakas is characterised by
formal unnatural pseudo - syncopation. The only piece of the period, which maintained the archaic
folklore tradition and rescued Lithuanian music from complete and final structuring was “Carmen
in Ethnographic Lithuania” by Tomas Juzeliinas. All the rest is cheap trash unworhy of the atten-
tion of the Uranian music criticism.”

On 13 December 1996, at the concert "For Beauty* hosted by the Contemporary Art Centre in
Vilnius, read the following lines:

"There is no one righteous, not even one;
there is no one who understands,

no one who seeks Beauty.

All have turned away,

They have together become worthless;

there is no one who does good,

not even one. “

"Their throats are open graves;

their tongues practise deceit.

"The poison of vipers is on their lips. “

"Their mouth is full of cursing and bitterness.
"Their feet are swift to shed blood;

ruin and misery mark their ways,

and the way of peace they do not know.*
"There is no fear of Beauty before their eyes.”
(Paraphrasing St.Paul, Rom 3, 10-18)

Parvulus

*The reader should not forget that to express the Uranians’ language we had to search for their earthly equivalents.
Therefore this translation is not precise. A year on the planet of Uranus lasts longer than that on the Earth, but we tried
to transfer all the data into metric systems used on the Earth. Besides, the Uranians use the terms like "two legged
creatures without wings", this term would encumber the style, therefore we use simply "people” or "the inhabitants of
the Earth“, We have also omitted another term, which they use in the meaning of "towns". We have left just a simple
"people’s anthill*, which seems to us to express quite clearly how the observers from another planet could imagine our
towns. Finally ourreader has to realise that the inhabitants of the planer Uranus cannot perceive sounds, though they
have very similar visual perception. They communicate by a special organ of myriads of tiny all-colour flashlights,
which light and fade in numbers of ways. Unaware of communication possibilities using sound, the Uranians decided
that we cannot communicate our thoughts to each other, as we have no similar organ they do. " (Andre Maurois “From
"The People’s Life*)




Rytis Mazulis (1961) baigé prof. J. Juzeliino klase Listuvos Muzikos Akademijoje. Kuiriniai: "Karalius Karolis" (Z. R. Rastausko)
lygisms balsams (1984), "Abstulbusi akis prarado amg* (Z. S. Grochowiako) lygiems balsams arba mi§riam chorui {1985),
"Ciauskanti masina® keturiems klavi§iniams instrumeniams (1984 - 1986), "Mébijaus lapo kanonas" dviems instrumentams
(1987), "Miegas" (Z. S. Grochowiako) 8 sopranams ir 4 smuikams (1988), "Canon Aenigmaticus” klaviSiniams instrumentams
arba kompiuteriui (1993), "Grynojo proto klavyras® kompiuteriniam fortepijonui® (1992 - 1994), "Menziros" penkiems
instrumentams (1992), “Ramybé” (Z. Vergilijaus) keturiems lygiems balsams (1992), “Dragma” trims instrumentams (1995),
“Heautontimoroumenos” kontrabosui ir kalbangiam bugnui (1996).

“Syhilla” (1996) miSriam chorui sukurta, panaudojant keleta eiluiy i§ Petronijaus "Satyrikono™: “"Nam Sybillam quidam Cumis
ego ipse oculis meis vidi in ampulla pendere, et cum illi pueri dicerent: Sibylla ti theleis; respondebat illa: apothanein thelo” / 13
tikryjty savo akimis magiau Kumy Sibile, kyban&ia stiklo inde, ir kai vaikai ja klausdavo: "Ka tu nori, Sibile?", ji atsakydavo: "Noriu
mirti" (lot., gr.: verté Tomas Venclova)/. Kiirinio struktGiring saranga pagrista begalinio kanono modeliu. Meloding linija juda ratu,

kildama auktyn ir leisdamasi Zemyn sekvencijy laipteliais. Kai kurie tonai mikrochromatiskai “iSkreivinami”, tarsi jberiant prieskoniy
| diatoninj garsiaeil]. :

Rytis Magulis (b. 19961 Siauliai, Lithuania) gratuated from the Lithuanian Music Academy in 1983 (the class of composition
under prof. J. Juzelilinas). Major works: “Karolis The King” (text by R. Rastauskas, 1984) for even voices, “The Dazzled Eye Lost
Its Speech” ( text by S. Grochowiak, 1985), for even voices or mised choire, “The Chattering Machine" (1984 - 1386) for 4
keyboard instruments, “Mobius - Strip Canon” (1987} for 2 instruments, “The Sleep" (text by S. Grochowiak, 1988) for 8 voices
and 4 string instruments, “Canon Aenigmaticus” (1990) for computer or keyboard instruments, "The Tranquility” (text by Vergilius,
1992) for 4 even voices, “Mensurations™ {1993) for 5 instruments, “Clavier of Pure Reason " (1992 - 1994) for computer piano,
“Dragma" (1995) for 3 instruments, “Heautontimoroumenos” (1996) for doublebass and talking drum.

“Syhilla”(1996) based on several lines from Satyricon by Petranius. “Nam Sybillam quidam Cumis ego ipse oculis meis vidi in
ampuilla pendere, et cum illi pueri dicerent: Sibylla ti theleis; respondebat illa: apothanein thelo” {1 have really seen Cumis Sibylla,
pendant in a glass vessel, and when children were asking her:"What do you want Sybilla?” she would answer ‘I want to die”. The
work is structured according to the infinite canon model. The melody line is moving in a circle, ascending and descending the
steps of sequencies. Some of the tones have been microchromatically “distorted” to spice the diatonic soundline.

Ritardas Kahelis (1957) baigé Listuvos muzikos akademijos J.Juzeliino kompozicijos klasg (1982). Kiriniai: Invariacijos
styginiy kvartetui {1983), Modus kamerofonija 22 styginiams (1984), CCC maZajam bagnui (1991), Mini-Duo smuikui ir klavesinui
(1991), Opus Magnus klavesinui (1993), Opus Servus fortepijonui ir didziaiam bagnui (1993), Ex oriente lux smuikui, altui,
klavesinui ir klavikordui (1994), Opus Parvulus 4 blgnams (1994).

“Dél GroZio™ (1996) - penkiy daliy kurinys (uZbaigtos dvi dalys) 24-iems mi§riems balsams ir muSamiesiems. Struktdring idéja
tia grindZiama nuo atlikéjy issidéstymo priklausangiomis garsiniy dariniy erdvinio judéjimo galimybémis. Atliekama pirmoji
dalis (“Kyrie"), kurioje besisukanti dvylikos garsy seka greitéja, sluoksniuojasi ir tampa atpaZjstama vertikalgje.

Ritardas Kabelis (b.1957) graduated composition at the Lithuanian Music Academy under J.Juzeliiinas {1982). Main works:
Invariations for siring quartet (1983), Modus chamberophonie for 22 strings (1984), CCC for side drum (1991), Mini-Duao for
violin and harpsichord (1991), Opus Magnus for harpsichord {1993), Opus Servus for piano and big drum (1993), Ex oriente Jux
for violin, viola, harpsichord and clavicord (1994), Opus Parvulus for 4 drums (1994).

“For Beauty” (1996) five-part work (two parts are already complated) for 24 mixed voices and drums. Structural idea of the work
is based on possibilities to determine movement of sound clusters in the space by distributing performers. In the first part
("Kyrie") the sequance of circling 12 sounds increases, arranges into layers and is recognised on the vertical.

Sariinas Nakas (1962) baigé Lietuvos muzikos akademijos prof. J.Juzeliino kompozicijos klase (1986). Vilniaus naujosios
muzikos ansamblio jkdréjas (1982) ir vadovas. Koriniai: Merz-maschine ir Vox-machina tape music (1985), Riterkarai 7
instrumentams (1985), Motetas 5 balsams (1985-88), Ir ta ramybé sopranui, trombonui, altui i fortepijonui (V.P.BloZés eilés,
1991), Sparnai bedugnei perskristi altiniam saksofonui (1996); ciklas "Kronikos": Arcanum altui solo ir varganams (arba ansambliui)
(1987-96), Sarmatia vargonams solo arba 7 instrumentams (1990-95), Fluctus Semigallorum 2 sopranams, baritonui, altui ir
trombonui (1991); ciklas “Zenklai": Koplytstulpis trombonui sofo (1994), Kenotafas 6-9 instrumentams (1995), Kripta kontrabosui
ir muSamiesiems (1996).

“Ménulis, riedantis akuotais™ (eilés Antano A.Jonyno, 1984): 12 balsy, 9 tonai, 7 padalos, 4 menziiros, 3 chorai, 2 aido
kryptys, 1 melodija.

Sariinas Nakas (b. 1962) graduated composition at the Lithuanian Music Academy under prof. Julius JuzeliGinas in 1986. In
1982 he founded the Vilnius New Music Ensemble and has been directing the ensemble since. Main works: “"Merz-maschine” and
“Vox-maschine” tape music (1985); “Ricercars” for seven instruments (1985); “Motet” for five voices (1985-88); "And this Tran-
quillity" for soprano, trombane, viela and piano (lyrics by V P Blozg, 1991); “Wings fo Cross the Abyss” for alto saxophone
(1996); "Chronicles” cycle: "Arcanum” for viola solo and organ (or ensemble) (1987-96); “Sarmatia” for organ solo or seven
instruments (1990-95); “Fluctus Semigallorum” for two sopranos, baritone, viola and trombone (1991); “Signes” cycle:
“Koplystulpis” for trombone solo (1994); “Cenotaph” for six-nine instruments (1995); “Crypt" for double-bass and percussion
(19986)

“The Moon Rolling on the Awns” (lyrics by Antanas A Jonynas, 1984): 12 voices, nine tones, seven sections, four measures,
three choirs, two directions of echo, one melody.

Gintaras Sodeika (1961) baigé LMA prof. J.Juzelilino kompozicijos klase (1986). Kriniai: Simfonija-poema (1986), 3 styginiai
kvartetai (1983, 1985, 1988), Sonata fortepijonui (1986), "Konstruktyvi aistra” 2 fortepijonams (1991), "Plagaling kadencija”
diidoms (1987), “Baza Gaza" juostai, kvapams, video (1988), “Taliensi” fortepijonui, video (1995).




Garsa ontelagija nv.1 - tai izometring garsiné struktdra. Didesnis démesys skirtas ne tiek garso prigiméiai, kiek idéjai, jog pats
garsas yra biities pradmuo. Tam tarnauja ir kiirinyje panaudotas tekstas - Evangelijos pagal Matg jZanga (Kristaus genealogija).
Tekstas skamba araméjy, graiky ir lotyny kalbomis.

Gintaras Sodeika (b. 1961) graduated composition at the Lithuanian Music Academy under professor Julius Juzelidnas in
1986. Works: Symphony-poem (1986); three String Quartets (1983,1985, 1988); Sonata for piano (1986); “A Constructive Pas-
sion” for two pianos (1991. “The Plagal Cadence” for trumpets (1987); “Baza Gaza" for tape, odours and video lape (1988);
“Taliensi for piana and video tape (1 995). .

Seund Gntology No 1 represents an isometric acoustic structure. The author gives less attention to the nature of the sound, but
tries to reveat the idea that sound is a primary element of being. The extract from Matthew’s (The Genealogy of Christ) is there to
mate this idea more prominent. The text sounds in Aramaic, Gresk and Latin,

Tamas Juzeliiinas (1964} 1990 baigé Lietuvos muzikos akademijos prof. B. Kutavigiaus kompozicijos klase. Kariniai: “Dialogai”
obojui, klarnetui ir timpanams (1982), Variacijos fortepijonui (1985), Mikrovariacijos klavesinui (1986), Siuita orkestrui (1990),
"Kadencija" fortepijonui (1991), Andanta" klavesinui (1994).

“Karmen etnografinéje Lictuvoje” - tai autoriaus bandymas remiantis populiariu siuzstu kurti laisvesne ir spontaniskesne
muziking kalba. Kirinyje naudojamos specifinés autoriaus sugalvotos dermés ir sistemos.

Tanias Juzelifinas (5.1964, Vilnius) gradualed composition at the Lithuanian Music Academy under professor Bronius Kutavigius
in 1990.Main works: "Dialogues" for obog, clarinet and timpani (1962); "Variations" for piano (1985); "Microvariations" for
harpsichord (1986); Suite for orchestra (1990); "Cadency" for piano (1991), "Andante" for harpsichord (1994).

“Carmen in Ethnographic Lithuania® is the author's attempt to use a free and spontanic musical language in a work based
on a very popular story. Composition makes use of original sound schemes and systems,

Solage, Trehor, Baude Cordier priklauso tai pagiai pranciizy kompozitoriy Kartai (manoma, jog jie gime apie 1330 metus,
nors néra islike jokiy biografiniy Ziniy). Siy autoriy muzika - tarsi tiltas, sujungiantis dvi senosios polifonijos epochas, sigjamas
SU Zymiausiy XIV - XV amZiaus pranciizy kompozitoriy - Machaut ir Dufay - vardais. Vélyvasis "Ars nova", arba "Ars subtitior*
alspindi pereinamojo laikotarpio situaciia, $iam stiliui budinga nejprastos komplikacijos ritmikos ir notacijos srityje bei disonansing
vertikalés kokybe. Koncerte atliskamos kompozicijos publikuotos Wili'o Apel'o knygoje "The French Secular Music Of The L ate
Fourteenth Century”,

Solage, Trehor and Baude Cordier belong to the same generation of French composers (there is a speculation that they were
born around 1330, though no biographica! data has survived). Their music bridgas two epochs of the ancient polyphony: these
two epochs are related with tha biggest names in the French music of the fourteenth and fifteenth centuries, Machaut and Dufay.
The late Ars nova or Ars subtilior reflects the situation of Iransitional perind: this style is characterised by unusual complexity of
rhythm and notation, and by a dissonant quality of the vertical. Congert features compasitions taken from the book by Willi Apel
"The French Secular Music of the Late Fourteenth Century",

| Kamerinj chorg "Ridija" jkiré Romas Grazinis 1989 metais, Chore 25 dinininkai, kuriy am#ius yra tarp 18-25
mety. Tai daugiausia M.K.Ciurlionio meny gimnazijos ir Liefuvos muzikos akadernijos jvairiy specialybiy mokiniai
r studentai. Choras intensyviai koncertuoja Listuvoje ir uZsienyje. "Dainavimas chore taugeliui choristy tapo
gyvenimo biidu," - sako vadovas Romualdas Graginis,

Chamber choir Aidija )
The Aidija Chamber choir was formed in the autumn of 1989 inthe Vilnius M. K. Ciurfionis School of Arts on the
i initaitive of Romualdas GraZinis. The choir consists of 25 members aged 18 - 25. The majority of them are gradu-
ates or students of M. K. Ciurlionis Arts School, and Lithuanian Musical Academy from the faculties of musical-
0gy, piana, choir conducting and wind instruments. The Aidija Choir leads an intensive concert life in Lithuania
and abroad. On average Aidija presents 40 concerts perannum. "Singing in the Chair has become a way of life for
many of the members.” said Romualdas Grafinis, the musical director.

Romualdas GraZinis baige dirigavimg Lietuvos muzikos akademijoje (1985). Nuo 1983 dirba Ciurlionio meny gimnazijoje.
Buvo Vilniaus naujosios muzikos ansamblio nariu. 1989 studijavo grigaliska giedojimg ParyZiaus konservatorijoje pas prof.

Louis-Marie Vigne, véliau - Bulonés konservatorijoje pas Pierre'a Clamelet.

in 1985 Romualdas GraZinis graduated from the Lithuanian Music Academy as a conductor and teacher. Since 1983 he has
warked in the M. K. Ciurlionis Ars Gymnasium. He has participated in the Vilnius New Music Ensemble, under the leadership of
Sariinas Nakas. In autumn 1989 Grainis studyed Gregorian Chant at the Paris Conservaloire under the guidance of Professor
Louis - Marie Vigne. Later he went on to study at the Boulogne Conservatoire under the quidance of Pierre Clamelet,




Gruodzio 13 d., penktadienis / December 13, Friday
Operos ir baleto teatras / Opera and Ballet Theatre
19 val. / 7 p.m.

Baletas. Rekasius: Medéja
Ballet: Medea by Rekasius

1 veiksmas

- Kolchidé

- Kolchidg apims nerimo jausmas, nefaimés nuojauta
- Jasonas su argonautais atvyks j Kolchidg

- Jasonas kovos dél Aukso Vilnos, Kolchides valdovo Ajeto Seimos valdZios ir turto garanto
- Jasonas pralaimés

- Jasonas sutiks Medéja

- Medéja pamils Jasong

- Medéja nutars padéti Jasonui

- Medgja eis vogti Aukso Vilnos

- Absirtas, Medgjos brolis, neleis jvykdyti sumanymo
- Medéja nuzudys Absirtg

- Medsja pagrobs Aukso vilng

- Seima ir Kolchidé prakeiks Medéja

- Madéja atne$ Aukso Vilng Jasonui

- Jasonas bus laimingas

- Jasonas pamils Medéja

- Medéja ir Jasonas iskeliaus j Korintg

il veiksmas

- Korintas

- Medéja pagimdys Jasonui du vaikus

- Medéjai, svetim3alei "barbarei”, bus sunku gyventi Korinte
- Jasonas sutiks Glaukg, Korinto karaliaus Kreonto dukrg

- Jasonas susizadés su Glauke

~Medéja suzinos apie Jasono neiStikimybe

- Medéja norés atkersyti Jasonui, negailestingai sugriovusiam jos gyvenima
- Medsja nuZudys Glauke, padovanodama jai puodny apdarg
- Pavydas ir jZeistas isdidumas nustelbs motini§kus jausmus
- Medgja nuzudys savo vaikus, tokius brangius Jasonui

- Korinto Zmonés sukils prie§ Medéjg

- Visi gyvi ir mirusieji sieks sugniuZdyti Medéjg

- Visi gyvi ir mirusigji bus bejégiai

- Medéja bus teisi

- Medéja gyva

- AmZiams

Actl

- Colchida

- Colchida will be overwhelmed by the feeling of axiety, disaster
- Jason will come to Colchida with the Argonauis

- Jason will fight for the Golden Fleece, the quarantee of the family power and wealth of Ajet, the ruler of Golchida
- Jason will lose

- Jason will mest Medea

- Medea will fall in love with Jason

- Medea will make up her mind to help Jason

- Medea will go to steal the Golden Fleece

- Absirt, Medea's brother, will not allow the scheme fo be effected
- Medea will kil Absirt

- Medsa will steal the Golden Fleece

- The family and Colchida wilicurse Medea

- Medea willbring the Golden Fleece to Jason

- Jason will be happy

- Jason will fal! in love with Medea

- Medea and Jason will go to Corinth

Act Il

- Corinth

- Medea will give birth to two Jason children

- Medea, a stranger and "barbarian” will have a hard life in Corinth

- Jason will get acquainted with Glauke, the daugh ter of Creont, the king of Corinth
- Jason will betroth with Glauke

- Medea will get to know about Jason's infidelity

- Medea will be willing to revenge Jason, who ruined her life withaut any mercy

- Medea will murder Glauke by presenting her with a magnificent robe
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- Jealousy and insulted pride will overwhelm the motherly feelings
- Medea will kil her children, so dear to Jason

- The people of Corinth will rebel against Medea

- All those living and dead will strive to crush Medea

All the living and dead will be helpless

- Medea will be right

- Medea is alive

- Forever

Antanas RekaSius (1928) baigé Lietuvos muzikos akademijos prof. Juliaus Juzeliino kompozicijos klase (1969). Kariniai: 9
simfonijos, 10 balety, i§ kuriy buvo pastaiyti " Gestantis kryzius® (1963), "Aistros” (1968}, "Amzinai gyvi* (1982), "Aura"“ (1985)
- visi Lietuvos operos ir baleto teatre, opera - oratorija "Sviesos baladé", 7 instrumentiniai koncertal, 6 styginiy kvartetai, 6

Baletas *Med@ja™ sukurtas autokoliaZo principu, biidingu daugeliui A. Rekagiaus kiriniy, glaudZiai bendradarbiaujant su AnZelika
Cholina - Sio veikalo libreto autore ir statytoja.

Anzelika Cholina (1370) 1989 baigé Vilniaus baleto mokykla, 1993 - Maskvos teatrinio mena akademijg (GITIS). Diplominis
darbas - choreografijos vakaras Lietuvos operos ir baleto teatre (1994). Darbai: choreografija R. Wagnerio operoje "Skrajojantis
olandas” (reZ. 0. KorSunovas, dir. G. Rinkevitius) (1995), Lietuvos operos ir baleto teatre choreografijos vakaras "Eskizai po
septyniy (1995), P. Skirmanto "Dance” fondo koncerty reZistra (1995).

KAVINE

TOBIRA

Sv. Mykolo 4




Gruodzio 13 d., penktadienis / December 13, Friday
Kaviné “Tobira” / Tobira Cafe
21 val. /9 p.m.

Eksperimentiné opera ir kt.
Opera-experiment and others

Gintaras Sodeika: Tobira mikroopera balsui, kompiuteriams ir video / microopera for voice, com-
puters and video

John Cage: Solo trombonui / Solo for trombone

Vytautas Pilibavicius: Art solo trombonui / for trombone

Irmantas Jankaitis - balsas/voice
Vytautas Pilibavicius - trombonas/trombone

Gintaras Sodeika

Mikroopera “Tobira”

Tai nedidelis eksperinientas. Sioje operojé visi dperos parametrai yra “mikro”. Galima j#velgti
sgSauka su ankstyvaja Zanro vystymosi faze, kai opera daugiau priminé monodija su instrumenty
pritarimu. “Tobiros” monodijai pritaria kompiuteriai, kuriais gali “groti” nebaitinai profesionalis
muzikantai. Sia prasme “Tobira” mus nukelia i navjuosius namy muzikavimo laikus. Mikroopera
“Tobira”, suprantama, yra proginis kiirinys.

Microopera “Tobhira”

Itis a small experiment. In this opera all regular genre parameters are in miniature. Some similari-
ties can be traced with the opera genre at its elementary stage, when this genre reminded more of
a monody accompanied by instruments. In “Tobira” monody is accompanied by computer parts,
and it is not necessary to have professional musicians to play these computers. Therefore “Tobira”
transfers us into a new period of home music, Microopera “Tobira” was created for this special
ocassion of the Gaida Festival.

BT )
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Gruodzio 14 d., SesStadienis / December 14, Saturday
Nacionaliné filharmonija, MaZoji salé / National Philharmonic, Small Hall
14 val. / 2 p.m.

Morton Feldman (1926-1987)

Monografinis koncertas
Monographic concert

The Viola in my Life I (Viola mano gyvenime ) altui, fleitai, violoncelei, fortepijonui ir musamiesiems
/ for viola, flute, violin, cello, piano, and percussion (1970)

Extensions 3 fortepijonui / for piano (1952)

Vertical thoughts 4 fortepijonui / for piano (1963)

Piano piece 1964 fortepijonui / for piano

Rothko Chapel (Rothko koply¢ia) miSriam chorui, altui, Gelestai ir muSamiesiems / for mixed choir,
viola, celesta, and percussion (1970)

atlikéjai / performers:
Andrius Vasiliauskas - fortepijonas/piano
Saulius Astrauskas - mu§amieji/percussion

Vilniaus naujosios muzikos ansamblis / Vilnius New Music Ensemble:
Laima Sulskuté - fleita/flute

Gediminas Dacinskas - smuikas/violin

Evaldas Vycinas - altas/viola

Arvydas Malcys - violondelé/cello

Ariinas Dikcius - Celesta, fortepijonas/celesta, piano

Sartinas Nakas - dirigentas/conductor

“Aidija” - kamerinis choras/chamber choir
Romas GraZinis - dirigentas/conductor

i

Morton Feldman

ortonas Feldmanas gimé Niujorke 1926 sausio 12, miré Buffallo, Niujorke, 1987 rugséjo
M 3. Tai vienas savitiausiy XX amZiaus antrosios pusés JAV kompozitoriy, apie kurj bene
daugiausia diskutuojama.

“Mano ankstyviausias prisiminimas apie muzika: a§ dar neturéjau ir penkeriy metu, kai mano
mama, laikydama vieng i§ mano pirsty, fortepijonu i3 klausos juo skambindavo "Eli ELi“. Sulaukes
12 mety Feldmanas pradéjo mokytis skambinti fortepijonu pas Madam Maurina - Press, artimg
Aleksandro Skriabino drauge ir Ferrucio Busonio mokine, kurios jtaka savo muzikiniam lavinimui
jis ypa€ pabrezia. 15 mety Feldmanas pradéjo studijuoti kompozicija ir kontrapunkta pas Wallingford
Riegger, o po trejy mety - studijos pas Stefang Wolpe, su kuriuo daugiau gincijosi apie muzika negu
mokési.

Ypatingos reik¥més Feldmano gyvenime turéjo paZintis su Johnu Cage'n. 1949 - 1950 Ziema
Carnegie Hall po Mitropoulos diriguoto Niujorko Philharmonic kontraversisko Weberno Simfonijos
atlikimo Feldmanui atsirado proga asmeniskai Cage’ui prisistatyti. Netrukus jie abu susitiko tuo
metu Cage’o nuomojamame bute Grand Street. ] §j pirmajj susitikimg a3 atnesian Johnui styginiy
kvartets" - raSo Mortonas Feldmanas. "lga laika jis | ji Ziiréjo ir po to pasaké: “Kaip tu tai paraai?”
AS prisiminiau savo nuolatinius gin¢us su Wolpe, o taip pat kaip lygiai prie§ savaite, parodziau savo
kompozicija Miltonui Babbittui ir taip inteligentiskai, kaip tik a3 sugebéjau, atsakinéjau  jo klausimus,
0 jis man pasaké: “ Mortonai, a§ nesuprantu nei ZodZio, ka tu sakai”. Taigi labai silpnu balsu a3
Johnui atsakiau “A$ neZinau, kaip a3 tai parasiau”. Reakcija j tai buvo stulbinanti. Johnas pasoko ir
vel atsisédo ir, panaSiu j auksta beZdZionés kvykima balsu iSréke: “Ar tai ne stebuklinga. Ar tai ne
nuostabu. Tai taip puiku, ir jis neZino, kaip jis tai parase”. Tiesa sakant, kartais a§ susimastau, kaip
mano muzikinis kelias btity pakrypes, jei Johnas nebiity man suteikes $io ankstyvo leidimo pasitiketi
savo instinktais®,

Dar tebesimokydamas pas Wolpe, Feldmanas buvo susidraugaves su Davidu Tudoru ir dabar ji
pristaté Cage’ui. Netrukus pasirodé Christianas Wolffas, o po to ir Earlas Brownas, kuris i3 vidurio
vakary nusprendé persikelti | Nivjorkg, kad baity arciau naujosios muzikos. I§ 3iy keturiy
kompozitoriy, pastoviai dirbusiy su Cage'n - David Tudor, Earl Brown, Christian Wolff ir Morton
Feldman, - muzikos kritikas Johnas Rockwellas jspiidingiausiu laiko Feldmang,

Feldmanas igkelia tuometinés naujosios tapybos - Niujorko abstraktaus ekspresionizmo mokyklos
- itaka jo kuriamai muzikai, ir tai galima laikyti pirmuoju plastiniy meny poveikiu naujajai muzikai
L-ojoje XX am7Ziaus puséje. Niujorko tapytojy mokykla suteiké Feldmanui impulsg realizuoti "labiau
tiesioginj, betarpiSkesnj, labiau fizikinj garsy pasaulj nei bet kas, kas egzistavo iki tol*. I§ visos §ios
New Yorko tapytojy grupés - Philip Guston, Robert Rauschenberg, Jasper Johns, Mark Rothko,
Willem de Koonig - didZiausig jtaka Mortonui Feldmanui padaré jo artimu draugu tapes Philipas

Gustonas, bet ne tik jis: 1963 m. sukurtas kiirinys paradintas "De Koonig*, o vienas Zymiausiy jo




kiriniy "Rothko Chapel“ (1971) buvo tarsi muzikiné Hiustone koply¢ioje eksponuoty didZiuliy
Marko Rothko paveikshy, i8raiska.

Nuo pat 1950 mety Feldmanas ramiai ir atkakliai teigé savo muzikos ideals - "leisti garsams biiti
padiais savimi®, Tai buvo laisva nuo visu sistemy, intuityvi kompoziciné kalba. "Bet kas, kas
ankstyvaisiais 50-aisiais buvo netoliese tapytoju, maté, kad e vyrai pradéjo eksploatuoti savo
paciy emocingumg, savo paciy plasting kalbg...visiSka nepriklausydami nuo kito meno, vidujai
visiSkai pasiryZe dirbti su tuo, kas jiems neZinoma... Tai buvo fantastiSkas estetinis darnumas. A3
jauciu, kad Johnas Cage’as, Earlas Brownas, Christia’as Wolffas ir a§ buvome panasiai individualios
dvasios*. .

Ankstyvieji Feldmano kiiriniai - 5 kiiriniy ciklas bendru pavadinimu "Projection® (1950-1951) ir
4 kuriniy ciklas "Intersection” (1951-1953) - grafinés partitiiros, kuriose nurodomi tik registrai,
trukmé ir garso iSgavimo biidai styginiams. Cikle "Projection* nurodoma ir dinamika, kuri yra
istisai tyli. Feldman'as noréjo, kad ne tik garsai biity laisvi, bet ir iSlaisvintas atlikéjas. "A$ niekada
negalvojau apie grafika kaip improvizacijos meng, bet labiau kaip apie visiSkai abstrakty garsinj
nuotyki“. Tarp 1953 ir 1958 mety Feldmanas émé atsisakyti grafikos savo kiiriniuose, nors dar
buvo prie jos sugriZes kiiriniuose orkestrui "Atlantis* (1958) ir "Out of Last Pieces* (1960). Nusivylimg
grafine notacija sukélé nevykusios atlikéju interpretacijos. 3

Nuo "Durations* (1960) Feldmanas palaipsniui griZta prie tradicinés notacijos. Siose partitiirose
neapibrézta tik garso trukmé, visiSkai priefingai jo ankstyvosioms grafinéms partitiiroms, kuriose
garsy trukmé neretai buvo kone vienintelis apibréztas faktorius. Laisvos trukmés ir neapibréti
vertikaliis santykiai &ia dera su precizisku kity parametry uZrasymu. "Cikle “Durations” a§ pasiekiau
sudétingesn; stiliy, kuriame kiekvienas instrumentas gyvena savo individualy gyvenima savo paties
individualiame garsy pasaulyje. 5

Tokia notacija kaip pagrinding Mortonas Feldmanas vartojo apie 10 mety. §i sistema buvo
akivaizdZiai paprasta, todél daug kam atrode, kad kurti yra nepaprastai lengva. Labai vykusiai tai
pakomentavo Cage’as: "Yra Zmoniy, kurie sako: “ Jei muzika taip lengva radyti, a3 galiu tai padaryti,
I§ tikryjy jie gali, bet nedaro. A§ labiau pritariu paties Feldmano pareiskimui. Mes vaziavome i§
kazkurios vietovés Naujojoje Anglijoje, kur buvome surenge koncerts. Jis stambus vyras ir lengvai
uzmiega. IS kieto miego pabudegs taré: "Dabar, kai viskas Sitaip paprasta, reikia taip daug padaryti.“
Ir po. to vél uZmigo”. Kalbédamas apie Mortono Feldmano kiirinj misriam chorui a capella “Chris-
tian Wolff at Cambridge” (1963), Reginald Smith Brindle klausé: “Ar gali biiti kas nors paprasciau?
Ar tai yra pernelyg paprasta?”.

Nuo 1970 mety su keliomis i§imtimis savo kiriniy notacijoje Feldmanas iflaiké aukstio, ritmo,
trukmeés ir dinamikos kontrole. Vélyvieji jo kiriniai uZrasyti ypatingai detalia tradicine notacija.
Feldmanas turéjo savo unikalig muzikos kalba nuo pat ankstyvujy 1950 - uju mety kiiriniy. “Tokia
transg sukelianti muzika su jos ilgai tesiamais, beveik negirdimais garsais, beveik nepastebimais
tembro ir garso pasikeitimais buvo Feldmano tikslas”. Sias Feldmano muzikos ypatybes tas pats
Reginald Smith Brindle linkes priskirti Ryty jtakai: “Feldmano muzikos beaistris nejudrumas - ar tai
ne Ryty mastymo kiidikis?”.

Nuo 1975 mety Feldmanas pradéjo kurti labai i3pléstas formas: jo kiirinys “Violin and Orches-
tra” (1984) trunka pusantros valandos, o II styginiy kvartetas, kuris kaip ir I styginiy kvartetas
buvo sukurtas Kronos kvartetui, gali trukti iki penkiy su puse valandos. Vélyvuosiuose kiiriniuose,
kaip, pavyzdZiui “Three Voices” (1982), tarsi skirtame jo dviejy mirusiy draugy - tapytojo Philipo
Gustono ir poeto Franko O'Hara - atminimui, trumpy motyvy kartojimas iSkyla kaip svarbiausias
kompozicinis pricipas. Tokie daugkartiniai trumpy motyvy kartojimai pasirodé Feldmano muzikoje
dar 1951 metais (“Structures” styginiy kvartetui) ir tai buvo tarsi biisimos repetitive music prototipas.

1973 metais Nivjorko universitetas Buffalo pakvieté Feldmang Edgar Varese profesoriaus
pareigoms, kuriose jis iSbuvo visg likusj gyvenimg. UZ akademiniy rateliy riby Mortono Feldmano
muzika iki $iol nepelnytai beveik nepaZjstama.

Mindaugas Urbaitis

Morton Feldman

orton Feldman was born on 12 January 1926 in New York City and died on 3 October

M 1987 in Buffalo, N.Y. He is a4 unique talent and one of the most controversial American

composers in the second half of the twentieth century. “My earliest recollections of

music - I could not have been more than five - is my mother holding one of my fingers and picking

out "Eli, Eli*. When he was 12, Feldaman started taking music classes with Madam Maurina Press,

a close friend of Alexander Scriabin and a student of Ferrucio Busoni; Feldman always notes how

important her role was in his musical education. At 15 Feldman started to study composition and

counterpoint with Wallingford Riegger, three years later he started his studies with Stefan Wolpe,
but it was more arguing about music than studies.

Acquaintance with John Cage was of crucial importance in Feldman's life. Feldman had an
opportunity to introduce himself to Cage in winter 1949-50 in Carnegie Hall after a controversial
performance of Webern Symphony by New York Philharmonic orchestra under Mitropoulos’ con-
duction. Soon afterwards they met at Cage's flat, which he rented on Grand Street. "At this first
meeting I brought John a string quartet. He looked at it long time and said “How did you make
this?” I thought of my constant quarrels with Wolpe, also that, just a week before, after showing a
composition of mine to Milton Babbitt and answering his questions as intelligently as I could, he
said to me “Morton, I don’t understand a word you are saying.” And so, in a very weak voice, I
answered John, “I don't know how I made it.” The response to this was startling. John jumped up




and down and, with a kind of high monkey squeal, screeched, “Isn’t that marvellous. Isn’t that
wonderful. It's so beautiful, and he does not know how he made it.” Quite frankly, I sometimes
wonder how my music would have turned out if John had not given me those early permissions to
have confidence in my instincts.

Feldman made friends with David Tudor while he was still taking classes from Wolpe, and now
he introduced him to Cage. Shortly afterwards Christian Wolff appeared, and some time later Earl
Brown, who decided to move from Middle West to New York to be closer to New music. Of the four
composers, David Tudor, Earle Brown, Christian Wolff and Morton Feldman, working with Cage,
the critic John Roclowell finds Feldman the most impressive.

Rockwell emphasises the influence made by new painting of the period ( New York abstract
expressionism (- on his music, and that was the first impact of plastic arts on new music in the
second half of the twentieth century. The New York abstract painters’ school gave Feldman an
impulse "of a sound world more direct, more immediate, more physical than anything that had
existed heretofore.” Of the whole group of New York painters, Philip Guston, Robert Rauschenberg,
Jasper Johns, Mark Rothko and Willem de Kooning, Felman was mostly influenced by his close
friend Philip Guston, but not oaly by hini. The early works by Feldman, five-work cycle under one
title "Projection” (1950-51) and four-work cycle "Intersection* (1951-53) are graph scores, indicat-
ing only register, duration and the manner of sound production for strings. In "Projection” he also
indicated dynamics, which is continuously quiet. Feldman wanted not only sounds to be free, he
wanted to give freedom to a performer too.

"I had never thought of the graph as an art of improvisation, but more as a totally abstract
sonic adventure”, Feldman was using the same notation as the main one for ten years. It was an
obviously simple system, so it seemed to many that to write music is very easy. Cage gave a very
good comment on that: "There are people who say, “If music’s that easy to write, I could do it.” Of
course, they could, but they don’t. I find Feldman's own statement more affirmative. We were
driving from some place near New England where a concert had been given. He is a large man and
falls asleep easily. Out of a sound sleep he awoke to say “Now that things are so simple, there’s so
much to do.” And he went back to steep.*

Between 1953 and 1958 Feldman started giving up graphs in his works, though he returned to
it in his works for orchestra “Atlantis” (1958) and “Out of Last Pieces"(1960). Starting with “Dura-
tions” (1960), Feldman gradually returns to traditional notation. His nearly tradition scores de-
scribe everything except only sound duration, in contrast to his earlier graph scores, where sound
duration often was the only indicated factor. Free duration and undefined vertical relationship
combine here with a precise notation of other parameters. “In "Durations* I have achieved a more
complex style, where every instrument is living its own individual life in his individual sound
world.”. Talking of Morton Feldman’s work for mixed choir a cappella “Christian Wolff at Cam-
bridge” (1963), Reginald Smith Brindle asked: “Could anything be more simple? Or is it too simple?”

Since the 1970s, with a few exceptions, Feldman kepf control over pitch, rhythm, duration and
dynamics in the notations of his works. The late works by Feldman are of very detailed traditional
notation. However, starting with his early work in 1950 throughout his career Feldman preserved
4 unique musical language. “Such trance inducing music has been Feldman’s purpose, with his
long-held, almost inaudible sounds, shifting almost imperceptibly in timbre and tone”, Reginald
Smith Brindle wrote. The same Reginald Smith tends to attribute such qualities of Feldman’s music
to Eastern influence. “The dispassionate immobility of Feldman’s music - is this not a child of
Eastern thought.”

Since 1975 Feldman started writing expanded forms: his composition “Violin and Orchestra”
lasts an hour and a half, and his String Quartet II, which likewise String Quartet I was written for
Kronos quartet, can last till five and half an hour. In his late works, like “The Three Voices” (1982),
which is like a dedication to two dead friends of his, painter Philip Guston and poet Frank O’Harra,
repetitive short motives emerge as the main composition principle. Such multiple repetitions are
present in Feldman’s music since 1951, (“Structures” for string quartet), and it was like a proto-
type of the future repetitive music.)

In 1973 New York University in Buffalo invited Feldman replace professor Edgar Varese, and he
stayed with the University for the rest of his life. However, beyond academic circles, Morton
Feldman’s music has undeservedly remained almost unknown until today.

Mindaugas Urbaitis

Andrius Vasiliauskas 1978 baigé Lietuvos muzikos akademija, kur jo pedagogai buvo A. Juozapénaité ir prof. 0.Steinbergaité.
1987 jis faimgjo pirmaja premija tarptautiniame H. Ellerio pianisty konkurse Taline. Daug démesio pianistas skiria Siuolaikinei
lietuviy muzikai. Ry3kiais jo artistings veiklos akcentais tapo V.Bacevitiuas, O.Balakausko, T.Makatino, V.Montvilos, J.Svedo
kiiriniy premjeros. Pianistas gastroliavo Rusijoje, Ukrainoje, Vokietijoje. A.Vasitiauskas nuolatos dalyvauja Vilniaus kvarteto ir
kity kameriniy ansambliy koncertuose. Firma “Menas ir elektronika” yra jrasiusi ir i§leidusi jo jorotas Vytauto Bacevitiaus ir
Siuolaikiniy lietuviy kopozitoriy kasetes.

Andrius Vasiliauskas graduated from the now Lithuanian Music Academy in 1978, where his teachers were A, Juozapénaitg
and prof. 0. Steinbergaité. Under the guidance of prof. 0. Steinbergaite, in 1985-1987 he worked on probation at this higher
schoal. In 1987 A. Vasiliauskas won the first prize in the International H. Eller Pianists Competion in Tallinn.The firm “Art and
electronics” has released the casette of piano music of Vytautas Bacevitius (1905-1970) and modern Lithuanian composers
played by A. Vasiliauskas.
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Bandymas apzvelgti-i
Lietuviy muzika 1940-1959

Endeavour to Survey: |

Lithuanian music of 1940-59

Juozas Gruodis: Pjesé b-moll fortepijonui / Piece b-flat-minor for piano (1945)

Stasys Simkus: | ateitj Sviesia misriam chorui / Into the Bright Future for mixed choir (1940)
Juozas TallatKelpSa: Prabilo Zemé finalas i§ Kantatos apie Staling, eilés Saloméjos Neries / The Earth
Has Spoken finale from the Cantata to Stalin, verse by Saloméja Neris (1947)

Antanas Raciiinas: KoltldetiSkas acifi “letuviy liaudies daina” / Thanks by Collective Farmers “Lithuanian
foll-song” (1951)

Pertrauka / Intermission

Stasys Vainiiinas: Fortepijoninis kvintetas nr.1 / Piano Quintet No 1 (1955)
Balys Dvarionas: Patarlés miSriam chorui / Proverbs for mixed choir (1959)
Jonas Nabazas: Kvartetas nr. 1 / Quartet No 1 (1957)

atlikéjai / performers:
Andrius Vasiliauskas - fortepijonas/piano

“Salutaris” - miSrus choras/mixed choir
Martynas Staskus - dirigentas/conductor

LMA fortepijoninis kvintetas / Piano Quintet of the Lithuanian
Music Academy:

Rusné Kiskyté - smuikas/violin

Jurgita Gaubyté - smuikas/violin

Tomas Petrikis - altas/viola

Jurgis Karbauskas - violoncelé/cello

Diana Berulyté - fortepijonas/piano

Kauno kvartetas / Kaunas Quartet:
Virgilijus Uzameckis - smuikas/violin

Dalia Terminaité - smuikas/violin

Adrija Vitkuté - altas/viola

Saulius Bartulis - violonéelé/cello

Akistatoje su praeitimi

N4
Si praeitis nutolusi nuo miisy penkiasdeSimcia mety.

Pasaulio kultfiros istorijoje - tai nedidelis laiko tarpas,
jaunai lietuviy profesionaliai muzikai - beveik pusé jos
raidos kelio.

Miisy valstybés, tautos, kulttros ir Zmogaus gyvenime 1940
-ieji buvo liizio metai, praradiny, brutaliy pasikeitimy pradia,
Nors ne iSkart tai buvo suvokta. Menininkus klaidino kai kurie
i§ Salies patrauklds socialiniai pertvarkymai, materialiné parama,
naujy muzikos institucijy kirimas... Kiiryboje ryskiy pasikeitimy
pradZioje ir nebuvo.

SkaudZiausia riba lietuviy muzikiniame gyvenime buvo nubréjta karo pabaigoje. Tada vieni pasuko
i Vakarus, antri be laiko pasitrauké Anapilin, treti buvo itremti, ketvirti - o ju baita daugiausia - liko
Lietuvoje. Jiems teko mokytis gyventi ir kurti naujomis - okupuotos valstybés, totalitarinés sistemos
sqlygomis. Noriniy dirbti kiirybinj darbg apsisprendimas nebuvo vienkartinis aktas, nes prisitaikymo
gyvenimas i3 kiiréjo reikalavo kasdien. “. o

Nelengva dabar biity atsakyti j klausima, kiek $i normatyviné stilistika padéjo ar kliudé atsiskleisti
tuo metu kiirusiy lietuviy kompozitoriy individualybei: prisiminkime Balio Dvariono Koncertg smuikui
ir orkestrui (1948), Stasio Vainifino Rapsodijg lietuviskomis temomis smuikui ir orkestrui (1948) ar
Antraji koncertg fortepijonui ir orkestrui (1952), Juliaus Juzeliino Antraja simfonijg (1949) ir baletg
“Ant marjy kranto” (1953), Eduardo Balsio du koncertus smuikui ir orkestrui (1954, 1957), Vytauto
Klovos operg “Pilénai” (1956), Juozo Indros baleta “Audroné” (1957) ar Jono Nabazo (barto ui
“tyléjima”, het iSgyvenusio be “perkiinsargio”) Styginiy kvarteta (1958). Gal tik patys autoriai jstengty




atsakyti, kiek ir kas juos 1tako1o Sie ar kiti kiiriniai biity buve parasSyti,
Praeitj visada matome ir vertiname i§ dabarties. Sest0]0 de§imtmecio letuviy muzika, kurta
ypatingomis sglygomis, su kartais protu nesuvokiamais vertinimo kriterijais, smerkta, apdovanotﬂ ar
apskritai neatlikta, tarsi praSosi akistatos su mumis. Gal tam, kad iSgirstume ir atskirtume, kas joje
buvo “duoklé” to meto reikalavimams ir tai, kas yra gyva ir talentinga, nes tik tai lemia, kad muzika
nesibaigia su savuoju periodu.
Jiraté Gustaité

Vis-a-vis with the past

his past is just 50 years behind us. Though a short period of the world history, it is half of

the way in the development of the young Lithuanian professional music. The 1940s shat

tered the whole life of the Lithuanian state, nation, culture and each individual. It was a
dark period of loses and brutal changes. However, it took time to recognise the real nature of these
changes. Artists were deluded by some apparently positive shifts in social structure, by material
support they were offered and the new musical structures, created by the soviet authorities. How-
ever, during the first years of the soviet rule, the work by the Lithuanian composers manifested no
obvious transformations in style or content.

The end of the war draw the most painful line in Lithuania’s musical life. Some of the composers
opted to emigrate to the West, some died premature death, others were deported, and a part of them,
(and they were the most numerous ( stayed in Lithuania. They were to learn to live and write music
in new conditions - in an occupied totalitarian state. Every day demanded power-of-will in wringing
with the ideological machine for the right to continue being a composer.

It would be difficult today to give a direct answer whether the canonised style, designed to reflect
the socialist ideology, paralysed or stimulated individual talent of the composers active in that pe-
riod. When we think of the Concert for violin and orchestra by Balys Dvarionas (1948), the Rhapsody
for violin and orchestra on the Lithuanian themes (1948) or the Second concert for piano and
orchestra by Stasys Vainitinas; the Second Symphony (1949) and the ballet “On the Sea Shore” by
Julius Juzelifinas, two Concerts for violin (1954, 1957) by Eduardas Balsys; the opera “Pilénai” by
Vytautas Klova (1956); the ballet “Audroné” by Juozas Indra (1957) or the String Quartet by Jonas
Nabazas, it is only the authors themselves could say what influence they felt and how much it
affected their work.

Only the present can lend a good vantage point to evaluate the achievements of the past. The
music of the 1950s, composed in very specific environment, the standards of which have become
hard to comprehend, needs to be performed today. That will help to differentiate between the things
that were just a tribute to the “period” and real talent put into these works - which alone can insure
that a work survives its period.

Jiraté Gustaité

“Tautiné pagal forma, socialistiné
pagal turinj”

940 rudenj soviety pavyzdZiu kuriant Kompoznorlu sajunga, i§ pretendenty K.V.Banaidio,

J.Gaidelio, J.Pakalnio, J.NabaZo, St. Simkaus j valdybg skiriami J.Karnavicius, J.Gruodis,

J.Tallat-KelpSa bei V1 Jakubénas (sekretoriaus pareigoms). Daugiau démesio ir palmmmnno
i§ Maskvos nesulaukiama, taciau uiduotis aiSki - pirmoji lietuviy meno dekada Maskvoje 1941-
aisiais. Suvokiant, kad naujy kiiriniy greitai sukurta nebus, ir pasikliaunant patikrintais dalykais, {
ja nutariama pasiysti ne ka kitg, o busimyjy emigranty kiiryba: K.V.Banaitio “Sonata rapsodica h-
moll”, “Lietuvos idilijas”, V.Jakubéno “Du vaizdelius”, solo dainas, taip pat J.GruodZio solo dainas bei
muzika fortepijonui ir kt.

Propaganda ir rimtu politiniu aukléjimu uZsiimti nespéjama, taciau suskumbama papragyti 25.000
rubliy lietuviy muzikos leidybai - tai atrodo nejtikétini pinigai. Ju duoti, manau, taip pat nespéta, kaip
ir surengti dekados...

1944 mety ruden] istorija kartojasi i§ naujo, tik 5i syki dél kompozitoriy emigracijos bei ankstyvy
mir¢iy KS orgkomitetas i sajung priima keletg naujy nariy - A Klenickj, J.Bendoriy, A.Racitina. Taiau
KS veikla vangi ir formali - pusé nariy gyvena Vilniuje, pusé - Kaune. 1945 rudenj TSRS muzikos
fondas metams Zada skirti gera finansine injekcijg - 400.000 rubliy. J.Gruodis, ] Tallat-Kelpsa, A Klenickis,
K.Galkauskas, ] Svedas bei visa DvaRaVa 1946 mety vasarg 1svykst21 tartis dél lietuvidkosios muzikos
prezentacijos Maskvoye Planuota dar 1946, ji atidedama iki 1947 geguZés. Koncertas “centre” nesulaukia
autoritetyy démesio. Autoritetingiausia aptarimo figiira - tuo metu organizacinio komiteto pirmininko
pavaduotojas A.Chacaturjanas - prie§ingai visoms partijos direktyvoms, skatina lietuviy kompozitorius
ieSkoti naujos kalbos, tvirtindamas, kad negalima rasyti taip, kaip buvo rafoma ankséiau, ir net po
Trio perklausos pataria St.Vainifinui nevartoti sumaZinto septakordo, kuris esa miisy laikais nedaro
ispudzio.

Si istorija reikiamu laiku prisimena KS sekretorius A.Klenickis savo pranesime, skirtame 1948m.
VKP(b) CK nutarimo dél V.Muradelio operos “DidZioji draugysté” aptarimui, apkaltindamas “centro”




vadovybe reikalavus pernelyg daug diezy ir bemoliy.Taip pat tai puiki proga suvesti saskaitas ir dél
kity ideologinio aukléjimo bary: per kelerius metus taip ir nesukurta tarybiné opera ir baletas,
nesukuriama pilnakrauju masiniy dainy - mat kompozitoriai tokio svarbaus kultirinio ginklo net
nelaiko ju plunksnos vertu Zanru. Sios direktyvos pasikartoja ne tik KS suvaziavimy ar plenumuy
medZiagoje, taciau ir visoje imanomoje tuometingje lektiiroje.

Sie ir velesni oficialils partijos dokumentai visy pirma daré jtaks Zanrinei miisy kompozitorfy
kiirybos orientacijai: i§ pradZiy ypa¢ paplinta oratorinis - kantatinis Zanras. AiSkus deklaratyvus tekstas,
“progresyvus” siuZeti$kumas, masiniai chorai - oficialiosios kulttiros politikos sritis, kurios vienvaldé
lyderé be jokiy abejoniy yra ].TallatKelpSos “Kantata apie Stalina”(S.Néries ZodZiai), Siek tiek véliau
masyvis Zanrai kiek kitokia forma grizta ir vélesniy karty kompozitoriy kiiryboje, taciau jau skiriami
“didZiosioms bendrazmogiSkoms problemoms”. Tuo metu “naujo gyvenimo” siekianciy idealisty
karStymetis jau praéjes ir panasios partitfiros tepasirodo jvairiy sovietiniy Svenéiy bei sukakéiy progomis
kaip “pavyzdingas” formalus aktas. Paprastai tai | pirmtakus panagios dramaturgijos ir net tonacinio
plano kiiriniai, jau nekalbant apie pavadinima: “Taryby Lietuvos deSimtmegini”, “... dvideSimtmeciui”
ir t.t.

Privalomus masiniy dainy konkursus, rengtus masy konservatorijos kompozicijos katedroje, manau,
dar prisiminty ir mano kartos kompozitoriai. Panasis konkursai visagalés Meno reikaly valdybos
buvo pradéti rengti jau nuo pat pirmuyjy dieny - 1940 mety, po to 1945, taip pat 1952 ir 1953
metais... Masiniy dainy tuo laikotarpiu buvo sukurta nesuskai¢ivojama daugybé, daZniausiai pateikiant
prasciausia liaudies dainos bei sovietinio teksto hibrida.

Su operomis, baletais ir ypatingai ju libretais vyko ilgos nesibaigiancios istorijos: jie nuolat taisomi,
koreguojami, vis vengiant “bekonfliktiSkumo”. Ir kiiréjai §iose nelygiose batalijose daZniausiai
pasiduodavo. Partija, isitikinusi. kad bitent sceniné muzika yra pats demokratiSkiausias Zanras, ne
syki ispéja dél “pavirsutiniSko priéjimo prie jos kaip sunkiausios ir atsakingiausios”. Daugiau kariniy
scenai atsiranda tik prie§ pat dekadg Maskvoje 1954 - jpareigojo jvykis. 1953 uzbaigti ir pastatyti
JJuzelitino baletas “Ant mariy kranto” ir A.Racifino opera “Maryté”. Kultfiros ministerijai atiduota
AXKlenickio operos “Prie Nemuno” partitiira. RaSoma B.Dvariono “Dalia”, VKlovos ‘Pilénai”, ] Juzelitino
“Tadas Blinda”, ruosiamasi statyti A.Belazaro muziking komedija kolakietiSka tematika “Auksinés
marios”.

Instrumentinés muzikos Zanry socrealizacija vyksta taip pat drastiSkal ir sparcial: vadinamojo
*formalizmo” i§taky visy pirma buvo imta ieSkoti muzikos mokslo jstaigose (koneveikiamas J.Gruodis),
“individualistinése” nuostatose (nuolat kritikuojami “tyleniai”) bei “konstruktyvistiniuose” veikaluose
(vadinant juos liaudziai svetima “dvasine sivucha” ar net “isteriSku durmanu®). Ir visgi anos epochos
dvigubos moralés protritkiai, uzfiksuoti dokumentuose, gali sukelti tik Sypsnj. AXKlenickis 1948m.
vasario 10d. VKP(b) nutarimo dél V.Muradelio operos “DidZioji draugysté” aptarime: “Noréciau sustoti
dar ties drg.Vainiino paskutiniu kiriniu - Rapsodija dviems fortepijonams. Apie $ita kdrinj buvo
nemazai kalby priimant jj, buvo skirtingy nuomoniy. Man labai sunku apie tai kalbéti, kad tas kirinys,
apie kurj noriu atsiliepti neigiamai, sudaro tam tikras aplinkybes, kurios trukdo man iSsireiksti dél to,
kad man, kaip muzikui, jis yra jdomus, a3 su smalsumu gilinuos i j{, man jdomu ji studijuoti ir aiskinti,
gal jis yra jdomus ne man vienam, bet ir kitiems muzikams, norisi ji paanalizuoti. Reikia konstatuoti
Sito karinio didelj technikinj meistriSkuma, taciau $io nutarimo, §io dokumento $viesoje yra suprantama,
ko reikalavja i§ misy tarybiné liaudis. Man atrodo, kad $itas karinys visumoje turéty biti vertinamas
neigiamai” (kalba netaisyta).

Soviety kultiira prie§ nacionaline ir oficialioji prie§ neoficialiaja: Sios prieSstatos, taikytinos tik
tokiai epochai, neatrodo pernelyg deklaratyvios. Oficialioji ir neoficialioji kultiros konfrontavo dél
pasirenkamy Zanry bei techniky, dél muzikos suvokimo ar kritikos kriteriju. Taciau visi buvo lygiis
prie§ cenziirg bei finansavimg. Jau iki 1948 mety Meno reikaly valdybos buvo uZsakyta daugiau nei
80 jvairiy Zanry kiriniy,valstybiniu lygiu globojami uZsakymai scenos veikalams. Taciau daug paprasciau
“sutaisyti” dar viena masine daing - uZ teisinga partine pozicija taip pat neblogai atlyginama. Taigi,
pasak AXlenickio, “tarybiniai kompozitoriai yra globojami, lepinami valstybés, kuri su motinisku
riipestingumu seka, kaip ir ka kuria kompozitoriai. ISleidZiamos milZiniskos sumos kiirybos paskatinimui;
Stalino premijos laureato vardas tapo jprastas daugelio kompozitoriy vardas”. Belieka pridurti
pragmatiSkaji Sio jvykio jvertinima: Simtg tikstanéiy senyjy rublig. Ir dar tai, kad premijuotasis
veikalas skamba visoje Soviety imperijoje, kad isleidZziamas ir jtraukiamas i privaloma tarybinés
muzikos programg, o laureatai netrunka pakilti karjeros laipteliais.

Stalino premija netrukus bus “pervardyta” leninine. Baigsis oficialiyjy direktyvy epocha, po 1956
mety nerastume nei vieno oficialaus dokumento, kuris reguliuoty muzikos iSraiskos priemones ar
panasius dalykus. Atsilimo laikotarpis Soviety Sajungoje paskatins nacionalinés kultiiros atgimimg,
kuris visy pirma bus susijes su sparcia lietuviy muzikos modernizacija. Tik labai ilgam ir net iki Sig
dieny dar liks sovietizuotas muzikinés kultfiros modelis su visomis jam priklausandiomis institucijomis
ir santykiais.

Daiva Budraityté

“National in form, socialist in con-
tent’...

1 the autumn of 1940 a composers’ union was established in Lithuania; it was an attempt to
suit the structures in the Soviet Union. K V Banaitis, | Gaidelis, J Pakalnis, ] NabaZas and
Stasys Simkus ran candidates to the board of the newly set up union, Elected to the board
were | Karnavicius, ] Gruodis, ] Tallat-Kelpsa and V1 Jakubénas (for the secretary’s office). Though




no benedictions were received from Russia, the task was clear ( to prepare for the first decade of
Lithuanian art in Moscow in 1941. Time for writing new compositions was too short, so a decision
was made to rely on the old worlks. The works by the future emigres: “Sonata rapsodica b-minor” and
“The Lithuanian idyils” by K V Banaitis, “The Two scenes” and solo songs by V Jakubénas, also some
of the solo songs and piano compositions by ] Gruodis were chosed to represent Lithuanian music in
Moscow.

Though no serious political education and ideological brain washing had started yet, Lithuania
managed to ask Moscow for 25. 000 roubles for publishing Lithuanian music. This looks like an
amazing amount of money. I believe they were short of time to give the money, just as Lithuania to
arrange the art decade...

In 1944 the same story was repeated again, only this time new members A Klenickis, ]. Bendorius
and A.Racifinas were accepted into organising committee for the Composers Union. They replaced
those who died an early death or emigrated. However, the activity of CU (Composers’ Union) was
sluggish and formal. In autumn of 1945 the Music Fund of the Soviet Union promised Lithuanian
music an injection of 400.000. In the summer of 1996 J Gruodis, J Tallat-Kelpsa, A Klenickis K
Galkauskas J Svedas and the whole DvaRaVa(*Dvarionas, Racinas, Vainifinas) left for Moscow to
arrange a presentation of Lithuanian music there. It had initially been planned in 1946, but later
postponed till May 1947. However, the concert given “at the centre” received no attention from the
top authorities. The most influential figure, A Khatchatouryan, the-then-vice chairperson of the
organising committee and a composer, urged the Lithuanian composers to find new forms of expres-
sion, asserting that they could not write the way they had done before. Surprisingly enough, his
remarks contradicted all the directions by the Party. After listening to the works by the Lithuanian
colleagues, he gave Stasys Vainifinas a piece of advice not to use a diminished septachord, since it did
not longer sound impressive.

This incident was recalled later by A Klenickis, the Secretary for the Lithuanian Composers’ Union,
in his 1948 report commenting the decree by the Central Committee of the Soviet Communist (B)
Party on “The Great Friendship” opera by V Muradeli. A Klenickis accused the “central” authorities for
a too high demand in flats and sharps. It was also a good occasion to draw a score in other spheres
of ideological education: to explain why no soviet opera-and ballet were written in those years and
why the so called full-blood “songs for masses” were a weak point with the Lithuanian composers.
Composers did not even consider this important ideological weapon a genre worth their pen. These
directives recurred not only in the materials from the meetings and plenums by the Composers’
Union, but in all possible publications of the period.

Directives by the Party affected first of all choice of genre. At the start the oratorium - cantata
genre rose in popularity. Typical features of this genre ( transparent text, “progessive” narrative and
a lot of mass choirs (were in line with the official culture policy. The “Cantata to Stalin” by J Tallat-
Kelpsa (lyrics by Saloméja Néris) was an absolute leader in this genre. These ponderous genres were
popular with the coming generations too, but their ideals were different. The times of the times of
the idealists of the “new life” had passed, so the scores reflecting party line appeared only on Soviet
holidays and anniversaries as a formal act. All of such works and their titles were amazingly similar
to their predecessors: “To the 10th anniversary of Soviet Lithuania”, “To the 20th...”.

I believe many composers still recall the mandatory mass song competitions held by the Composi-
tion chair at the (former) Conservatoire. Such contests started in 1941, later they took place in 1945,
1952 and 1953.... At that time hundreds of such “mass songs” were written, usually it ment wedding
a simple folk song with a Sovietin-content text.

The librettos of operas and ballets were the field of the most furious baitle: corrections and
amendments never ended in an attempt to create “a class conflict” in them. Usunally it was the
composers who gave in, exhausted. The Party considered stage music the most democratic genre, and
had warned repeatedly of “a superficial approach to it as to the most difficult and complicated”.
There was a revival in the field of the stage genres on the eve of the Lithuanian art decade in Moscow
in 1954, Obviously the composers felt committed by the grand event. In 1953 the ballet “On the Sea
Shore” by Julius Juzelitinas and the opera “Maryte” by A Racifinas were completed and staged. The
Culture Ministry was handed in the score of “On the River Nemunas”, an opera by Klenickis. At that
period “Dalia”, an opera by Balys Dvarionas, “Pilénai”, an opera by V Kiova and “Tadas Blinda”, an
opera by Julius Juzeliinas was written. The musical comedy by A Belazar on collective - farms, “The
Golden Sea” was approved for staging.

The genres of instrumental music also had to reflect socialist ideology. There was an attempt to
trace the sources of the so-called “formalism” back to the music schools (J Gruodis received severe
criticism) or “an individualistic” attitude (those who kept silent were also criticized) as well as to
“constructivist” works. However, in some documents from the period the duplicity of “Soviet morale”
shows through. Today it excites only a smile. This is what A Klenickis spoke at the sante discussion of
the Soviet Communist Party (b)’s decree on “The Great Friendship” opera by Muradeli: “I would like
to dwell on the Rhapsody for two pianos, a new work by com. Vainitinas. When it was being ap-
proved, opinions clashed. It is very difficult for me to talk of it, it is difficult to say, that the work
which [ want to criticise, that this work, it creates certain circumstances which make it complicated
for me to express myself, because this work is interesting to me as a composer, I feel intrigued, I want
to analyse it, and it is possible that it is interesting for other composers and musicians too, that they
want to analyse it. It necessary to admit that it a highly professional work, but in the light of this
document we understand what Soviet people expect from us. Therefore finally this work should be
given a negative evaluation.” (The language has not been corrected)

Soviet culture versus national culture, and official culture versus unofficial one: talking of this
epoch, such oppositions do not strike as too declarative. The issues of genres and techniques, com-
prehension of music and the standards for music criticism were a field of confrontation of the official




and unofficial cultures. However, everyone was liable to censorship, as well as each had an opportu-
nity to get “financing” from the state. The Art Affairs Board commissioned over 80 works of different
genres, the state took care of big commissions for operas and ballets. But it was much easier to
“write” one more mass song, as those who kept in line with the Party policy were also generously
rewarded. “The state protects soviet composers and creates ideal conditions for them. With motherly
attention it observes what and how they write.The huge sums are spent to encourage creative work;
the name of laureate of Stalin’s award has become a popular name among composers, ” A Klenickis
claimed. Alongside with the glory there was also a practical aspect of the Stalin’s award: 100.000 of
the old roubles. The awarded work was performed across the Soviet empire, its author was included
into school music programme. He also moved up the ladder.

In a short while the former Stalin’s award changed into Lenin's award. It also marked the end of
the epoch of the official directives: after 1956 no more directions on style or content were issued.
The period of “thawing” in the Soviet Union stimulated a revival of Lithuanian national music, and it
started first ol all with its modernisation. However, the Soviet musical culture structure with all the
institutions and relationship is 4 legacy that has survived until today.

Daiva Budraityté

Juozas Gruodis (1884 - 1948) Simfoniné muzika: “Rudenélis”(1922), “Simfoninis prologas"(1923), "Gyvenimo 8okis"(1928),
“I Lietuvos praeities”(1939), Simfoninés variacijos"(1945); baletas "JTraté ir Kastytis"(1933), muzika Vinco Kréves dramai
"Sariinas"(1929), Styginiy kvartetas d-moll(1924), Sonata smuikui ir fortepijonui d-moll(1922), 2 sonatos
fortepijonui(1919,1921), dainos balsui ir fortepijonui "Rugiagélés"(1921), "Aguonélés”(1921), "Pavasario naktis Berlyne*(1922),
"Alyvos“(1945) ir kt., misriam chorui "Zvejai"(1928), "Ziema"(1937).

Juozas Gruodis (1884-1948): symphony music: "Autumn“(1922), "Symphonic prologue”(1923), "The Dance of Life"(1928),
"From the Lithuanian Past*(1939), Symphonic variations(1945); ballet "JOraté ir Kastytis“(1933), music for the Vincas Krévé
drama "Sarlinas"(1929); chamber music: String quartet d-moll(1924), Sonata for violin and piano d-mall(1922), 2 sonatas for
piano(1919,1921); vocal music: "Cornflowers"(1921), "Poppys*(1921), "Spring Night in Berlin"(1922), "Lilacs"(1945); for
choir "Fishermans"(1928), "Winter“(1937).

Stasys Simkus (1887-1943): opera "Kaimas prie dvaro® (1941), simfoniné poema "Nemunas(1930), kantatos "Atsisveikinimas
su Tévyne“(1921), "Gyvuok, Tévyne", baladé "Nugrimzdes dvaras*(1923), fortepijoninés variacijos "Lietuvos siluetai*(1922),
harmonizuotos ligtuviy liaudies dainos, originalios dainos solo balsui su pritarimu arba chorui.

Stasys Simkus (1887 - 1943): opera "Village on the Manor* (1941), symphonic poem "Nemunas” (1930), cantatas "Farewel|
with the Motherland (1921), "Long live, Matherland®, ballad "The Immersed Manor" (1923), variations for piano "Siluets of
Lithuania“ (1922), adaptations of lithuanian folk songs, original choral and solo songs

Juozas Tallat-KelpSa (1889 - 1949): "Kantata apie Staling" (1947), Uvertidra liaudies dainy temomis (1945), Siuita mediniams
puiamiesiems (1946), Keturios parafrazés fortepijonui (1920), piesés orkestrui, instrumenty ansambliams, fortepijonui, *
harmonizuotos lietuviy liaudies dainos, originalios dainos solo balsui su pritarimu arba chorui.

Juozas Tallat-Kelp$a (1889 - 1949): “Cantata about Stalin“ (1947), Overture on the lithuanian folk themes (1945), Suite for
wood wind-instruments (1946),Four paraphrases for piano (1920), pieces for orchestra, instrument ensembles, piano, adap-
tations of lithuanian folk songs, original choral and solo songs.

Antanas Ragifinas (1905 - 1984): operos "Trys talismanai" {1936), "Gintaro kranfas" (1940), "Maryté" (1952 ), "Saulés
miestas” (1965), kantatos “I3laisvintai Lietuvai", "Kantata apie Stalina", oratorija "Taryby Lietuva" (1948), 10 simfonijy (1933,
1938, 1951, 1960, 1961, 1966, 1969, 1975, 1978, 1980}, simfoninés poemos "Vakaras prie Vilijos" (1939), "Ramun ir
Jurginas® (1958), "Plateliy eZero paslaptis” (1957, red.1962), "Pir&iupiy motina“ (1973), Koncertas fortepijonui ir simfoniniam
orkestrui (1979), Sonata-fantazija smuikui solo (1963), 2 sonatos fortepijonui (1931, 1933), Sonata dviem fortepijonams
(1967).

Antanas Ratifinas (1905-1984): operas "Three Mascots"(1936), "Amber-shore"(1940), "Maryté"(1952 ), "City of the
Sun"(1965), cantatas "For liberate Lithuania”, "Cantata about Stalin", oratorio "Soviet Lithuania“(1948), 10 symphonies (1933,
1938, 1951, 1960, 1961,1966, 1969, 1975, 1978, 1980), symphonic poems "The Evening by the Vilija“ (1939), "Camomile
and Dahlia“(1958), "The Mystery of Plateliai-lake"(1957, red.1962), "Mother of Pirgiupiai* (1973), Concerto for piano and
symphonic orchesira (1979), Sonata-fantasy for solo violin (1963), 2 sonatas for piano(1931,1933), Sonata for two pianos
(1967).

Stasys Vainiiinas (1909-1982): Simfonija cis-moll (1957), 4 kencertai fortepijonui ir orkestrui (1945, 1952, 1965, 1975),
Rapsodiia dviem fortepijonams ir orkestrui (1947), Koncertas vargonams ir styginiy orkestrui (1949), Koncartas smuikui ir
orkestrui (1959), Koncertas-posma vargonams ir styginiy orkestrui (1969), 2 fortepijoniniai kvintetai (1955, 1966), Sonala
smuikui ir fortepijonui (1971), Muzika dviem fortepijonams ir styginiy kvartetui (1982), "Mazoji vabzdZiy siuita“fortepijonui
(1940).

Stasys Vainiiinas (1909-1982): Symphony cis-moll (1957), 4 concertos for pianc and orchestra (1945, 1952, 1965, 1975),
Rhapsody for two pianos and orchestra (1947), Concerto for organ and string orchestra (1949), Concerto for violin and
orchestra (1959), Cincerto-poem for organ and string orchestra (1969), 2 Piano quintets (1955, 1966), Sonaia for violin and
piano (1971), Music for two pianos and string quartet (1982), "Little suite of insects“for piano (1940).




Balys Dvarionas (1904-1972): Opera "Dalia* (1958), baletas "Pirslybos” (1931), Sventing uvertidra (1945), Simfonija e-
moll (1947), Koncertas smuikui ir arkestrui h-moll (1948), 2 koncertai fortepijonui ir orkestrui (1960,1972), Koncertas vaftornai
irkameriniam orkestrui (1963), kaniatos "Pasveikinimas Maskvai® (1952), "Klestek, Tavyne!" (1957), MaZoji sivita fortepijonui
(1949-1952), "Ziemos eskizai"fortepijonui (1953-1954), Pezzo elegiaco("Prie ezerélio”) smuikui ir fortepijonui(1946), Tema
su variacijomis fagotui ir fortepijonui(1946), dainos chorui "Sesuo Zydrioji - Vilija"(1946), "Ant Nemuno kranta"(1953),
"Zvaigzdute“balsui ir fortepijonui(1944),

Balys Dvarionas (1904-1972): opera "Dalia“(1958), ballet "Matchmaking(1931), Holiday overture (1945), Symphony e-moll
(1947), Goncerto for violin and orchestra h-mol! {1948), 2 concerts for piano and orchestra (1960,1972), Concerto for horn and
chamber orchestra (1963), cantatas "Greeting to Moscow" (1952), "Flourish, Motherlariat*(1957), Little suite for piano (1949-
1952), "Sketches of Winter" for piana (19853-1954), Pezzo elegiaco for violin and piano (1946), Theme and variations for bassaon
and piano (1946), songs for choir "Blue sister - Vilija" (1946), "On the Nemunas Shore"(1953), "Asteriskfor voice and piano
(1944).

Jonas NahaZas (1907): Simfoning poema "Zaratustra“(" Daina apie lilidesj ir dZiaugsma"), Simfoniné siuita "Darbo dainos”
(1967), Sonata, Variacijos fortepijonui, Capriccio smuikui ir fortspijonui (1940), Simfoninés variacijos (1940), 2 styginiy kvartetal
{1958, 1983), "Perpetuum mobile” (1933), Tria smuiku, altui ir fortepijonui(1977), Sonata fortepijonui (1931), Variacijos fortepijonui
(1930, 11 red.1937), pjesés fortepijonui, choro ir solo dainos.

Jonas HabaZas (h.1907): for orchestra: symphonic poem "Song about Sadness and Joy" (1933), "Perpatuum mobile"(1933),
Symphonic variations (1940), symphonic suite "Working Songs* (1967); chamber music: 2 slring quartets (1958, 1984), Trio for
violin, viola and piano (1977), Sonata for piano (1931), Variations for piano (1930, fled.1937), pieces for piano, choral and solo
50Ngs.

Kauno kvarteto kiirybing biografija prasidéjo 1981 m. jo nariams dar studijuojant Lietuvos muzikos akademijoje, prof. D.
Katkaus klasgje. Ansamblis dalyvavo konkursuose ir festivalivose Rusijoje, Estijoje, Latvijoje, DidZiojoje Britanijoje, Suomijoje,
Vokietijoje, Lenkijoje; fis apdovanotas jvairiais diplomais. 1992 m. kvarletas tohulinosi "Amadevs” kvarteto meistrigkuma kursuose
Londone. Nuo 1988 m. jis gauna Kauno miesto dotacija ir vadinasi Kauno kvartetu. )

Salia klasikos, romantikos, kauniegiai domisi ir Siuolaikiniy autoriy muzike. Jy déka Lietuvoje pirma kartg nuskambéjo Z. Mathuso,
G. Kohano, R. Bomo, australo Whitickerio, fietuviy iSeivio J. Gaidelio kvartetai, V. Bartulio, N. Valangidtés ir kity kempozitoriy
kiriniai.

Kaunas Quartet started performing in 1981 when the members of the quartet were studing at the Lithuanian Music Academy
under professor Donatas Katkus. Kaunas Quartet has attended a number of festivals and musical contests in Russia, Estonia,
Latvia, UK, Finland, Germany, Poland, in many of them to receive awards. In 1992 Kaunas Quartat took a master's course with the
Amadeus Quartet in London. Since 1988 the quartet is receiving a grant by the town of Kaunas and has got the name of Kaunas
Quartet. Apart from classical and romantic works the repertoire by the Kaunas based musicians features modern authors. The
quartet were the first to bring to the Lithuanian audience works by Z Mathus, G Kohan, M Whiticker, as well as the quartets by the
Lithuanian emigree composer J Gaidelis.

Vilniaus mokytojy namy kamerinj chora "Salutaris® jkiré Martynas Stagkus
1983. Per ta faikg parengta vir$ 20 programy, gastroliuota talijoje, Pranciizijoje,
Vokietijoje, laiméta premijy Europos chory konkursuose. Repertuare - Mozarto,
Schuberto, Bacho, Monteverdi, Schutzo, Brahmso, Brucknerio, Poulenca, Ravelio,
Debussy, Britteno kiiriniai, taip pat listuvigka muzika,

Vilnius' Teachers' House Chamber Choir *Salutaris® was founded in 1993 by
Martynas Stakus. Meznwhile the choir has prepared 20 programmes and has
toured ltaly, France and Germany. The choir has also won several awards in Furo-
pean choir contests. The repertoire of the "Salutaris® choir features Mozart,
Schubert, Bach, Monteverdi, Schiilz, Debussy, Britten as well as the works by the
Lithuanian compaosers.




Gruodzio 14 d., sestadienis / December 14, Saturday
Nacionaliné filharmonija / National Philharmonic
18 val. / 6 p.m,

Nacionalinis simfoninis
orkestras, dirigentas Juozas
Domarkas

National Symphony Orchestra, conductor Juozas Domarkas

Stasys Vainifinas: Sutartiné (1968)

Antanas Raciiinas: Allegro rusticamente i§ Simfonijos nr. 6 / Allegro rusticamente from the Sym-
phony No 6 (1966)

Justinas BaSinskas: Allegro molto i§ Varpy simfonijos / Allegro molto from the Symphony of the
Bells (1973) 5

Vytautas Montvila: Sventiné poema / Fest Poem (1972)

Pertrauka / Intermission

Borisas Borisovas: Uvetiiira buffa / Quverture-buffa (1976) :
Osvaldas Balakauskas: Reitatyvas ir Ritualas i§ Opera strumentale / Recitativo and Ritual from the
Opera strumentale (1987)

Leonas Povilaitis: Adagio styginiy orkestrui / for string orchestra (1984)

Antanas Rekagius: Simfonija nr. 5 "Segmentai® / Symphony No 5 "Segments“ (1981)

Su dirigento Juozo Domarke vardu siejasi istisa pokarinés Lietuvos orkestrinés kultdros epocha, Jam vadovaujant masy Salyje
susikaré tikrai profesionalus simfoninis orkestras su Siuolaikiniu repertuaru, koks budingas bemaZ visiems pasaulio orkestrams.
Su Domarko orkestru, kaip populiariai vadinamas Lietuvos nacionalinis simfoninis orkestras, | Lietuva atéjo klasiky, romantiky ir
XX amziaus orkestrinés muzikos bei kartu su Kauno choru atlikti didZiyjy oratorijy Zanro Sedevrai. Batent J. Domarko déka buvo
sugrota beveik visa, kas Lietuvos kompozitoriy sukurta simfoniniam orkestrui, jskaitant ir kompozicijes studenty diplominius
darbus (ko gero, unikalus atvejis!).

Dirigaves daugeliui kity $aliy simfoniniy orkestry, su savo orkestru dalyvaves jvairiuose Siuolaikings muzikos festivaliuose (Maskvos,
Peterburgo, Prahos, Var§uvos ir ki), J. Domarkas buvo ir pirmasis lietuviy orkestrings muzikos propaguotojas uzsienyje. Jam
diriguojant jra8yta reikSminga lietuviy kompozitoriy simfoniniy kiiriniy dalis.

Osvaldas Balakauskas

The figure of maestro Juozas Domarkas dominates the whole epach of orchestra culture in after-war Lithuania. He started a
symphony orchestra which grew and matured into a professional symphony orchestra with a contemporary repertoire, typical for
most of the orchestras across the world. Lithuanian musicians and audience associate the National Symphony Orchestra with
name of magstro, and dubbed it "Domarkas’ orchestra”. Masterpieces of Classicism and Romanticism periods, as well as the best
modarn orchestra music compositions were brought to Lithuanian music halls by the Lithuanian Symphony Orchestra. Working
joinily with Kaunas choir, they staged the best pieces of oratorio genre. Juozas Domarkas took care that the National Symphonic
should perform almost every work by the Lithuania composers for symphonic orchestra, including even the graduatation works by
composition students at the Music Academy.

The National Symphony Orchestra conducted by Juozas Domarkas has toured many countries and participated in a number of
contemporary music festivals. Maestro has a rich experience as a guest conductor. He was the first to bring to the world audience
Lithuanian orchestra music. The Lithuanian Symphony orchestra under his conduction has recorded a large number of Lithuanian
composers works for publishing.

Osvaldas Balakauskas

Justinas BaSinskas (1923): opera "Marti" (1990), baletas "UzZkeiktieji vienuoliai" (1982), 6 simfonijos(1973, 1977, 1979,
1983, 1986, 1984), Requiem (1969), oratorija "Azuolas” (1959), kantatos: "Sakmé apie kareivio duong" (1961), "Motinos rankos”
(1978), Trys simfoniniai Sokiai (1963), Juodkrantés ragany kvartetas” (1980), Sonata smuikui ir fortepijonui (1979), Sonata
fortepijonui keturioms rankoms (1979), vokaliniai ciklai.

Justinas BaSinskas (b.1923): opera “The Daughier-in-law” (1990}, ballet “The Accursed Monks" (1982), 6 symphonies (1973,
1977, 1979, 1983, 1986, 1984), Requiem(1969), oratorio “The Oak” (1959}, cantatas "A Tale about Soldier's Bread" (1961),
“Mother’s Hands" (1978), Three symphonic dances (1963}, “The Quartet of Juodkrantés Witches” (1980), Sonata for violin and
piano (1979), Piano sonata for four hands (1979), vocal cycles.

Borisas Borisovas (1937): opera "PirSlybos” (1982), miuziklas “Muzikos Salyje" (1985), “Reguiem XX" (1983}, 10 simfonijy
(1974, 1977, 1978, 1979, 1981, 1983, 1985, 1987, 1989, 1990), Muzika violongelei ir styginiy orkestrui (1974), “Uvertidra
buffa"(1976), Koncertas viclongelei ir orkestrui (1977); kameriné muzika: kameriné kantata “Spalvos”(1984), 3 styginiy kvartetai
(1973, 1985, 1992), Fortepijoninis kvartetas (1979), “Kontrastai” (1977), "Kaukés" (1980).

Borisas Borisovas (h.1937); opera "Matchmaking” (1982), musical “Muzikos alyje” (1985), “Requiem XX" (1983), 10 symphonys
(1974, 1977, 1978, 1979, 1981, 1983,1 985, 1987, 1989, 990), Music for cello and string orchestra (1974), "Overture buffa




"(1976), Concerto for celfo and orchestra (1977); chamber music: chamber cantata *Colours” (1984), 3 string quartats (1973,
1985, 1992), Piano quartet (1979), “Contrasts” (1977), “Masks” (1980).

Leonas Povilaitis (1934): kantata "Per Lietuva Leninas eina” (1967), Simfonija styginiy orkestrui (1984), 3 sonatos fortepijonui
(1964, 1967, 1972), 2 sonatinos fortepijonui, Trio smuikui, violongele ir arfai (1972), Adagio styginiy orkestrui (1964), dainos,
muzika vaikams.

Leonas Povilaitis (0.1934): cantata "Through Lithuania is going Lenin" (1967), Symphony for string orchestra (1984), 3
sonatas for piano (1964, 1967, 1972), 2 sonatinas for piana, Trio for violin, cello and harp (1972), Adagio for string orchestra
{1964), songs, music for children.

Nacionalinis simfoninis orkestras jkurtas 1940 metais kompozitoriaus, pianisto ir dirigento Balio Dvariono iniciatyva. 1964
metal - naujas orkestro biografijos puslapis - jam pradeda vadovauti Leningrado konservatorijos aukltinis Juozas Domarkas. Iki
1988 mety 8is simfoninis orkestras Lietuvoje buvo vienintelis. Publikos ir kritikos pripaZinima nuléme brandus Lietuvos nacionalinio
simfoninio orkestro bef jo vadovo braiZas ir platus kTrybinis uzmojis leido sukaupti didziufj repertuarg, jvairiapusiai atspindintj
simfonijos, kantatos, oratorijos Zanry raida. Nuo Hindelio Concerti grossi, Bacho Pasijy iki Messiaeno oratorijos Atsimainymai,
nue Haydno ki Lutoslawskio simfonijy - tokia platf repertuaro amplitudg nusako orkestro pajéguma i jo svarbig vieta koncertiniame
Listuvos gyvenime. Su Lietuvos nacionaliniu simfoniniu orkestru bendradarbiauja rySkiausi Lietuvos ir uzsienio atlikéjai, Nuolatinis
kolektyvo partneris - Petro Bingelio vadovaujamas Kauno valstybinis choras. Lietuvos nacionalinis simfoninis orkestras koncertavo
Zymiausiose Maskvos ir Sankt Peterburgo salése, dalyvavo farptautiniuose festivalivose: 1987 metais Prahos pavasaryje, 1988 -
Leningrado tarptautiniame Siuolaikinés muzikos festivalyje orkestras atliko net penkias programas, kuriose skambéjo Lutoslawskio
Tretioji simfonija, Adamso Harmonielehre, Webberio Requiem, Balakausko Opera strumentale, kiti kxriniai. Ypat sékmingi orkestro
pasirodymai buvo viename siambiausit pasaulyje Slézvigo - Holteino festivalyje (Vokietija) 1992 mety vasara. Orkestras gastroliavo
Vakietijoje, Prancizijoje, Ispanijoje, Suomiloje, Svedijoje, Norvegijoje, Sveicarijoje, Belgijoje, Cekijoje, Slovakijoje, Lenkijoje.
1994 mety spal] juyko gastrolés Vokietijos, Belgijos, Anglijos, Skatijos miestuose. Jis pasirodé patiose garsiausiose ir did7iausiose
salése: Kelno filharmonijos, Londono Barbikano centre, Birmingame, Sefilde. 1995 Tugpjatj orkestras gastroliavo Austrijoje,
Slovénijoje, ltalijoje (solistas - Mstislavas Rostropovitius), rugsejo pabaigoje - Japonijoje (solistas Petras Geniusas). Sioms
gastroléms specialiai buvo parasyta ir pirma sykj ten nuskambéjo Algirdo Martinaitio Nebaigtoji simfonija.

National Symphony Orchestra was founded in 1940 by Balys Dvarionas, composer, pianist and conductor. 1964 saw the
beginning of @ new period in he life of the orchestra as Juozas Domarkas, graduate of the Leningrad Conservatoire became ifs
lsader. Up to 1988 it was the onfy symphony orchestra in Lithuania. Mature style and a splendour range of performance allowed
the orchestra to gain favourable recognition of both the audience and critics and to farm a huge repertoire reflecting the evolution
of symphony, cantata and oratorio genres. From Handel Concerti grossi, from Bach passions to Messiaens oratorio Transfigura-
tions, from Haydn fo Lutoslawski symphonies - that is the range of repertoire which signifies the efficiency and the role of the
orchestra in the cultural life of Lithuania.

The most prominent Lithuanian and foreign performers play with the Lithuanian National Symphony Orchestra. Kaunas State
Choir {conductor Petras Bingelis) a reqular partner of the Orchestra. The Lithuanian Natignal Symphony Orchestra gave concerts
in the most famous halls of Moscow and St. Petersburg and participated in the following international festivals: Prague Spring
(1987), Leningrad International Festival of Contemporary Music (performed five programs - The Third Symphony writien by
composer Lutoslawski, Harmonielehre by Adams, Requiem by Webber, Opera Strumentale by Balakauskas, and other composi-
tions in 1988). The Orchestra gave several concerts of a great succass in Schleswig-Holstein, Germany, in one of the world’s
biggest festivals. The Orchestra performed on tours in Germany, France, Spain, Finland, Norway, Switzerland, Belgium, Czech
Republic, Slovak and Poland. The main tour of the Orchestra was in towns of Germany, Belgium, England and Scotland in October
1894. Concerts were given in the higgest and most famous halls: Phitharmonic Society of Cologne, Barhican Centre in London,
Birmingham and Sheffield. The orchestra was on tour in Austria, Slovenia, ltaly (soloist Mstislav Rostropovich) in August 1995,
and in Japan (soloist Petras Geniusas) at the end of September. Composer Algirdas Martinaitis wrote Uncompleted Symphony for
this tour.




GruodzZio 14 d., Sestadienis / December 14, Saturday
Siuolaikinio meno centras / Contemporary Art Centre
20 val. / 8 p.m.

Opera. Bartulis: Pamoka
Opera: A Class by Bartulis

Libretas - Vidmanto Bartulio pagal Eugene Ionesco pjese “Pamoka”
Scenografija ir kostiumai - Jono Arcikausko

atlikéjai / performers:
Meny sambiiris / Arts Alliance:

Mokytojas / Teacher - Valentinas Masalskis (baritonas/baritone)
Mokiné / Schoolgirl - Audroné Paskonyté (mecosopranas/mezzosoprano)
Tarnaité / Servant - Robertas Vaidotas (bosas/bass)

Orkestras:

Saulius Astrauskas - perkusija/percussion
Kazimieras Stonkus - klaviSiniai/keyboards
Vidmantas Bartulis - dirigentas/conductor

Opera. Zanras, kuris, atlikes savo vaidmenj praéjusiose epochose, iSsigimé. Savo esme dirbtinis,
operos Zanras galéty gyvuoti ir savo naujomis formonmiis, nes turi senas, bet pavirsutiniskas suvokimo
tradicijas. - y

Si opera - vienas i§ bandymy jteisinti operq SIANDIEN. Tai bandymas, kai Zodio, frazeés, sakinio
intonacija “virsta daina”(?)

Ar tai opera?

Partitiros pradZioje yra paZyméta, kad opera skirta atlikti neeiliniy aktoriniy gabumy
dainininkams arba neeiliniy vokaliniy gabumy aktoriams.

Vidmantas Bartulis

Now let us think of opera. This genre has performed its mission in previous epochs and exists
today in a distorted form.

Though being an artificial genre, opera might exist in new forms as well, since it enjoys long,
though superficial traditions of perception.

This opera is an attempt to justify the existence of opera TODAY. It is an experiment when an
intonation of a word, phrase or a sentence “becomes a song” (7)

Is it an opera?

The beginning of the score notes that this opera can be performed by the singers of a remark-
able artistic talent, o by the actors of outstanding vocal possibilities.

Vidmantas Bartulis

“AS absurdas? Koks absurdi¢kumas!”

Rasytojas Eugene Ionesco 1988 m. rugpjiiti daveé isssamuy interviu Zurnalui “30 Giomi” kuris
J o ” rs ’

buvo pakartotas (sutrumpintas) 1994 m. Nr. 4 jau po rasytojo mirties 1994 m. kovo 28 d. ParyZiuje.
Jo pokalbj su Stefano M. Paci is vokieciy k. verté Vincentas Ginius.

Jiis laikomas jkiréju vadinamojo “absurdo teatro ", kritiky daZnai tapatinamo su beprasmiu
teatru.

Dvasingumo, absoliuto paieskas pradéjau jau pries daugelj mety, nuo jaunystés laiky. Mano
teatras néra absurdo teatras; tai atrado angly kritikas Martin Esslin. Sestojo deSimtmecio pabaigoje,
paveiktas Camus ir Merleau-Ponty, tuo metu kalbéjusiy apie absurda, jis $ig kategorija pritaike
teatrui. Taciau niekas arba labai nedaug kas i3 tikryjy perskaité, ka a§ parasiau. A$ nesu joks
absurdo rasytojas: norédamas parasyti tekstu apie absurds, turé¢ian Zinoti, kas yra ne absurdas. A§
ieskojau - galbirt nuotykiy kupinu biidu - reik§mes ir prasmes.

Mano teatras visuomet noréjo kai kg pranest. Taigi Cia turime reikalg su esmine klaida, O
klaidintojus ir nesusipratimy kelejus gimdo noras supaprastinti.

Kaip ir Samuel Beckett teatras, jisy teatras atrodo labiau kaip Dievo nebuvimo teatras, tarsi
beviltiskas prasymas, kad Jis atsiverty ir m sy pasauliui bei esaciai suteikty prasme.

Zinoma. Kai kas nesupranta, kad bitent tai yra misy teatro tema: Dievo nebuvimas ir Jo
ieSkojimas. Becketto kirinys yra SOS Dievui, ilgas Sauksmas. Kai “Belaukiant Godo” buvo
inscenizuojamas, aktoriai nenoréjo pripazinti, kad pagrindinis veikéjas laukia Dievo ir Jo apsireigkimo.
Becketto rezisierius Roger Blin viskg padaré, kad sumaiSyty kortas ir Ziirova nuvesty uZ $viesos.
Tuo istoriniu momentu buvo uzdrausta kalbéti apie Dieva ir religija: tai buvo géda. Tik taip galima
pasakyti ir ne kitaip. Becketto teatras - i, kaip tikiuosi, mano - tai metafizinis teatras par excelence,




0 ne joks politinis ar socialiniu atZvilgiu angaZuotas teatras, kaip tvirtinama. Cia reiSkiamas
nepasitenkinimas egzistencine biikle Zmogaus, atskirto nuo transcendencijos. Ir taip didéja laukimas
ir viltis, kad Jis viena dieng pasirodys. Mes abu esame baisaus nesusipratimo aukos.

Kodél jiis pradéjote rasyti ir véliau nemetéte?

Tai klausimas, kurj nuolat sau keliu. Kai buvau jaunas, noréjau tapti vienuoliu. Tam man triiko
reikiamo pasaukimo, ir a§ atsidéjau literatirai. Zymus literatiros kritikas karta pasaké: “Arba yra
Dievas, todél reikia kurti literatiirg, arba Jo néra, tuomet kurti literatiira reikia dél Sios priezasties”.
Be Dievo literatiira neturi prasmés, nes Dievas yra vienintelis biitinasis. Kaip saké Maritain, jei
menininkas kg nors kuria, jis darosi panasus i Dieva.

Muzikos klubas
"LEMA"

Skliauty galerijoje
kiekvieng savaitgal]

Jauki muzika
Literaliriniaf skaitymai
Kava
Detekiyvy biblioteka
Taip pat parodos

A3menos 10, telefonas informacijai 62 24 26

Karybiniy projekty asociacija "Kentauro Zolelé"




Gruodzio 14 d., sesStadienis / December 14, Saturday
Kaving “Tobira” / Cafe Tobira
22 val. / 10 p.m.

Elektroniné muzika
Electronic music

Vytautas V. Barkauskas: Paskutiné vakariené / The Last Supper
Rytis MaZulis: Palindromas / Palindrom

Vytautas V. Jurgutis: Sticky Rhodes

Ramiinas Motiekaitis: Mobile 2

Rifardas Kabelis: Oriono dirZas / Belt of Orion

Viytautas V. Barkauskas (1961). 1984 baigé Lietuvos konservatorijos prof. Vytauto LauruSo kompozicijos klase. Kariniai:
Requiem - Lietuvos aukoms atminti - dviem solistams, miSriam ir vaiky chorui, vargonams ir kameriniam ansambliui (1992),
Symphonia (1984), Koncertas fortepijonui ir simioniniam orkestrui Nr. 1 (1986), Nr. 2 (1992), Aspectus smuikui ir styginiam
orkestrui (1984), Lituanica styginiam orkestrui (1985), Duo styginiam orkestrui (1996), Status - Dynamikos styginiam kvartetui
(1985), Stabat mater (1990), Commedia dell'arte (1990), Lacrimosa miriam chorui a cappella (1991), Interludium (1986), Passio
fortepijonui solo (1988), penkios elekironinés kampozicijos (Nr. 11983, Nr. 2 Confessio 1986, Nr. 3 D - G 1988, Nr. 4 Requiem
aeternam 1988, Nr. 5 Paskutiné vakariené 1995).

Stereofoning “Paskutinés vakarienes” realizacija jvyko 1995 m. sausio mén. Berlyno meny akademijos elekiroakustikos
studijoje. (Garso reZisierius Georg Marawitz). Kirinio idéja jiakojo S. Dali to paties pavadinimo paveikslas. Muzikinis medZiagos
diapazonas jvairus; fortepijono, Zmogaus balso, konkretTs ir elektroniniai skambesiai bei ju jvairios modifikacijos. Pav. fortepijono
ritminé linija vienu metu diferencijuota jvairaus auk3tio ir tempo atZvilgiu. Panaudoto teksto istrauka i§ “Tuba mirum” traktuojama
SnabZdesiu, Sauksmu, reversiniu ir normaliu balsu,

Vytautas V. Barkauskas (b. 1961, Vilnius) graduated composition at the Lithuanian Music Academy under professor Vytautas
LauruSas in 1984. Main works: “Requiem to the Victims of Lithuania” for two soloists, mixed and children's choir, organ and
chamber ensemble (1992); Symphonia(1984); Concert for piano and symphonic orchestra No 1(1986), No 2 (1992); “Aspectus”
for violin and string orchestra (1984); “Lituanica” for string orchestra (1985); “Duo” for string orchestra (1996); “Status (Dynamicos”
for string orchestra (1985), “Stabat mater” (1990); “Commedia dell'arte” (1990); “Lacrimosa” for mixed choir a cappella (1991),
“Interludium” (1986}, “Passic” for solo piano (1988); five Electronic compositions (No 1 (1983); No 2 “Confessio” (1986); Nr 3
D-G (1988); No 4 "Requiem aeternam” (1988); No 5 “The Last Supper” (1995). :

Stereophonic presentation of “The Last Supper™ took place at Berlin Art Academy, January 1995 (sound engineer Georg
Marawitz). The idea of the work was inspired by the painting of the same title by S Dali. The range of musical material used is very
wide: piano, human voice, concrete and electronic sounds and different modifications of them. The rhythmical line of piano is at
the same time organised at different pitch levels and has different tempo. The voice reading the extract from “Tuba mirum” varies
from murmur to screaming, the text is read normal way and in reverse.

Vytautas V. Jurgutis (1976) nuo 1994 mety studijuoja Lietuvos muzikos akademijos prof. 0. Batakausko kompozicijos klaséje.
Kariniai: Sviesos instaliacijos fortepijonui (1995), Papirusas i§ mirusiyjy knygos sopranui, fleitai ir dviems preparuojamiems
fortepijonams (1995), AmZinybés gelmé styginiam kvarietui (1996).

“Sticky Rhodes™ (1996) kompiuteriui sukurtas, laikantis didelio muzikings strukttirings medziagos ekonomiskumo, naudojantis
sekvencinés programos teikiamomis galimybémis ir gilinantis j vieno vienintelio tembro garsinius nivansus - stikliskuma ir
asketiSkuma. i

Vytautas V. Jurgutis (b. 1976) is a student of the Lithuanian Music Academy under prof. O Balakauskas. Main works: Light
installation for piano (1995), Parchment from the Book of the Dead for soprano, flute and two prepared pianos (1995), Abyss of
Eternity for string quartet (1996).

“Sticky Rhodes” (1996) for computer
The work is created with high musical material economy, making use of possibilities provided by the sequencer programme and
going deeply into subtleties of the single tone - its ascetic and glass-like qualities.

Ramiinas Motiekaitis (1976)
Nuo 1995 m. studijuoja LMA prof. O. Balakausko klaséje.
(kTriniai: Mobile 1, Mobile 2, Mobile 3, Mobile 4, Mobile 5)

*Mobile 2"
... Skambanti geometring figlira tampa laiko tiese, kilrinio dinamine forma. Naudojant lakoni$kiausius elementus - atskirus taskus
ir tieses...

Ramiinas Motiekaitis (B. 1976)
Since 1995 studies composition at the Lithuanian Music Academy under professor Osvaldas Balakauskas. Works: Mobile 1,
Mobile 2, Mobile 3, Mobile 4, Mobile 5.




Mabhile 2

A ringining geometric figure is transformed into a time line, a dynamic form of a musical piece. This is done by using the most

laconic elements - isolated dots and lines.

Rigardas Kabelis

“Oriono dirZas” (1995 - 1996) - trijuy daliy mikropolifoniné kompozicija kompiuteriniam fortepijonui. Proporcionuojant skirtingus

tempus sukuriama politemporali aplinka, kuri eliminuoja garsiniy struktdry plastines savybes ir tampa garsy erdvinio tankio

struktdira. Jos plétojimo dinamikoje atsispindi ir -orionis konfigiiracija.

“Orion’s Belt” (1995-6), three-part micropolyphonic composition for computer piano. Polytemparal environment is created by
proportioning different tempos. This environment eliminates plastic qualities of sound structures and becomes a structure of the

sounds’ spatial density. The dynamic of its development reflects an arrangement of the constellation Orion.
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Gruodzio 15 d., sekmadienis / December 15, Sunday
Siuolaikinio meno centras / Contemporary Art Center
14 val. / 2 p.m.

Muzikuoja vaikai
Muzikinis: leliy spektaklis ir kantata

E , -
Children’s music
M usical dolls performance and cantata

Rasa Zurbaité: Muzikantas,velnias ir perkiinas muzikinis léliy spektaklis pagal lietuviska pasaka /
Musician, Devil and the Thunder musical doll’s performance based on the Lithuanian folklore tale

Rasa Zurbaité - libretas / libretto

atlikéjai / performers:
“Diemedis” - vaiky studija/childern’s art studio
Dalia Klimavi¢iiité - reZisier¢ ir scenografé/direction and setting

Pertrauka / Intermission

Nijolé Sinkeviciiité: Saulés kelias kantata, eilés Juditos Vaicitnaités / The Road of the Sun cantata,
verse by Judita Vaicitinaité

atlikéjai / performers:

TVR vaiky choras/ Lithuanian TV and Radio children’s choir
Regina Maleckaité - dirigenté/conductor

Zigmas Bagavicius - muSamieji/percussion

Nijolé Sinkeviciiité - klavinova/clavinova

Vilija Sinkevi¢iité - klavinova/clavinova

Rasa Zurbaité - Dik&iené (1968) 1991 baigé Lietuvos muzikos akademijos 0. Balakausko kompozicijos klase. Koncertuoja su
Vilniaus Naujosios muzikos ansambliu. Kiiriniai: vaiky operos “Nakiis" (libretas V.V.Landsbergio) ir “Vaivoryksté" (libretas A.
Karosaités), "Lyderme" balsui, altui ir fonogramai (1991), Velykiné misterija 3 sopranams, fleitai, 3 styginiams ir klavesinui (nauja
red. 1996), simfonija “Hipokrené"(1991).

Pagrindiniai muzikinio 1&liy spektaklio “Muzikantas, velnias ir perkiinas™ principal - Zaidimas ir pagiy vaiky kiirybiskumas.
Veiksmas scenoje grindZiamas vaikams paZjstamy Zaidimy elementais, paliekama erdvés vaiky muzikinei - garsinei (balsai,
instrumentai} bei judesio improvizacijai. Muzikinis audinys pagrjstas elementais, o vaiky dainucjamos partijos - nesudétingais,
daznai pasikartojaniais ir greitai jsimenangiais motyvéliais.

Vaiky meniné studija “Diemedis™ (jkurta 1995) meninj ugdyma grindZia vaiky kiirybos ir artistiSkumo skatinimu. Kas pusmetj
rengia muzikinius Iéliy spektaklius, kurie integruoja dainavima, grojima muzikos instrumentais, vaidinima, dailés ruoginius, folkforing
tematika.

In1991 Rasa Zurbaité-DikEiene (b. 1968) graduated composition at the Lithuanian Music Academy under Osvaldas Balakauskas.
Performs with the Vilnius New Music Ensemble. Works: Operas for children “The Night” (libretto by V V Landsbergis) and “The
Rainbow" (libretto by A Karosaité); “Lydermé" for voice, viola and tape (1991); Easter Mystery for three sopranos, flute, three
string instruments and harpsichord (new ed. 1996); Symphony “Hipokieng” (1391).

In 1995, Rasa Zurbaite-Dik&iené started children’s art studio “Diemedis™. This studio took stimulating their creativity and artistic
powers for the basis of children's artistic education. Every half a year the studio stages a musical dolls' performance where singing,
playing different instruments, acting, and elements of decorative arts and folklore are integrated. Creativity and game element are
the key elements in this children’s stage activity. Story and action contain a lot of familiar to children game element. Children have
a lot of space to improvise in music and movement. Musical texture and voice fines are simple, recurrent motives are easy for
children to remember.




“Muzikantas, velnias ir perkunas™
Libretas

1 veiksmas

Muzikantas groja smuikeliu pieveléje
A% muzikantas, a8 graZiai groju,

A3 graziai groju, daing dainuoju -

Ri pi pi ri pi pi ri pi pi

Ateina Velnias

A% Velniukas ukum pukum
Raguotukas ukum pukum

Kanopétém kauk3t kaukst

Uodegéle Smaukst Smaukst
Pauksciukal ir Vabaliukai erzina Velnig
Ei tu, Velnilkati, baly karaliok3ti
Tavo galva kaip puodyné,

o lig7uvis kaip kempiné

Velnias pyksta, tatiau, igirdes Muzikanto dainelg, bando ja iSmokki
Ateina Perkiinas

A% Perkiinas - didis ponas,

Dunda mano barabonas

Perkiinui laip pat patinka Muzikanto dainelé. Jis ja iSmoksa.
Muzikantas, Perkiinas ir Velnias susidraugaufa

Mes muzikantai, mes graZiai grojam,

Mes graziai grojam, daing dainuojam,

Ri pi pi ri pi piri pi pi

2 veiksmas

Pauksciukai miske girdi nejprasius garsus

Kas ten bilda, kas ten trafa? -

Muzikantas nama stato.

Kas ten leidZia stipry véja?

Tai Velniukas ropes séja.

Kas pupas ten saujom §vaisto?

Tai Perkiinas ropes laisto. -
Pasirodo Laumé. Ji skieidZia virs misko savo riko skara ir bando vogli ropes.
Laume: Omen kukt...

Paukstivkai: Kukt?

Laumé: DarZan smukt...

Paukstivkal: Smukt?

Laume: Ropes raut...

Paukstiukal: Raut?

Laumé: Ir pavogt..

Paukstiukal: Vogt?

Laume: Ir i§ darZo i8neSiot...

Pauksciukai: Ropes vagialll

Laums pabéga. Ropiy saugot eina Velnias. AlvaZiuoja Laumé savo vezZimu
Geleziniai rateliai, dratinis botagélis,

Kai supliaudkésiu - visas miSkas suskambés. Pliaukst!

Velnias bara Laumg

£i tu, Laume nelaboji,

Misy ropes iSnesiojit

Taliau Laumé neissigasta ir. paémus i savo botaga, prilupa Velnig.
Ateina Perkinas, pykdamas ant Laumeés. Bel, paragaves Laumés bolago, ir jis pabéga.
Pasirodo Muzikantas, dainuodamas savo dainefg. Laumei ji patinka
Laume: Ei, pamokyk Sitg daing.

Muzikantas: Tai kad niekas neiseina -

Tavo pirStai per stori.

L aumé: Juos paploninti gali.

Muzikantas plaktuku plonina Laumei pirstus. Laumé dejuoja IS skausmo.
Muzikantas: Ei tu, Laume nelabaji,

Masy ropes iSnedioji!

Laumé: 0i, paleisk mane, praSau,

Nebevogsiu a8 daugiau.

Muzikantas ir pauksCiukai:

L&k | petkes, nedk kudasiy

ir gyvenk sau tarp gyvatiy!

Laumé pabéga. Muzikantas pasiima fos veZima ir iSvaZiuoja.
Geleziniai rateliai, dratinis botagélis,

Kai supliauskésiu - visas miskas suskambegs...




3 veiksmas

Paukstiukai ir Vabaliukai rauna ropes

Jau i8augo masy ropés.

Kirvir jupi bum bum

Reikia misy ropes rauti. Kirvir..

Reikia jas namo suvedti. Kirvir...

Pasirodo Velnias ir Perkinas. Jie ginCijasi dél ropiy
Perkiinas: Mano ropés!

Velnias: Mano ropés!

Perkinas: Mano...

Velnias: Mano...

Perkiinas ir Velnias: Roputés!

Velnias rodo savo gali, plsdamas stipry véja, Perkiinas - griaudédamas ir Zaibuodamas. Pagaliau jie susftaria.
Muzikantui nesakykim

Ropes mes pasidalykim.

15 tolo pasigirsta Laumés dainelé, kurig dainuoja Muzikantas. Velnias ir Perkiinas iSsiggsta
Perkiinas: Kas vaziuoja?

Velnias: Kas dainuoja?

Perkinas: Laumé?

Velnias: Laumé! Kaip baisu -

Gali mums i8perti kailj

Savo ilgu botagu.

Kinkos dreba...

Perkiinas: Padai svyla...

Perkiinas ir Yelnias. Békime greitiau | girigl..
Velnias ir Perkiinas pabéga. AtvaZiuoja Muzikantas
Kur gi Velnias, kur Perkznas?

Kirvir jupi bum bum

Paukstivkal: Jie i§ruko tartum damas. Kirvir...
Muzikantas; Ko gi jie taip i§sigando? Kirvir...
Paukstivkai: Ogi misy Muzikanto. Kirvir..
Muzikante, mums pagroki

Savo linksma Sok.

Savo linksma Sokj.

Muzikantas groja ir smagiai dainuoja. Igirde savo megstama dainelg, sugrizia ir Velnias su Perkiny. Visf linksmai 5oka...

Nijolé SinkeviGifite (1956). Kariniai: Epizodas simfoniniam orkestrui (1983), Missa brevis migriam chorui a capella {1991},
Spalvotasis ciklas vaiky chorui i instrumentiniam ansambliu, L. Gutausko eilés (1993), Su Sypsena - 4 daliy ciklas jaunuokiy
chorui ir styginiam orkestrui (1893), Tiek! 6 daliy ciklas lietuviy liaudies ZodZiais (1995), Saulés kefias. Dainos ir dainelés chorams,
smulkios formas kiiriniai fortepijonui, eilés J. Vaitilnaités (1995).

Nijolé Sinkevitiiite (b.1956). Works: “Episode” for symphonic orchestra (1983); Missa brevis for mixed choir a capella (1991);
"A Colourful Cycle” for children’s choir and string orchestra (1993). “So much!” six-part cycle, folklore lyrics (1995); "The Road
of the Sun” songs for choirs, small form pieces for piano, lyries by Judila Vaitionaite (1995).

Saulés kelias
Dvylikas daliy jvairiy nuotaiky ciklas atlikti lygiy balsy chorui, 2 klavesinams, fortepijonui ir musamuyjy grupei. "Zodiakas - fai
keliong. Metiné kelioné ekliptika drauge su saule” (R. Kalonaitis).

“The Road of the Sun” is a 12-part cycle of different moods for equal voices choir, two harpsichords, piano and drums group.
I Avinas (ugnis)
...pradmeny vél atgims gamta -

Svies vanduo, ugnis ir akmuo...

I Tauras (Zemé)
...Muga kanopy dGziai plidymo juoda biigna.

Il Dvyniai (oras)
Mes - du lygiagretls taskai...

IV VéZys (vanduo)
artéji prie saulés...

V Liatas (ugnis) .
... I kaitra igsitiesusi &ia lyg vaiduokliskas litas...




VI Mergelé (7ems)
...lyg augalas dar stigbgiausi | saulg, tyla, aukstj...

Vil Svarstyklés (oras)
..Kurj i8rinks viltis?...

VI Skorpionas (vanduo)
...UZgesta didZiyjy Sventykly spalvos ir ugnys...

1X Saulys (ugnis)

...AS paZjstu tik Sauksma...
jZ0ly verZimasi, Zeme ir
dangy i§maiSanj...

X Qziaragis (Zemé)
milZiniska jo ragy atsispindéjima...

XI Vandenis (oras)

Kaip kaupias ir krinta biisimos bangos - klausausi...

X1l Zuvys (vanduo)
Tylios Zuvys laika matuos,
bus toli ir pavirSius, ir dugnas.

s
. >
°
Alu/a.dorealg 2 L
Alula.austrelis T e

. X .
rCarofi Pha‘ed}? .
'3' @Chara I




Gruodzio 15 d., sekmadienis / December 15, Sunday
Siuolaikinio meno centras / Contemporary Art Centre
16 val. / 4 p.m.

Bandymas apzvelgti-li

Lietuviy muzika 1960-1969

Endeavour to Survey: li

Lithuanian music of 1960-69

Algimantas BraZinskas: Du preliudai fortepijonui / Two preludes for piano

Eduardas Balsys: Keturi fragmentai i§ “Egle - Zalgiy karaliené” smuikui ir fortepijonui / For extracts
from Eglé, the Queen of Grass-Snakes for violin and piano

Julius Juzeliiinas: Kvartetas nr. 1 / Quartet No 1

Vytautas Montvila: Trikampiai fleitai ir fortepijonui / Triangles for flute and piano

Pertrauka / Intermission

Bronius Kutavicius: Sonata aliui ir fortepijonui / Sonata for viola and piano

Vytautas Barkauskas: Kontrastiné muzika 4 fleitoms, violoncelei ir muSamiesiems / Contrasting -
Music for 4 flutes, cello and percussion

Rimvydas Zigaitis: 13jojo jojo vyry chorui / They rode off for male choir

Vytautas Klova: Oi, pas mareles vyry chorui / On the seaside for male choir

Vytautas Laurugas: Nakties balsai vyry chorui / Night Voices for male choir

atlikéjai / performers:
Andrius Vasiliauskas - fortepijonas/piano

Ingrida Armonaité - smuikas/violin
Ausra Banaityté - fortepijonas/piano

LMA kvartetas / String Quartet of the Lithuanian Music Academy:
Rusné Kiskyté - smuikas/violin

Jurgita Gaubyteé - smuikas/violin

Tomas Petrikis - altas/viola

Jurgis Karbauskas - violoncelé/cello

Algirdas Vizgirda - fleita/flute
Eleonora Karcub - fortepijonas/piano

Gediminas Dacinskas - altas/viola

Zivilé Karkauskaité -fortepijonas/piano
Saulins Astrauskas - muSamieji/percussion
Raimundas Jasiukaitis - violoncelé/cello

“Vytis” - vyry choras/male choir
Tadas Sumskas - dirigentas/conductor

Nejvykusios avangardo revoliucijos
nostalgija

imusieji po 1956-yju mety gerai pamena ty vaikystés dieng, kai jy namuose atsirado
juodai balty vaizdu dé7é. Melsvi Ziburéliai (tele-vizija) skelbé, kad ir Lietuva pasiekeé

naujoji - informacijos - epocha. Epocha, radikaliau nei karai ar ideologinés pertyarkos
pakeitusi politinj pasaulio Zemélapj ir kasdienj gyvenima.

Anuometinés, Sestojo deSimtmedio pabaigos Lietuvos gyventojai vargu ar galéjo tai numanyti.
Kukliis aparatai jiems veikiau liudijo gyvenimo atsinaujinimg, kurio simboliu buvo statybos: sparciai
kilo industrijos gigantai ir daugiabuéiy namy rajonai, pirmosios modernios kavinés ir kultiiros
namai. Keitési ne vien krastovaizdis, bet ir krasto jvaizdis: regis, nebeliko tolimy uzkampiy, kuriy
nepasiekty radijas (visuotineé radiofikacija uzbaigta 1965-aisiais metais) ar vieSasis transportas.
Socialiniu to laiko entuziazmu persmelkta ir socialiai angaZuota retorika: “Kaip i§ poezijos iSnyko
rugiagelé, taip su pelkiy ir keimy naikinimu turés i$nykti ir jy gyventoja lakStingala. Siandien
"Tauty draugystés® elektriné teikia $viesa aplinkiniams kaimams, jaunimas i§ kriimy béga prie
radijo imtuvo, klausosi ne lakStingalos, o esty operos i§ Maskvos™ (T. Tilvytis, 1957 metai, cit.
pagal: J. Mulevitiiité. “Atsinaujinimo sajidis lietuviy tapyboje 1956 - 1970 m.”. Zmogus ir aplinka
XX a. Lietuvos dailéje. Vilnius: Academia, 1992.).

Atkurdami (moksliskai tariant: su-kurdami) 1956 - 1970 mety Lietuvos kultfirinio gyvenimo




faktus, neiSvengsime visuomenés gyvenimo ir meno raidos paraleliy. Taigi to, ka ilgus deSimtmedius
stengeémes apeiti ar uzmirSti, oponuodami normatyvinei meno kaip gyvenimo veidrodzio sampratai.
Praeities fantomai neturéty trikdyti masy klausos, vertinant jaunatviska septintojo deSimtmecio
entuziazmy: tikrove siekta ne paneigti, bet jvaldyti ir apvaldyti. To meto buitj ir ideologija, meng ir
gamybg persmelkia tie patys imperatyvai: naujumas ir modernizacija. Tai laiko, o ne geografijos
zymé: pranciizy kino kritikai prisimena, kad pirmojoje 1968-ujy Paryziaus demonstracijoje dalyvavo
vien “sinematikos vaikai”..

“Gyvendami Siuolaikinio gyvenimo siikury, ieSkome naujoviy, aktualijy ir drauge su modernigkais
baldais ir paskutinémis madomis paprastai renkameés ir naujas melodijas”, 1969-aisiais rasé Algirdas
Ambrazas (Ambrazas, Algirdas. Muzika ir dabartis. Sivolaikinés muzikos etiudai. Vilnius: Vaga,
1969.). Naujovéms visuomet imlizusi jaunieji, anuomet reikalave jaunyjy balsams tvirtesnio
skambéjimo (bendras Algimanto BraZinsko, Vytauto Barkausko, Teisu¢io Makacino straipsnis).
Diskusijose apie “naujas gaidas, gimstancias ieSkojimuose”, remtasi net sgjunginiais autoritetais:
anot A. Chaaturiano, “vyresniajai kartai ji /jaunoji karta -R. G./ pateiké jvertinti daug jdomaus,
naujo, nejprasto, astraus”.

Modernizuoti anuomet reiské technologiskai atnaujinti - visose gyvenimo sferose. Muzikinés
septintojo desimtmecio naujovés - neplédti dirvonai naujy lietuviy muzikos istorijos studijy autoriams.
Dodekafonija, serializmas, sonoristika, aleatorika, koliaZai - ju apraiskos ir istakos 1956 - 1970
mety lietuviy muzikoje turéty paliudyti, kodél septintajame desimtmetyje Lietuvoje taip ir nejvyko
“avangardo revoliucija”. Siandien akivaizdu, kad naujosios lietuviy muzikos mitg kire jau vélyvesneé,
atuntojo ir devintojo deSimtmeciy muzika, kai susiZavéjima eksperimentais keité radikalesnés
naujoves, transformuojant senuosius ir naujuosius muzikinius pasakojimus.

Taciau eksperimentai, atsinaujinimo siekiai - taip pat vienas septintojo desimtmetio “pasakojimy”,
kurj jtvirtino jau vélyvesné naujos lietuviy muzikos vizija. Socialiniam entuziazmui isblésus, “negyvai”
socialinei realybei ji priesino tikrgjq - kultiiros - istorija, kuria tapo jos technologiniy resursy raida.

Nors ir sakoma, kad muzikos istorija kuria kompozitoriai, o jos dabartj - atlikéjai, lietuviy
muzikos istorijai reikalingos ne revizijos ar sentimentai, bet “gyva” koncertinio gyvenimo dabartis.
Joje turéty atsirasti vietos ir tai masy klausos bemaz uzmirstai 1956 - 1970 lietuviy muzikai, kurios
simbolines ribas brézia Vytauto Klovos opera “Pilénai” (1956) ir Broniaus Kutaviiaus “Panteistiné
oratorija” (1970).

Tai, kad septintojo deSimtmecio muzika itin retai skamba 3iy dieny koncerty programose, néra
vien dabarties koncertinio gyvenimo nesklandumai. Niekas nesensta taip greitai, kaip jvairiy laiky
‘avangardai” ir eksperimentai. Aptariamo laiko naujovémis nusivilta greitai ir lygiai taip pat
entuziastingai kaip ir ankstesniais metais tikéta modernizuoti lietuviy muziky vakarietisku pavyzdziu.
Siy dieny ausis septintojo deSimtmecio lietuviy muzikoje vargu ar beaptiks vakarietisky jtaky
pédsakus. Salytis su Vakary avangardo tradicijom ¢ia isivaizduojamas kabiau knyginis. Akivaizdesnés
sasajos su to laiko koncertinio gyvenimo metry - Bartoko, Sostakoviciaus, Prokofjevo ir kity -
muzika. Menami avangardo Zenklai netrikdé didZiojo pasakojimo (muzikos dramaturgija), kurj
modernas paveldéjo i§ romantizmo.

Kaip bebiity, septintojo desimtmecio moderniai orientuota lietuviy muzika yra ypatingas tarpsnis
miisy krasto muzikos istorijoje. Jos muzikinio mgstymo modeliai ir retorika liudija paradoksaly
laika, Lietuvos istorijai “{kritus” | pasauline istorija. Visuose krastuose tas laikas yra tapes nostalgijos
objektu, ieSkant dvasios, kurios nejmanoma pakartoti ar imituoti.

Rita Gostautiené

Nostalgia for the Avangarde Revolu-
tion which Never Took Place

hose born after 1956 have vivid recollections of the day when the box of black and white

images appeared in their home. Blue lights (tele-vision) announced that a new - informa

tion - era begins in Lithuania. This epoch transformed political map of the world as well
as everyday life more radically that any wars or political upheavals did.

However, in the late 1950s the Lithuanians could scarcely foresee this change. A humble TV
apparatus in their homes rather testified to a renewal of life, and a symbol of this change was
construction. Giants of industry were steeping into the air across the country, blocks of flats
mushroomed in the new residential districts; Lithuania saw its first modern cafes and culture
homes to be built. Alongside with the landscape, the image of the country also changed: radio and
public transport reached every corner in Lithuania. The rhetoric of the period was also steeped in
social enthusiasm: “A cornflower has already disappeared from contemporary lyrics, together with
the bushes and themarshes we will do away also with their inhabitant, a nightingale. Today the
electric power station "Friendship of the nations* provides electricity to all neighbourhood vil-
lages, and the youngsters are attracted from the bushes closer to the radio ( they are not listening
to a nightingale’s song, they listen to the Estonian opera from Moscow. * (T.Tilvytis, 1957, quoted
from: J.Muleviciaté 1992:159).

Talking of the Lithuanian culture between 1956 and 1970, we have got to draw a parallel
between the social life and cultural development. That means we have to mention things we tried
to forget or circumvent for long years in opposition to the prescribed concept of art as a mirror of
life. The phantoms of the past should not interfere when we try to evaluate the youthful enthusi-
asm of the 1960s. That period did not attempt to negate the reality, it wanted to conquer it and




rule. Two imperatives, novelty and modernisation ran in red thread across everyday life and
ideology, art and industry. It was a mark of the period, and it was visible everywhere, irrespective
of geography: the French critics recall that only “enfants cinematique” came to the first Paris
demonstration in 1968 (Truffaut 1987:21).

“Modern life swirls and carries us, and we seek novelty and hot things: alongside with the new
furniture and the latest fashion we also choose new melodies”, Algirdas Ambrazas wrote in 1969
(Ambrazas 1969:5). The youngest are always more open to novelty, at that time they demanded
that the voices of the young should sound stronger (a joint article by Algimantas BraZinskas,
Vytautas Barkauskas, Teisutis Makacinas). Even the authorities of the Union were quoted in the
discussions about “new music, which is born in experiments”. A Khatchatouryan claimed that “this
generation (the younger one) has presented many new, unusual, strong things for the senior
generation to consider”.

Modernity at that time meant new technologies, irrelevant of the sphere of life. Instances of
dodecaphony, serialism, sonoristics, aleatorics, collages in Lithuanian music in 1956-1970 should
account for the fact, that Lithuania of the 1960s did not see “an avangarde revolution” take place.
From today's perspective it is obvious that the myth of the new Lithuanian music was created by
the later works of the 1970s and 1980s. The radical innovations of the seventies and eigthies put
back the former fascination with experiments and transformed the old and the new musical narra-
tives.

However, all these experiments, this longing for the new things also appear to be one of the
“narratives” of the 1960s, and they also found a place in the history of Lithuanian music.

People say that composers create for the history, while musicians are responsible for music’s
present. Lithuanian music history needs not to be revised. What we should do is to save some of
the works from oblivion, and to give them a new present of musical concerts. Contemporary
repertoire should include nearly forgotten music of this period, which is symbolically framed by
two works - “Pilénai” by Vytautas Klova (1956) and “Pantheistic Oratorio” by Bronins Kutavicius
(1970).

However, mishandled contemporary concerts’ programme is not the only factor responsible for
the fact that the Lithuanian music of the 1960s is so seldom played. Experiments and “avangardes”
of different periods are the first ones to turn outdated. The enthusiastic attempts to follow the suit
of the West and modernise music soon lost the fire. Shortly afterwards they gave way to open
disappointment with the curiosities of the period. A modern ear has little chance tracing any
Western influence in the music composed in Lithuanian in the 1960s. It was more an imaginary
than real link with the Western avangarde. However, there were more realistic links, with Bartok,
Shostakovich, Prokofiev, whose music then reigned in the concert halls. Illusionary signs of the
avangarde did not shatter the tradition of the big narrative (musical dramaturgy), which Modern-
ism inherited from Romanticism.

Modernism-oriented music of the 1960s, however, is a unique period in the history of Lithuanian
music. Characteristic patterns of musical thought and rhetoric speak of a period full of paradoxes.
It was the time, when Lithuania “dropped” into the history of the world. Every country feels
nostalgic about this span and longs to recapture the spirit that cannot be revoked or imitated.

Rita Gostautiené




Algimantas BraZinskas (1937). Opera "Kristijonas"(1983), miuziklas “Pagramantio &nekutiai (1974), Kamerin simfonija(1967),
Simfonija "Homo sum*(1973), 7 kantatos, 2 koncertas foriepijonui ir orkestrui(1983), 2 sonatos fortepijonui(1967), Variacijos dviem
fortepijonams(1968), Sonata smuikui ir fortepijonui(1963), Pugiamujy kvintetas(1966), Septynios choro baladés(1968-1971), "Kukugio
balades*(1979), vokaliniai ciklai.

Algimantas BraZinskas (h.1937): opera "Kristijonas(1983), musical "Talking Heads of Pagramantis” (1974}, Chamber symphony
(1967), Symphony "Homo sum* (1973), 7 cantatas, 2 concertos for piano and orchestra(1983), 2 sonatas for piano(1967), Variations
for two pianos(1968), Sonata for violin and piano(1963), Wind quintet(1966), Seven ballads for choir(1968-1971), "Ballads of
Kukutis“(1979), vocal cycles

Eduardas Balsys (1919-1984): opera "Keliong j Tilze"(1980), baletas "Eglé Zaltiy karaliené*(1960), oratorija "Nelieskite mélyno
gaublio"(1969), kantatos "Saulg neSantis (1972}, "Leninui 8lové"(1976), 2 koncertai smuikui i orkestrui(1954,1957), Koncertas smuikui
solo(1984), "Dramatinés freskos"(1965), Simfonija-koncerias vargonams ir orkestrui(1977), Simfoninis friptikas "Portretai*(1983),
poema styginiy orkestrui "Juros atspindZiai“(1981), dainos, muzika dramos spektakliams ir kina filmams. ’

Eduardas Balsys (1919-1984): opera "Journey to Tilsit'(1980), baletas "Eglé the Queen of Grass-snakes“(1960), oratorio "Don't
touch the Blue Glabe"(1969), cantatas "Bringing the Sun“(1972), "Glory to Lenin"(1976), 2 concertos for violin and orchestra(1954,1957),
Concerto for violin solo(1984), "Dramatic frescos"(1965), Symphony-concerto for organ and orchestra(1977), symphonic triptych
"Portraits“(1983), poem for string orchestra "Reflections of the Sea“(1981), songs, music for drama theatre and cinema.

Julius Juzelilinas (1916). Operos "Sukiléliai“ (1957), "Zaidimas" (1969), baletas "Ant mariy kranto" (1953, 6 simfonijos (1948,1949-
51,1965,1974,1982,1991), simfonija-oratorija " Cantus magnificat" (1979), simfoniné poema " Peleny lop&ing“(1963), sivita " Afrikistiski
eskizai" (1961), Koncertas vargonams, smuikui ir styginiy orkestrui(1963), Concerio grosso kameriniam orkestrui (1966), Koncertas
klarnetui ir styginiy orkestrui(1985), Simfonija vargonams (1983), 4 styginiy kvartetai(1962,1966,1969,1980), "Ragamalika" pufiamujuy
kvintetui(1982), "Melika" balsui ir vargonams(1973), kantata"Géliy kalbéjimas“(1985).

Julius Juzelitinas (b.1916). Operas "The Rebels"(1957), "A Game"(1969); ballet"On the Sea-shore"(1953), 6 symphonies (1948,1949-
51,1965,1974,1982,1991), symphonic oratorio "Cantus magnificat“(1979), symphonic poem "Ashes Lullaby*(1963), suite "African
Skatches“(1961), Concerto for organ, violin and string orchestra(1963), Concerto grosso for chamber orchestra(1966), Concerto for
clarinetand string orchestra(1985), Symphony for organ(1983), 4 string quartets(1962,1966,1969,1980), "Ragamalika“ for wind quin-
tet(1982), "Melika" for voice and organ(1973), cantata”Flowers' Talk"(1985).

Vytautas Montvila (1935). "Gotiskoji poema“(170), simioniné poema "Chorai*(1971), Sventiné poema(1972), kantata
"Ciurlionis“(1975), Koncertas fortepijonui i orkestrui(1982), sonaty triptikas foriepijonui(1979,1984,1986), Sonata vargonams(1983),
"Vizijy kantata"(1986), "Atgimimo simfonija“(1988).

Vytautas Montvila (b.1935): "Gotvhic Poem" (1970}, symphonic poem "Choirs"
(1971),"Fest Poem (1972), cantata " Ciurlionis” (1975), Concerto for piano and orchestra (1982), Triptych of Sonatas (1379,1984,1986),
Sonata for organ (1983), "Cantata of Visions" (1986), "Symphony of Revival” {1988).

Bronius Kutavitius (1932).0pera-poema "Strazdas alias paukitis‘(1981), opera-baletes vaikams "Kaulo senis ant gelefinio
kalno“(1978), Simfonija Nr.1(1973),"Panteisting oratorija“ (1970), oratorijos "Paskutinés pagoniy apeigos‘(1978), "I5 jotvingiy
akmens“(1983), "Pasaulio medis"(1986), "Magiskas sanskrito ratas"(1990), ciklas "Jeruzalés variai"(1991 - 1995), oratorija kantata
"Du pauksgiai giriy Tksméj“(1978), "Dz0kiskos variacijos“(1974), "MaZasis spektaklis'{1975), dainy ciklas "Ant kranto"(1972), So-
nata fortepijonui(1975), "Prasities laikrodziai"(1977,1988), "Prutena“(" UzZpustyias kaimas*1977), "Ad patres‘vargenams(1983).

Bronius Kutavitius (b.1932): opera-poem "Thrush, the Green Bird"(1981), opera-ballet for children "Doddering Old Man on the
fron Mountain“(1976), Symohony No.1(1973),"Pantheistic Oratorio” (1970); oratorios: "The Last Rites of Heathens (1978}, "The Stone
of the Sudovians“(1983), "The Tree of the World“(1986), "The Magic Circle of Sanskrit*(1990); cycle "The Gates of Jerusalem*(1991 -
1995), oratorio-cantaia “Two Birds in the Thick of Woods*(1978), "Dzdkai Variations“(1974), "The Little Performance"(1975), cycle of
songs "On the Shore"(1972), Sonata for piano(1975), "Clocks of the Past“(1977,1988), "Prutena”("The Sand-covered Village"1977),
"Ad paires“for organ(1983).

Vytautas Barkauskas (1931). Opera "Legenda apie meilg*(1975), 5 simfonijos (1962,1971,1979,1984,1986), oratorija
"Viltis"(1988),"Trys aspektai* simfoniniam orkestrui(1969), "Konzertstiick" simfoniniam orkestrui Nr.1,2(1992,1994), Koncerlas altui
ir kameriniam orkestrui (1981), Koncertas fortepijonui ir orkestrui(1992), Concerto piccolo kameriniam orkestrui(1988), 2 styginiy
kvartetai(1972,1983), "Poezija" fortepijonui(1964), Partita smuikui (1967), "Intymi kompozicija“(1968), "Kontrasting muzika"(1969),
"Pro memoria“{1970), 3 Legendos apie Ciurlionj(1972,1988,1993)," Intymi muzika“(1993).

Vytautas Barkauskas (b.1931): opera "A Legend about Love"(1975), 5 symphonies (1962,1971,1979,1984,1986), oratorio "The
Hope'(1988)," Three Aspects” for symphony orchestra(1969), "Konzeristiick" for symphony orchestra No.1,2(1992,1994), Concerto
for viola and chamber archestra(1981), Concerto for piano and orchestra{1992), Concerto piccolo for string orchestra(1988), 2 siring
quartets(1972,1983), "Poetry"for piano(1964), Partita for violin (1967), "An Intimate Compaosition“(1968), "Conirastive Music"(1969),
"Pro memoria“(1970), 3 Legends about Ciurfionis(1972,1988,1993)," Intimate Music*(1993).

Rimvydas Zigaitis (1933). Oratorija"Atminimo varpai(1983); kaniatos: “Keliai"(1959), “Skambek, moksleiviy daina"(1963), “Vilniaus
jaunyste"(1973), “Tévyne...”(1980), Simfonijeté(1957), poema “Prie paminklo"(1968), Baladé styginiy orkestrui(1973), koncerting
vargonams “Allegro festivo”(1983), Fortepijoninis trio(1957), Keturios liaudiskos melodijos styginiy orkestrui(1985); vokaliniai ciklai:
“Neramis paukstiai’(1962), “Trys R.SkuCaités eilérasciai’(1982), "Publicistiniai monologai"(1983).

Rimvydas Zigaitis (0.1933). Oratorio "The Remembrance Bells"(1983); cantatas: “The Roads"(1959), “Ring out, Children's
Song"(1963), “The Youth of Vilnius"(1973), “Motherland...”(1980), Little Symphony(1957), poema “At the Monument”(1968), Ballade
for string orchestra(1973), concertina for organ “Allegro festivo”(1983), Piano Trio(1957), 4 folk melodies for string quartet(1985);
vocal cycles: “The Anxious Birds"(1962), “Three posms by Ramuté Skutaité"(1982), “The Publicistic monologues”(1983).




Vytautas Klova (1926). Operos: “Pilénai”(1955), "Vaiva"(1957), “Dukté"(1960), “Du kalavijai" (1965), “Amerikoniskoji
tragedija"(1968), “Ave vita"(1974); kaniatos: “Audros galilinai"(1980), “Zeme, Séjai nubusk"(1985), “Ir Zeme, ir duona, ir
Z0dis"(1988); simfoninés poemos “Listuvos keliu"(1951), “Jiraté ir Kastytis*(1954), siuita simfoniniam orkestrui “Vilniaus
paveikslai"(1962), 2 koncertai smuikui ir orkestrui(1950,1983), 2 koncertai fortepijonui ir orkestrui(1953,1984), 2 koncertaai
violongelei ir orkestrui(1963,1973), Koncertas dviem fortepijonams ir orkestrui{1977), Koncertas smuikui ir vargonams(1989). -

Vytautas Klova (0.1926). Operas: "Pilénai"(1955), "Vaiva"(1957), “The Daughter” (1960), “Two Swords"(1965), "An American
Tragedy"(1968), "Ave vita"(1974); cantatas: “Giants in the Storm"(1980), “Wake up for Sowing the Soil"(1985), “The Soil and the
Bread and the Word"(1988); symphonic poems: “Along the Road of Lithuania"(1951), “Jiraté ir Kastytis"(1954), symphanic suits
“Pictures of Vilnius"(1962), 2 concerts for violin and orchestra(1950,1983), 2 concerts for piano and orchestra(1953,1984), 2
concerts for cello and orchestra(1963,1973), Concerto for iwo pianos and orchestra(1977), Concerto for violin and organ(1989).

Vytautas LauruSas (1930). Opera "Paklydg pauksgiai"(1967); kantatos “AZuoly vainikas"(1974), “Liepsnoja naktis"(1982);
Styginiy kvartetas(1987), Sonata smuikui ir fortepijonui(1964), Sonata vargonams(1983), “Liaupsés saulei” miSriam chorui(1989),
“Spalvy polifonija: fortepijonui(1993).

Vytautas LauruSas (b.1930). Opera “Stray Birds"(1967); cantatas "Oak-tree wreath” (1974), "Blazing Night" (1982); String
Quartet {1987), Sonata for violin and piano(1964), Sonata for organ(1983), “Sun Praising” miSriam chorui(1988), “Polyphony of
Colours" fortepijonui(1993).

Alyirdas Vizgirda baigé Lietuvos muzikos akademija, studijas tesg P. Caikovskio konservatorijoje Maskvoje ir Paryziaus
nacionalinéje konservatorijoje pas pasaulinio garso pranciizy fleitistus M. Mariong bei Ch. Larde. 1967-1977 Lietuvos filharmonijos
simfoninio orkestro fleity grupés artistas ir koncertmeisteris. 1974 jkuria kamerinés muzikos ansamblj “Musica humana” ir lig Siol
yra jo vadovas. Nuo 1981 m. deSimtmetj buvo pugiamyjy kvinteto narys. 1988 suburia Lietuvos. Latvijos ir Estijos muzikus j
kamerinés muzikos anzamblj “Baltic trio”. Jo iniciatyva buvo surengtas keturiy koncerty ciklas “Muzika putiamiesiems”. ‘Pranciizy
muzikos fleitai savaité “, baroko epochas kompozitoriy monografinés programos su ansambliu "Musica humana®, keturiolikos
koncerty ciklas "Europos instrumenting ir vokaling muzika". 1995 pradétas joyvendinti naujas kdrybinis sumanymas - deSimties
koncerty ciklas "Baroko kelias". A. Vizgirda nuolat kvietiamas dalyvauti tarptautiniy konkursy vertinimo komisijose, déstyti fleitos
meistriSkumo kursuose Lietuvoje bei uZsienyje. Ypatinga vieta atlikéjo veikloje uzima soliniai konceriai, kuriuose skamba
reikSmingiausi kxriniai fleitai nuo baroko epochos iki misy laikmetio.

Aiter graduating the Lithuanian Music Academy, Algirdas Vizgirda continued his studies at P Tchaikovsky Conservatoire in
Moscow and the National Paris Conservatoire. From 1967 to 1977 he was performing with and leading the flute group of the
Lithuanian Phitharmonic Symphonic Orchestra. In 1974 Algirdas Vizgirda created "Musica Humana", chamber music ensemble,
and has been leading it since then. From 1981 to 1991 he was a member of the Winds Quintet. In 1988 he set up the "Baitic Trio"
of Estonian, Latvian and Lithuanian musicians. Algirdas Vizgirda is responsible for such musical events in Lithuania, as four-
concert cycle "Music for wind instruments”, "French Flute Music Week", a programme with "Musica Humana* ensemble featuring
Barogue composers and 14-concert cycle "European Instrumental and Vocal Music". He also initiated ten-concert cycle "The
Road of Baroque"” that started in 1995. Solo flute concerts featuring composers from the Barogue period to modern timas play an
important role in Algirdas Vizgirda's versatile activity.




Gruodzio 15 d., sekmadienis / December 15, Sunday
Siuolaikinio meno centras / Contemporary Art Centre
18 val. / 6 p.m.

mirwA ktualijos
Lietuviy kameriniai kiriniai
N ovelties

Chamber music by Lithuanian composers

Algimantas Kubilifinas: Vytauto Madernio sonetai bosui ir fortepijonui / Sonnets by Vytautas Macernis
for bass and piano

Vytautas Barkauskas: Modus vivendi smuikui, violoncelei ir fortepijonui / for violin, cello, and
piano

Algirdas Brilius: Lapai altui ir fortepijonui / Leaves for viola and piano

Julius Juzelitinas: Flobo-Clavio fleitai, obojui, violoncelei ir klavesinui / for flute, oboe, cello, and ;
harpsichord .

Pertrauka / Intermission

Vytautas Germanavicius: Begaliné Piety saly vasara fleitai, klarnetui smuikui, altui ir violoncelei /
The endless:summer of the southern islands for flute, clarinet, violin, viola, and cello
Osvaldas Balakauskas: Quartetto concertante fleitai, smuikui, violoncelei ir fortepijonui / for fute,
violin, cello, and piano

Arvydas Malcys: Ultimum refegium fleitai, obojui, kiarnetui, fagotui ir valtornei / for flute, oboe,
clarinet, basoon, and horn

atliléjai / performers:
Vytautas Bakula - bosas/bass
Liudmila Kopyrina - fortepijonas/piano

Armony trio / Armonas trio:
Ingrida Armonaité - smuikas/violin
Rimantas Armonas - violondelé/cello
Irena Uss-Armoniené - fortepijonas/piano

Andrius Vasilizuskas - fortepijonas/piano

Vilniaus naujosios muzikos ansamblis/Vilnius New Music Ensemble:
Laima Sulskuté - fleita/flute

Gediminas Dadinskas - smuikas/violin

Evaldas Vy¢inas - altas/viola

Arvydas Malcys - violoncelé/cello

Ariinas Dikéius - fortepijonas/piano

Nacionalinio simfoninio orkestro puciamyju kvintetas:
Violetas ViSinskas - fleita/flute j
Liutauras Vébra - obojus/oboe
Algirdas Doveika - klarnetas/clarinet “
Jonas Lesys - fagotas/basson |
Mindaugas Gecevitius - valtorné/horn

Algimantas Kubilifinas (1939). Kiiriniai: Kvintetas putiamiesiems (1981), Koncerting piesé pugiamujy kvintetui (1977), Triptikas
vargonams {1983), Trys dramatiniai eskizai simfoniniam orkestrui (1983), Variacija J. Gruodzio tema simfoniniam orkestrui (1984),
Styginiy kvartetas (1988), "AukStaitija” - diptikas sopranui ir fortepijonui pagal S. Gedos eiles (1982), "Trys Just. Marcinkevitiaus
eiléradiai* vokalinis ciklas sopranui ir fortepijonui pagal Just. Marcinkevitiaus eiles (1986).

“Vytauto MaEernio sonetai” (1996). Kiiriniui atrinkia vienuolika sonety i§ V. Maernio sonsty ciklo "Mstai”, iekant juose
bendros potekstés, minties sekos. Tai tragiskos nuotaikes kirinys, kurio motto galéty biti ketvirtasis sonetas ir jo pirmoji eiluté -
"ginu, bet neZinau  kur nueisiu®. Ciklas vientisas, atliskamas be pertrauky. .

Algimantas Kubilitinas (b. 1939). Works: Winds Quintet (1981); Concert Play for winds quintet (1977); Triptych for organ
(1983), Three dramatic sketches for symphonic orchestra (1983); Variation of J Gruodis theme for symphonic orchestra (1984);
String Quartet (1988), "Aukstaitija“ diptych for soprang and piano, lyrics by S. Geda (1982); "Three Poems by Justinas
Marcinkevitius* vocal cycle for soprano and piano, lyrics by Just Marcinkevitius (1986).

“Vytautas Matemis® sonnets” for bass and piano (1996) is based on ten sonnets from "The Year" cycle by Vytautas
Maternis. All of them are refated by the same idea and recurrent motives. It isa tragic cycle with its motto best exprassed in the first
line of the fourth sonnet, "I'm going, unaware where to my road is leading”.

The cycle is uniform, without intermissions.




Vytautas Barkauskas
*Modus vivendi* (1996) smuikui, violongelei ir fortepijonui. Autoriaus idéja - kirinio pavadinime.

*Modus vivendi* (1996) for violin, cello and piano. The idea of the author is revealed by theitle.
Algirdas Brilius (1964). simfonija "Kelias", Migios pal. Jurgio garbei, Styginiy kvartetas Nr. 2.

leskodami - prasilenkiame.
Sukire - atrandame.
Pasidaling - turime.

Algirdas Brilius (1964). Main works: Symphony "Road"; Mass, homage to George; String quartet No 2.

Trying to find, we lose.
We discover in creating,
we have when we share.

Julius Juzeliiinas

“Floho-Clavio* (1987) - kvartetas fleitai, obojui, violongelei ir klavesinui. Instrumenty pavadinimy pirmieji skiemenys apsprendé
paties kirinio pavadinima. PartitGra yra improvizacinio pobfidZio, fleitos ir cbojaus partijose stengtasi kiirybiskai panaudoti galimus
akordinius skambesius. Karinys vienos dalies, kiekvieno ansamblio dalyvio rolé maksimaliai individualizuota.

*Floho-Clavio* (1987) quartert for flute, oboe, cello and harpsichord. The first syllables of the the instruments have been made
into the title of the work. The score is of an improvised character, there was an intention to use inventivelly possible chords in oboe
and fluts lines. It is an one-part work, and each performer in it is given a maximum individual role.

Vytautas GermanaviGius (1969, Vilnius) 1996 baigé Lietuvos muzikos akademijos prof. Juliaus Juzeliino kompozicijos klase.
Kiriniai: "Affluente” simfoniniam orkestrui (1995), "Cosmic Rays" sopraniniam saksofonui (1995), "EQS" tubai solo (1995),
"Judgjimas kristalais" dviems fortepijonams (1989), "Ekspresija“ styginiy kvartetui (1996).

"Miela yra §viesa ir malonu matyti saulg.”
Pam 117

In 1966 Vytautas Germanavi€ius (b. 1969, Vilnius) graduated composition at the Lithuanian Music Academy under professor
Julius Juzslilinas. Works: "Affluente"” for symphonic orchestra (1995); "Cosmic Rays" for soprana saxophone (1995); "E0S" solo
tuba (1995); "Movements in crystals” for two pianos (1989); "Expression" for string quartet (1996).

"Light is pleasant,
delightful is to see the sun.”
Pam 11,7

Dsvaldas Balakauskas (1937). Kariniai: Studi Sonori dviem fortepijonams (1972), Simfonija Nr.1 (1973), Kalny sonata
fortepijonui ir orkestrui (1975), Kaip mariy bangos prisilietimas smuikui ir fortepijonui (1975), Orgija. Katarsis elektrinef violongelei
ir fonogramai (1979), Simfonija Nr.2 (1979), Passio strumentale styginiy kvartetui ir simfoniniam orkestrui (1980), Koncertas
obojui, klavesinui ir styginiy orkestrui (1981), Rastai fleitai, smuikui, violongelei, fortepijonui ir fonogramai (1981), Sinfonia
concertante smuikui, fortepijonui ir simfoniniam orkestrui (1982), Do nata altui ir fonogramai (1982), Dada - concerto sopranui,
tenorui, dviem bosams ir instrumentiniam ansambliui (Leonardo Gutausko ZodZ.,1982), Spengla - Gla §eSiolikai styginiy (1984),
Tyla. Le Silence sopranui, altui, tenorui, basui ir kameriniam ansambliui (Oskaro MilaSiaus ZodZ.,1986), Opera strumentale
simfoniniam orkestrui (1987), Ostrobotnijos simfonija dvide§im&iai styginiy (1989), Chopin - Hauer sopranui, tenorui, dviem
fortepijonams, altui, aktoriams i fonogramai (Schopenhauerio tekstais, 1990), Lietus Krokuvai smuikui ir fortepijonui (1991),
Palilogas altiniam saksofonui ir dvideSiméiai styginiy (1992), Meridionale kameriniam orkestrui (Hommage g Witold Lutoslawski,
1994), Retrospektyva | violongelei ir fortepijonui (1994), Maggiore - minore altiniam saksofonui ir fortepijonui (1994), Sélza -
Gala violonGelei arba kontrabosui ir dviem fortepijonams arba fonogramai (1995), Bop - Art trombonui ir fortepijonui (1995),
Requiem in memoriam Stasys Lozoraitis sopranui, chorui ir kameriniam orkestrui (1995).

“Quartetto concertante flsitai, smuikui, violongelei ir fortepijonui (1970, redaguotas 1990). Jo muzikiné medZiaga regufiuojama
12-tongs, bet nestandartiskai organizuotos serijos, kuri leidZia dominuoti Svelniai disonuojantiems saskambiams. Ktrinyje tolydZio
gretinami aleatoriniai (neapibréztos trukmés) ir tiksliai uZradytos muzikos epizodai. Bidingas ritminis aktyvumas, virtuoziskumas.

Osvaldas Balakaunskas (1937). Graduated from Kiev Conservatory: where he studied composition with prof Boris Lyatoshynsky
(1969).Major works: Studi sonori for two pianos(1972), Symphony No.1 (1973), Mountain sonata for piano and symphony
orchestra (1975), Like a Touch of a Sea Wave for violin and piano {1975), Orgy.Katharsis for electric cello and tape (1979),
Symphony No.2 (1979), Passio Strumentale for string quartet and symphony orchestra (1980), Concerto for oboe, harpsichord
and string orchestra (1981), Ornaments for flute, violin, cello, piano and tape (1981), Sinfonia Concertante No.2 for violin, piano
and symphony orchestra (1982), Sonata Do nata for viola and tape (1982), Dada-Concerto for soprano, tenor, two bases and
instrumental ensemble(verses by Leonardas Guiauskas,1982), Spengla-Ula for sixteen strings (1984), Le Silence for soprano,
tenor, hass and chamber orchestra (verse by Oskaras Milagius, 1986), Alla Turca Once More for two pianos (1987), Opera Strumentale
for orchestra (1987), Ostrobotnian Symphony for twenty strings (1989), Veda-Seka-Budi for five percusion (1990), Chopin-Hauer
for soprano, tenor, two pianos, viola, actors and tape (text by Schopenhauer, 1990), Rain for Krakow for violin and piano (1991),
Polilogas for alto saxophone and twenty sirings (1992), Meridionale for chamber orchesira (Hommage a Witold Lutoslawski,
1994), Retrospektive Il for cello and piano (1994), Maggiore-minare for viola, saxophone and piana (1994), Stl7a-Gala for cello
(or double bass) and two pianos (or tape) (1995), Bop-Art for trombone and piano (1995), Requiern in memoriam Stasys Lozoraitis
for soprano, choir and chamber orchestra (1996).




”Quartetto concertante™ for flute, violin, cello and piano (1970, revewied in 1990). musical material is regulated by a special
(diatonically organised) series which allows mildly dissonant soundigs to dominante. Aleatoric (indetermined values) and strictly
fixed epizodes are constantly combined in this work. Rhythmic activity as well as virtuosity are characteristic to it.

Arvydas Malcys (1957) 1980 baigé Lietuvos muzikos akademijos prof. D. Svirskio violonelés klase. 1989 baigé Lietuvos
muzikos akadsmijos prof. V. LauruSo kompozicijos klasg. Nuo 1979 Lietuvos Nacionalings Filharmonijos simfoninio orkestro
narys. Nuo 1995 Sv. Kristoforo kamerinio orkestro, taip pat Vilniaus Naujosios Muzikos anzamblio narys. Kariniai: " Prisiminimai”
sonaia violongelei ir fortepijonul, du styginiai kvartetai, du mediniy putiamyjy kvintetai, Koncertas orkestrui, Simfonija "Festus
meae Terrae" "Vox Clamantis in deserto” fleitai ir kameriniam orkestrui.

“Ultimum refegium™ (Paskutinis prieglobstis) mediniy putiamyjy kvintstui (1996).

Karinio koncepcija - asmenybés ir sociumo prieSprieSa. Temas branduolys yra keturiy garsy segmentas. Kiirinio dramaturgija -
tai dviejy tembry ir charakteriy, tarsi dvieju antipody gretinimai, kurie tampa dviejy poliarizuoty prady jsikanijimu. Si kompozicija
néra grieztai determinuota, sterili ar pagrista totalinio serialumo kanonais. Pugiamujy kvintete vyrauja konflikting nuotaika tarp
serijos, ritmikos, aleatorikos, koncerti$kumo, kartais tam prie§pastatant vaizdingus momentus. Tai yra bandymas laike perteikti
viding Zmogaus biisena, atskleisti mus supantj pasaulj, parodyti, kokia priedtaringa yra Zmogaus prigimtis, - kad toje patioje
Zmogaus Sirdyje menkysté gyvena Salia didybés, nieksiskumas grefa geradirdingumo, neapykanta greta meilés.

In 1980 Arvydas Malcys (b. 1957, Kaunas) graduated cello at the Lithuanian Music Academy under professor D Svirkis. In 1989
hie graduated composition at the Lithuanian Music Academy under professor V. Laurugas, Arvydas Malcys has been a member of
the Lithuanian National Philharmonic Symphonic Orchestra since 1979. Since 1995 he has been a member of St. Christopher's
Chamber Orchestra and Vilnius New Music Ensemble. Main works: "Rerollections” sonata for cello and piano; two String Quar-
tets, two woodwinds Quintets; Concert for orchestra; Symphony "Festus meae Terrag"; "Vox clamantis in deserto” for flute and
chamber orchestra.

“Ultimum refegium® (Ultimate Refuge), for woodwinds quintet (1996). The main concept of the work is a clash between society
and individual. The kernel of the theme is four-sound segment. The dramaturgy of the work is based on a parallel between two
timbres, two characters which function as antipodes and come to embody two polarised elements. Composition is not strictly
determined or sterile, neither is it based on total serialism doctrine. This woodwinds quintet is dominated by a conflicting mood
between serial, thythmicity and aleatorics, that are interrupted from time to time by opposing picturesque episodes. It is an atternpt
to express within a given period the inner state of an individual and his or her surrounding world. To reveal an amazingly contro-
versial human nature - the same human heart can be mean and noble, kind and evil, it can love and hate simultaneously.

Armonuy trio

Ingrida Armonaité {smuikas), Rimantas Armonas (violongelé), Irena Uss (fortepijonas) | fortepijoninj trio susibiiré 1988 m. Ansamblio
nariai - Zymis Lietuvos muzikai, tarptautinj pripazinima pelng solistai, kamerings muzikos atlikéjai. Armany trio repertuare greta
klasikings ir romantinés muzikos ypatinga vieta uZima Siuolaikiniy kompozitoriy kirinial. Ansamblis koncertuoja Lietuvoje ir
uZsienyje, yra daZnas Siuolaikings muzikos festivaliy dafyvis.

Armonas tric

The chamber ensemble was formed in 1988 and become as one of leading chamber ensembles in Lithuania. The musicians of the
ensemble have won the international recognition and are widely known as soloists, chamber music interpretars. All the members
of the Trio are professors of the Lithuanian Music Academy. Armonas trio repertoire is various. It includes classic, romantic and
modern musical compositions. The musicians actively popularixe the music of contemporary composers. The ensemble have
presented the first performances of modern music for piano trio, have taken part in modern music festivals in Lithuania and
Poland.




Gruodzio 15 d., sekmadienis / December 15, Sunday
Kompozitoriy sajunga/ Composers’ Union
20 val. / 8 p.m.

Priemimas

Reception

Projektas ”Lietuviskas stilius“

Project "Lithuanian Style"

atlikéjai / performers:

Neda Mallinavi¢ifité - balsas/voice

Gediminas Laurinavi¢ius - muSamieji/percussion
Vytautas Pilibavi¢ius - trombonas/trombone
Rasa Alksnyteé - Sokis/dance

Vilniaus naujosios muzikos ansamblis / Vilnius New Music Ensemble:
Austé Nakiené - balsas/voice

Rasa Dikéiené - balsas/voice

Jolanta VaiSviliené - balsas/voice

Ariinas Dikéius - balsas/voice

Sarfinas Nakas - balsas, sintezatorius/voice, synthesizer

Rimanté Valiukaité - dizainas/design
Nerilé Urbonaité - dizainas/design




Gruodzio 16 d., pirmadienis / December 16, Monday
Siuolaikinio meno centras / Contemporary Art Center
19val. / 7 p.m.

Festivalio uzdarymas.
Closing of the Festival.

Vilniaus kvartetas /Vilnius String Quartet
Audroné Vainiiinaité - smuikas / violin

Petras Kunca - smuikas / violin

Audroné Psibilkiené - altas / viola

Augustinas Vasiliauskas - violoncelé / cello

Pehr Henrik Nordgren: Styginis kvartetas nr. 3 / String quartet No 3 (1976)
Sofia Gubaidulina: Styginis kvartetas nr. 3 / String quartet No 3 (1987)
Samuel Barber: Dover Beach op. 3 sopranui ir kvartetui / for soprano and quartet

Pertrauka / Intermission

Peteris Vasks: Styginis kvartetas nr. 2 (Sommergesange) / String quartet No 2 (Sommergesange)
(1984) 3 3

Ivan Kurz: Notokruh (Gaidy ratas) styginis kvartetas pagal M.K.Ciurlionio "ZvaigZdZiy sonata“ /
Circle of the Notes string quartet after "Sonata of the Stars“ by M K Ciurlionis (1979)

Vilniaus kvarteto debiutas jvyko 1965 m. Intensyvi veikla prasidéjo 1968 - aisiais, jo nariams baigus Maskvos konservatorijos
aspirantiirg prof. V. Gvozdeckio klasgje. 1972 m. ansamblis pelné auk3&iausia tarptautinio kvartety konkurso LjeZe (Belgija)
apdovanojima, 1979-aisiais jam paskirta Lietuvos valstybiné premija. Apkeliaves trisdeSimt pasaulio krasty, visas buvusios
SSRS respublikas, aplankes ir maziausius Lietuvos miestelius, sugrojes daugiau kaip 2500 koncerty, Vilniaus kvartetas ir
dabar surengia po aStuoniasdeSimt koncerty per metus, gastruolivodamas Europos, Afrikos, Centrinés ir Piety Amerikos,
Azijos valstybese, dalyvaudamas tarptautiniuose "Gruodzio vakary" (Maskva), Bregenco (Ausirija), Echternacho {Liuksemburgas),
Cervanteso (Meksika), Kuhmo (Suomija) festivaliuose.

Kolektyvas klausytojams kasmet pateikia naujy partitiry. MilZiniskame (400 kiiriniy) jo repertuare Salia kiasikos yra per §imig
nidienos autoriy kvartety, tarp jy - daugiau kaip 80 lietuviy kompozitoriy opusy, i§ kuriy 40 dedikuota Vilniaus kvartetui.
Muzikai griezia visus J. Haydno kvartetus, koncerty ciklus "Velyvieji L. van Beethoveno kvartetai”, "B. Bartoko kvartetai”, "W.
A. Mozarto styginiy kvintetai®, "Lietuviy kompozitoriy kvartetiné muzika" ir kt. Kolektyvas aklyviai propaguoja Siuolaiking
uZsienio kompozitoriy muzikg - latvii, esty, vokiegiy, austry, rusy, suomiy, Svedy, belgy, vengry, Eeky, slovaky, amerikiegiy
kiirinius, bendradarbiauja su tokiais kompozitoriais, kaip K. Penderecki (Lenkija), P. H. Nordgrenas (Suomija), B. Caikovskis
(Rusija), H. Elieris (Austrija), G. Hummelis (Vokietija) ir kt. Ansamblis daZnai groja su Zinomais ligtuviy ir uzsienio atlikéjais;
dél savo gausaus repertuaro jis kvietiamas ] jvairiy 3aliy jra8y studijas, kur yra padares daugybg fondiniy jra3u. Lietuvoje,
Rusijoje, Vokietijoje, Pranclzijoje, JAV i8leista daugiau kaip 30 jo jgroty ploksteliy ir CD. ’

Vilnius String Quartet

The internationalty acclaimed Vilnius String Quartet made its debut in 1965. The quartet started performing actively since
1968, aiter its members had completed their postgraduate studies at the Conservatoire in Moscow under professor V Gvozdeki].
In 1972 the Quartet was invested with the highest international award at the string quartet competition in Liege (Belgium). It
also received the 1979 National Prize by the Lithuanian state. The Quariet has toured thirty countries and all of the former
Soviet Union; it has performed in every town in Lithuania. Today the quartet continues to prepare 80 concerts per year, touring
Europe, Africa, Central and South America, Asia and participating in the most prestigious festivals in Russia, Austria, Luxem-
bourg, Mexico and Finland.

Every year the quartet offers new works for their audience. Apart from classical music, their enormous repertoire (400 works)
features above a hundred of quartets by contemporary authors, 80 of these are the opuses by the Lithuanian composers. Forty
of such works by the Lithuanian authors are dedicated to the Vilnius String Quartet. The musicians perform all the string
quartets by J Haydn, "The Late Quartets by L van Beethoven, “B Bartok’s String Quartets”, "W A Mozart's String Quintets”,
“Quartets by Lithuanian composers” quartets”. An active advocator of contemporary music by foreign composers; the Quarter
plays works by Latvian, Estonian, German, Austrian, Czech, Slovak and American authors. The quartet enjoys cooperation with
the composers like K Penderecki (Poland), P H Nordgren (Finland), B Tchaikovsky (Russia), H Eller (Austria) and G Hummel
(Germany) and others. The Quartet often features guest performers from Lithuania and abroad. Extremely wide reperioire of it
is responsible for the fact, that the quartet is often invited to record works for collections. The Vilnius String Quartet's record-
ings for different labels in Lithuania, Russia, Germany, France and USA have been issued on 30 records and CD.

Judita Leitaité 1984 m. baigé Listuvos muzikos akademijos G. Kaukaités kamerinio dainavimo klase. 1987 m. ji tapo M.
Glinkos vokalisty konkurso laureate ir buvo apdovanota specialia premija uZ geriausiai atlikta vokalinj cikla, o 1991-aisiais
tapo dainininky konkurso Suomijoje laureate.

J. Leitait gastroliavo JAV, Jugoslavijoje, Vokietijoje, Olandijoje, Austrijoje, Sveicarijoje, Suomijoje. Ji dainuoja su Lisuvos
kameriniu orkestru, Minsko ansambliu "Klasika - avangard”, Maskvos kameriniu orkestru, taip pat su "Musica humana",
Vilniaus M. K. Ciurlionio ir Lietuvos kvartetais, vargonininkais. 1990 m. vasar J. Leitaité staZavosi pas garsiaja vokietiy
dainininke E. Swarzkopf. Ji yra sukaupusi gausy jvairiy stiliy ir epochy kariniy reperiuara.




Judita Leitaité has her musical education from the Lithuanian Music Academy, where she studied under teacher G Kaukaité.
In 1987, in four years after graduation, Judita Leitaité placed first at the M Glinka's contest for vocalists, and was awarded a
special prize for performing a vocal cycle. In 1991 she won the vocalists' contest in Finland. Judita Leitaité has toured USA, the
former Yugoslavia, Germany, Holland, Austria, Swiizerland and Finland. She can be heard with the Lithuanian Chamber Or-
chestra, Minsk based snsemble "Klasika-avangard", the Moscow Chamber Orchestra, "Musica Humana®, Lithuanian chamber
ensemble and with the three main Lithuanian string quartets and different organists. In the summer of 1990 Judita Leitaité took
a courss in singing with the outstanding German performer E Swarzkopf. Judita Leitaité's repertoire reflects different spochs and
musical styles.
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[Straukos i§ semiotinés Kurto Vonneguto
knygos “Regéjan Frank Zappa dienoraStj“.
Los Angeles 1996/HK

1981 mety spalio 19 digna

Naktimis stiklas nebeskaidrus.

FZH

Frank Zappa samaningai neieskojo savo Sakny. Kai jo
paklausdavo, ar nesijautia atitriikgs nuo istakuy, daznai
alsakydavo, kad pats yra Saknimis, istakomis ir gimiuoju
lop3iu.

Jis mégo juokauti.

KVK

1981 mely gruodzio 29 diena (popielé)

Kertu lazyhy, kad ne mes vieni imintingi,
FZH

Labai mégo Frank Zappa gamta. Visada prisimindava,
jog bitina i jos mokylis. Kai uZsukdavo j barg, réfdavo
barmenui, kad panasls | jj iskreipia ekologing
pusiausvyra.

KVK

1981 mety lapkritio 2 diena

NeperSaunama liemené apsaugo Sirdj, bet ne
galva.

FZH

Daug svajoniy turéjo Frank Zappa. Mes, jo draugai,
daznai bitiuliskai juokaudavome, kad neduok Zappai
pasipucsti, bet duok jam dar vieng svajong. Norgjo jis
turéti ir ki3eninj saulés laikrodj. Meistravo jj. Nebaigé.
KViK

1987 mely rugséjo 7 diena (po pusryciy)
Plévesuojaniios véliavos paveriia miesta
Sventiniu.

fZH

Ne visada mégdavo Frank Zappa iskilmes. Atsimenu,
kad nacicnalinés &veniés dieng, kai gerbéjai norédavo
jam palinkgti geriausiy dalyky, jis kazkur pasislépdavo
ir niekas jo nerasdavo. Dabar Sioje slaplavietéje nevysta
gvazdikai

KVL

1981 mety lapkriio 1 diena

Tik paklausk manes, ir a§ pazersiu Simtus
atsakymy.

FZH

Valandy valandas galédavo Frank Zappa samprotauti
jam pasirodZiusia jdomia tema. Karta jis padaré iSvada,
kad vyrai jautresni uz moteris. Tai buvo fogiska, nes jis
mégo 3unis, o katiy nekanté, Visa gyvenima nekentd.
KVK

1990 mety vasario 12 diena

Man niekada nekyla noras patohulinti penk-
ling.

FZH

Daznai Frank Zappa pasijuckdava i3 jvairiausio plauko
apsifaukéliy. Tuomel jis sakydavo: "Duok kan-
ceptualistui faisve, jis kengliroms uZdés skrybélaites,
0 buhalterius i8varys j vergifa“. O po to, Zinoma,
pridurdavo: "Ar biisime tada mes laimingasni?..."
KVK

1990 mely vasario 17 (prie3 miegg)

Jo néra, tatiau jis visada guli mano stalGiuje.
FZH

Frank Zappa niekada nesimusdavo. Jo galva buvo silpna,
nars jis ir turéjo visus reikiamus boksininkui duomenis,
Jis atlaikydavo stipriausius smiigius j kepenis, inkstus,
net padirdzius. Taiau savo jéga Frank Zappa idreidke ir
alskleidé kiiryboje. Kiryba jam buvo viskas,

KVK

1987 mety lapkricio 18 diena

Akmenys rieda ne tik pakalnén.

FZH

Nereikia gaivali, kad Frank Zappa buva ideatiu Zmogumi,
Tai klaidinga nuostata. Idealiu jis niekad nebuve. Tokiu ir
nenoréjo biti, Jis buve Zmogus, kuriam nesvetimos visos
Zmogiskos ydos. Kartais jis ir susinervindava, pasi-
kar&giuodavo be reikalo. Atsitikdavo, jog jj uZpuldavo
pyktio priepuoliai. Tada jis kandZiodavo savo rankas, net
frankydava galva j sieng. Panasiis dalykai Zappai nebuvo
svetimi, Tadiau niekada Frank Zappa nesivaikydavo
Seimos ar artimyjy su kirviu rankoje. Tokiy dalyky niekas
nepamena.

KVK

1988 mety gruodzio 3 disna

Jie reikalingi kazkam kitam, bet tik ne man.
FZH

Frank Zappa nebuvo abejingas koridai. DaZnai jis speciafiu
reisu skrijsdavo | Meksika, kad galéty pasidziaugti jo
mylimo matadore pasirodymu. Su matadoru Sanges
Rodrigo Genzalesu jis asmenidkai susirainédavo:
laukdavo i3 jo Ziniy, drauge su matadoru pergyvendavo
nesékmes, dZiaugdavosi kartu su juo sekmémis. 1§ ios
Zappos aistros mes, jo biiuliai, daZnai pasiSaipydavame,
tatiau Frank Zappa niekada neuZpykdavo. Net atvirkstiai,
Jis juokdavosi drauge su mumis ir kartais man primindave
mano meilg cirkui.

KV

1989 mety vasario 15 diena

ISgertame stikie dar lieka keli lagai.

FZH

Karlg Frank Zappa man paskambino ir prisipaZine, jog
jautiasi vienidy, niekam nereikalingu, pamirdiy,
nelaimingu, nemytimu ir nejvertintu. A% iskiausiau jo
prisipaZinimo, {adiau tuo melu turéjau daugybe
neatidalioting reikaly. Dabar jautivesi kaltas, nes pasakiau
Zappai, kad pavasaris ir daugelis panasiai jautiasi. Po fo
padajau ragel] ir fabai dél to dabar kremtuosi. Nereikéjo
jam ta sakyli.

KVK

1980 mety gruodzio 19 digna

Man uztenka to, kas manyje yra.

FZH

Frank Zappa visada suvoke turjs Dievo dovang. Jis buvo
tatentingas, {aCiau ko vertas talenias be darbo?! Nieko
nevertas. S dalyka Zinodamas, Frank Zappa buvo labai
darbstus. Jis mégo kartoti, kad iSnaudoja vos 10 procenty
smegeny polencijos. D&l Bio dalyko labai pergyveng,
tatiau nieko negaléjo pakeisti,

KVK

1962 mely birZelio 16 diena.

Nedaug Saliy moka jj gaminti.

FZH

Frank Zappa nebuvo fanatiskas alaus géréjas, latiau gyvai
doméjosi jo gaminimo technotogijomis. Jis pasisaké uz
tradicinius alaus gaminimo biidus. Gia fis buva
konservatorius. Jis sakydavo, kad "alus - fai ne cherija,
bet tkstantmeté technotogija”. Nevertindavo Frank Zappa
italiSko alaus. Jei gerdavo, tai tik vokiska, daniska. Kartais
- Cekiska aly. Belgidko alaus jo namuose man niekad
nefeka iSvysti.

KVK
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