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NIEUW ENSEMBLE

Edita Bagdonaite - sopranas / soprano
Michael Schmid - fleita / flute

Hans Wolters' - obojus / oboe

Arjan Kappers - klarnetas / clarinet

Hans Wesseling - mandolina / mandolin
Helenus de Rijke - gitara / guitar

Ulrike von Meijer - arfa /. harp

Florian Muller - fortepijonas / piano
Herman Halewijn - muSamisji / percussion
Angel Gimeno - smuikas:/ violin

Frank Brakkee - altas / viola =

Jeroen den Herder - violoncelé / cello
Rozemarie Heggen - kontrabosas / double bass

TIS

Jurjen Hempel - dirigentas / conductor
Wieske Wijngaards - prodiuseris / producer

1980 m. Amsterdame susikdres Nieuw Ensemble yra
unikalios instrumentinés sudéties: j[SUdal’O styglmal stygmlal
gnaibomieji (mandolina, gitara ir arfa), puéiamieji ir
musamieji instrumentai. Nuo: 1982 m. pagrindinis ‘ansamblio
dirigentas: - Edas Spanjardas.

Dél nepakankamo repertuaro tokiai sudeciai ansambhs tapo

pat savo veiklos pradZios siekia sukaupti nuosavyg
repertuara. Nuolatinis jy bendravimas su kompozitoriais,
atstovaujanciais jvairioms kulturoms, Salims ir kartoms; bei
“jauniesiems kompozitoriams nuclat rengiami praktiniai
seminarai skatina naujy kariniy atsiradima. Specialiai Siam
ansambliui jau sukurta daugiau kaip trys Simtai kompozicijy.
Pasisekimo sulauké ansamblio programos, skirtos Berio.
Boulezo, Carterio, Donatonio, Ferneyhough'o, Kagelio, De
Leeuwo, Kurtdgo, Loevendie ir Nono kurybal o pati grupe

sudaryma. Ansamblis inicijavo festivaliy CompleXIty’? (1990),
Rules & Games (1995), Improvisations (1 996) ir Festlval of
t Plueked Instruments (1998) atsiradima. -
| 1998 m. Nieuw Ensemble ir jo meno vadovas Joélis Bonsas
buvo apdovanoti Princo Bernhardo fondo Muzikiniu prizu uz
"nepaprastai gyvybinga ir drasy programy sudaryma, kurj ir
tiesiogine, ir perkeltine prasme galima apibadinti kaip
novatoriska". Tikras atradimas buvo jaunyjy Kinijos
_kompozitoriy pnstatymas Unikalios kompozitoriy Tano Duno,

programos sulaukia ypatmgo publikos démesio jau nuo 1991
metuy. Grupé pristaté ir kiny kompozntonq opery premjeras o)
1997 m. lvyko iy koncertinés gastrolés Sanchajuje ir Pekine.

Tarptautinj pripazinima turintis Nieuw Ensemble dalyvavo

priklausomas nuo kompozntonq taip, kaip ir pastarieji visada
buvo priklausomi nuo atlikejuy. Todél Nieuw Ensemble nuo

pelné daug pagyrimy uz novatoriSkg poZitrj | programy k

Qu Xiaosongo, Xu Shuya'os, Cheno Qigango ir Guo Wenjingo

The Nieuw Ensemble was founded in 1980 in Amsterdam.
The ensemble has a unique instrumental structure, using
plucked instruments such as the mandolin, guitar and harp
in combination with wind, string and percussion instruments.
Ed Spanjaard has been the principal conductor since 1982.
The lack of literature for such group makes it as dependent
upon composers, as composers have always been upon
musicians. The Nieuw Ensemble has thus set out to build
its own repertoire. The composition of new pieces is encour-
aged by continuous contact with composers from different
cultures,, countries and generations, and long-term work-
shops for young composers. More than three hundred pieces
have been written for the ensemble.

Highly successful programmes have been those dedicated
to the work of a single composer, such as Berio, Boulez;
Carter, Donatoni, Ferneyhough, Kagel, De Leeuw, Kurtag,
Loevendie and Nono. The ensemble has béen widely
praised for its innovative programming. It initiated festivals
such'as Complexity? (1990), Rules & Games (1985), Im-
provisations (1996) and the Festival of Plucked Instruments
(1998).

In 1998 the Nieuw Ensemble and her artistic director Joél
Bons were awarded the Prince Bernhard Fund Music Prize
for their 'markedly lively and adventurous programming which
can be described as ground-breaking, both in the literal and
figurative senses of the word'. A truly remarkable discovery
was the introduction of young Chinese composers. Since
1891 unique programmes with new works written especially
for the Nieuw Ensemble by young composers such as Tan
Dun, Qu Xiaosong, Xu Shuya, Chen Qigang and Guo Wenjing
have attracted wide attention. The group premiered Chinese
operas and, in-1997 made a tour to Chlna with concerts in
Shanghai and. Beijing.

The Nieuw Ensemble now enjoys a firm international stand-
ing: It has performed in festivals such as the Venice Biennale,
Settembre Musica, Ars Musica in Brussels, Donaueschinger
Musiktage, Musica. Strassbourg, Holland Festival, Warsaw
Autumn, Huddersfield Festival, Agora, Stockholm New Music
and the Festival d'Automne. In July 1998 the ensemble has
been in residence at CSU Summer Arts in Long Beach; Cali-
fornia.

The Nieuw Ensemble has released compact discs with
music by Donatoni, Ferneyhough and Loevendie on Etcetera
Records and Largo issued a CD with works by Roberto
Gerhard. Two live CD's - "New Music from China" and "Guo
Wenjing's. Wolf Cub Village" - appeared on Zebra Records:

TOIVO TULEV: (b. 1958 Tallinn, Estonia) belongs fo the
younger generation of Estonian musicians, who each in his
or her own way has assimilated main trends of new music -
minimalistic; sonoristic and modal techniques of composi-
tion. In his earlier works reflections of medieval vocal styles



--daugelyje pasaulio-festivaliy:: Venice Biennale, Settembre

Musica, Ars Musica (Briuselis), Donaueschinger Musiktage,
Musica Strassbourg, Olandijos festivalis, Varduvos ruduo;

- Huddersfieldo festivalis, Agora, Stockholm New Music; Fes-

Ankstyvuosiuose jo darbuose galima isgirsti viduramziy .

tival d'Automne ir CSU Summer Arts {(Long Beach, Kahfornuos
valstija, 1998). . -

Nieuw Ensemble [rase kompaktlnes ploksteles skirtas

Franco Donatonio, Briano Ferneyhough'o, Theo Loevendie
(Etcetera Records) ir Roberto Gerhardo muzikai (Largo). Ze-
bra Records iSleido ansamblio koncertinius jrasus -
kompaktines ploksteles "New Music from Chlna" ir "Guo
Wenjing's Wolf Cub Vlllage“

TOIVO TULEV (g 1958 m. Tahne Estijoje) pnklauso jaunajal
esty muziky kartai, kurios atstovai kiekvienas savaip jsisavino
pagrindines nanOSIOS muzikos kryptis - minimalistines,
sonoristines ir modalines komponavimo technikas.

vokalinio stiliaus atbalsius:ir pajusti Arvo Pérto muzikos [taka,

_ tuo tarpu vélesniuosiuose susijungia inijinis mqstymas ir

sonoristinis garso naudojimas.

Tulevas yra sukires daug kompozicijy orkestrui. ir Lvamems
ansambliams. Jo kdrybai badingi stipras metafiziniai-
religiniai ir egzistencialistiniai impulsai. Muzikinis garsas ir
erdve vaidina pagrindinj vaidmenj, suteikiant kariniui muzikine
forma. Dramaturguo;e iSrySkeja astris priestaravimai tarp

kontrastingy garsiniy figtracijy ir paryskinty tembriniy spalvy.

I8retejusioje garsinéje erdvéje kiekvienas atskiras garsas -
tai jvykis, reikalaujantis didZiausio. iSraiSkingumo.
Tulevo kariniy dramaturgija svyruoja tarp-dviejy priestaringy,

--dvasiniy blviy - egzistencinio diskomforto ir dvasios ramybés.

Muzikinio laiko tékme - giliai meditatyvi, kartals nutrauklama
neramlq proverziy.

Evi Aru_/arv ;
Don't Call Him Too Early (2002) dvylikai atlikejy

Sis kurmys sukurtas 2002 m. vasarq, tunnt galvo;e Nleuw
Ensemble ir festivalj "Gaida®. " =

ToiVo Tulev:

Ankstyvieji JURGIO JUOZAPAICIO (g. 1942) kiriniai atspindi

8-ojo  deSimtmedio lietuviy muzikos tendencijas; Atvirumas
Vakary avangardo aprai$koms ¢ia retai ortodoksiSkas.

Dodekafonija, ketvirtatoniai, aleatorika, serulskumas ar .

kolorizmas panaudo;aml epizodiskal; kaip papildomos
efekiingos priemonés, jas kombmuo;ant su praeltles muzikos
tradicijomis.

Tarp lietuviy kompoznorlq Juozapaltls iSsiskiria dtdellq Zanry

and influences of Arvo Part's music can be heard. In his later
works linear thinking and sonoristic use of sound have been
conjoined.

Tulev has written a lot of works for orchestra and ensembles.
His output has strong metaphysical - religious and existen-
tial impulses. -Musical sound and space are of main impor-
tance in his shaping of musical form. In his dramaturgy tense
oppositions of contrasting sound figures and accented timbral
colours -are significant. In a sparse sound space each and
every sound-event acquires exireme expressiveness.

The dramaturgy of Tulev's works is as a wavering in between
antagonistic spiritual states - existential discomfort and the
peace of mind. The flow of musical time is deeply meditative,
at times being broken by anxious outbursts.

Evi Arujérv

*Don’t Call Him Too Early (2002) for 12 players

"Don't Call Him Too Early" was written in summer 2002 bear-
ing in mind the Nieuw Ensemble and the 'Gaida' festival.
Toivo Tulev

JURGIS JUOZAPAITIS' (b. 1942) early pieces reflect trends in
Lithuanian music during the 1970s - and rarely display an
orthodox openness to manifestations of Western avant-garde.

" Dodecaphony, quartertones, aleatory, serialism, and

sonoristic effects are ‘used incidentally - as supplementary
effective measures, when combined with traditions of music
from the past.

While other Lithuanian composers were becoming increas-
ingly engaged with chamber genres, Juozapaitis retained a
predilection for large-scale works and an orchestral sound -
in his symphonies entitled "Rex", and "Zodiacus", and his
opera "Mariu pauksté” ("Sea Bird"). Abundant folk-related el-
ements in his music later gave way to a figurative represen-
tation of Lithuanian emotional sentiment. Continuity of na-
tional culture remains one of the fundamentals in Juozapaitis'
music.

His later sompositions are notably more selective in their
means of expression. According to Juozapaitis, the works of
this period reflect "a romantic tradition with aspirations of a
positive ‘harmonic origin".

Ramuné Kazlauskaité
Jaura (2002)

The word "jaura" is taken from Sanskrit, and means "swale".
In ancient times, such place offered a good protection against
enemies. Due to a system of cobbled underwater roads, which
was called kilgrinda, the ancient Baltic tribes could feel safe
and were able to found settlements.




ater ir orkestro skambesio pomégiu: simfonijos "Rex",:"Zodiacus",

een: % opera "Mariy: pauks§té”. Folklorui-artimy muzikos kalbos
. 3{; elementy gausg véliau keicia asociatyvus lietuviskos
les. % pasauléjautos perteikimas: Nacionalinés kulttros testinumo
ten-- = rai8ka iSlieka viena Jurgio Juozapaicio kiirybos konstanty.
por--. | Vglesnése kompozicijose pastebima grieZtesné iSraiskos
‘Nse | priemoniy atranka. Sio laikotarpio kariniai, autoriaus
ibral | nuomone, atspindi: "romantine tradicijg su pozityvaus
and . harmonmgqo prado siekiu”.
'etﬁn E Ramune Kazlauskaité
e ; Lo
e, | jaura 2002)
. Sis i$ Sanskrito ateJQs zodis reiSkia Zemg, pelketq vietove.
_ Senovéje tai buvo ideali vieta apsisaugoti nuo priesy. Slapty, -
| akmenimis gristy povandeniniy keliy sistema (kilgrinda)
. | ' leido senovés balty gentlms saugiai jaustls bei kurti
ear- | gyvenvietes. ;
I - i Siuolaikinés. muzikos pnemonemls méginau sukurtl garsinj
- % jauros paveikslg. Vyraujanti sonoristika, kontroliuojama
_ | aleatorika ¢&ia derinamos 'su gnezta ritmika; derminémis
Isin. g lntonacuomts bei motyvals
jan. |
rde. % Jurgis Juozapaitis ;
and ' , ; o e o
itary Sestajame desimtmetyje TON DE LEEUW (gimé 1926 m. -
usic Roterdame, miré 1996 m. Paryziuje) suvaidino svarbqr
7 vaidmen{; Nyderlanduose populiarindamas serializma ir
£as- elekironine muzika. Taciau, 1961 m. pirmg kartg aplankes
:d a Indijg, jis émé vis labiau dométis vakarietiSky metody:ir
”d,‘ ; Ryty filosofijos sujungimo. galimybemis. IS dalies dél to
|his | dauguma de Leeuwo darby pazenklinti pusiausvyros
d el- kuryblmame procese ieskojimo; pusxausvyros tarp materijos
sen: ir formos, tarp to, kas uzrasyta ir to, kas: glrdlma tarp -
na. kompozitoriaus - protingos ir mastanéios batybés, ir muzikos
aitis
1 = trumpalaikio. reigkinio, glrdlmos Ialko tekmes s:mtamecu{v
heir. | kultiry rezultato, vaidmeny.
s of | Jei perzvelgtume de Leeuwo kurybinj pallklmq nuo -
ofa | 'Treurmuziek in memoriam Willem Pijper" (1948) iki tokiy
|  kariniy kaip "Chimeres" (1 984), "Résonances” (1985), Trio
 (1990), Fortepijoninis koncertas "Danses sacrées" (1990) ir
opera "Antigone" (1990- 1991) pastebétume keletg
pamkarto;anmq reiskiniy: polinki j aiSkig vidine pusiausvyrg
{ir paprastuma, taupuma ir koncentruotumq Visa tai iSsivysto
| "iSplestinj- modaluma”, budinga jo darbams nuo mazdaug
ale®. . 1980 m. [Sskyrus kehs atvejus de Leeuwas niekada nesieke
ainst | kurti ekspresyvios muzikos pagal XIX amziui badingg Sio

hich
safe

termino suvokima. Viena i§ pagnndmlq io karybos nuostaty -
modalinis varuavumas Taisyklingai ji naudo;ant gahma

sukomponuoti jvairia ir gera muzika, kuri, uZuot vys€iusis nuo k

| tried to create an image of jaura by means of the language
of contemporary music. The dominating sonoristics and con-
trolled aleatory are combined here with strict rhythm, modal
intonations and tunes.

Jurgis Juozapaitis

In the Fifties, TON DE: LEEUW (born in 1926 in Rotterdam,
died in 1996 in Paris) did play an important role in the intro-
duction of serial technigues and electronic music to the Neth-
erlands. However, since his first visit to India, in 1961, Ton de
Leeuw has concentrated more and more on the possibilities
of uniting Western techniques and. Eastern philosophy. In
part. because of this, the majority of works in De Leeuw's
oeuvre are stamped by a search for balance in the creative
process: balance between the material and form, between
what is notated and what is heard, between the role of the
composer as an intelligent, thinking being and that of the
music as fleeting stuff; like the audible passage of time, the
result of age-old cultures.

If we were to review the work of Ton de Leeuw, from the time
of "Treurmuziek in- memoriam Willem Pijper" ('Funeral Music
in memoriam Willem Pijper', 1948) up until works like
‘Chiméres’ (1984), 'Résonances’ (1985), the Trig (1990), the
Piano Concerto. 'Danses sacrées' (1990), and the opera
‘Antigone’ (1990-1991)," we would find' several constant fac-
tors: a preference for pure, inner equilibrium and for simplic-
ity, frugality and concentration. This develops into the 'extended
modality', characteristic of his work since circa 1980. Apart
from a few exceptlons Ton de Leeuw has never wanted to
compose expressive music in the nineteenth century sense
of the term. One of the most essential constants in De
Leeuw's work is that of modal variation. Used properly, it can
result in a versatile and rich music that, rather than progress-
ing from here to there according to Western methods of de-
velopment (lacking, thus, an exposition of themes that are
later developed), it moves forward through time (music:can-
not do otherwise), setting a basic idea, a musical phenom-
enon or a structure in. a continually- new light. In"a certain
sense, many of Ton de Leeuw's compositions give the im-
pression of not having been (wilfully) composed but to have
written themselves on the basis of their own modality. It is not
so.much a question of modality in:the Western sense of a
series of tones, such as has been evolving since the begin-
ning of our era and'of which:the twelve tone series must also
be counted, but rather in the original, simultaneously: ethical
and-musically technical sense, as stands at the source of
both Eastern and Western musical cultures: In the composi-
tions of Ton de Leeuw, the material develops itself, the music
unfolds unaffectedly and its intimacy is a logical consequence
of the acoustical capabilities of the instruments for which it is
written:

Leo Samama (transl. John Lydon)

-~



< vieno tasko iKi kito, kaip jprasta vakarietiSkiems vystymo
‘bodams (beje, stokqant temos, kuri-yra véliau vystoma,

ekspozicijos), tiesiog verZiasi pirmyn laike (muzika kitaip ir

negali), vis kitaip nusviesdama esmine idéja, ‘muzikinj reiskinj
_ar struktdra. Tam tikra prasme daugelis de Leeuwo kariniy
daro /jspidj ne (samoningai) sukomponuoty; o tarsi

susikarusiy savaime i8 savo paciy modalumo. Ir tai net ne -
modalumas vakarietidka garsaeiliy suvokimo prasme;

garsaeiliy, kurie Zinomi nuo musy ‘eros pradzios ir i8 kuriy
reikétq kildinti 12 tonu serijas. Tai greiciau originali ir tuo
pacdiu etiska muzikineé-techniné prasme, kuri yra ir Ryty, ir
Vakary muzikiniy kultdry Saltinis. Tono de Leeuwo kariniuose
medZiaga vystosi tarsi pati savaime, skleidziasi paprastal (o)

_jos intymumas - tai logiska instrumenty, kuriems &i mu21ka
yra skirta, akustiniy galimybiy isdava.

Leo Samama

k ‘Fauxbourdon (1992)

fleitai, klarnetui, fortepuonut smtezatorlm marimbai,k

mandohnal smuikui. ir altu:

Karinj sudaro dvi dalys. Jo pavadlnlmas nusako XV amzmje '

. atsiradus| kompozicijos stiliy: ‘melodinei ||nua| akompanuqa

tam tikros paralelinés harmonuos 8is principas i§ dalies

lemia ir kdrinio struktdra, kuri, Zinoma, atitinka Siuolaikinés
 muzikos reikalavimus. Antroji pavadinimo dalis - bourdon -

taip pat primena Simtmecius gyvuojancia praktika, kal fone

nenutrikstamai skamba vienas ar. dauglau garsq
Dedikuota Niguw Ensemble ‘

Ton de Leeuw

MO WUPING (gimeé 1959 m. Kinijos Hunano provincijoje, miré
1993 m. Pekine) studijavo kompozicija pas Luo Zhongronga

Pekino Centrinéje konservatorijoje (1983 - 1989 m.). -
Devintajame desSimtmetyje jis aktyviai reiSkesi kaip

smuikininkas: kompozitorius ir Hunano operos: orkestro
vadovas, 0 véliau pradejo déstyti kompozicija Centrinéje
Kkonservatorijoje. 1988 m jo kurinys. "Sacrificial Rite in Vil-

lage", kurj véliau Amsterdame atliko Arditti styginiy kvartetas,
buvo premijuotas ISCM pasaulio muzikos dienose Honkonge

1990-1992 m. kompozitorius studijavo. ParyZiuje. - ‘

Mo Wupmgas sukaré dvi kompozicijas Nieuw Ensemble ‘Fan
! (1291)ir-"Fan 11" (1992). ‘
Fanll

(1992) fleitai, obojui, (bosiniam) klarnetur, mandolinai gitarai,

arfai; muSamiesiems, fortepuonu: smunkun altui, violondelei

ir kontrabosui

Fauxbourdon (1992)
for flute, clarinet, piano, synthesizer, marimba, mandolin, vio-
lin and viola

The work consists of two parts. Its title refers to a style of
composition that originated in the 15th century, in which cer-
tain -parallel harmonies are used to accompany a melodic
line. This principle partly determines the texture of the present
work, of course translated into terms of contemporary music.
The second half of the title, "bourdon”, also refers to an age-
old practice - of having one .or more tones sounding continu-
ously :in the background.

Dedicated to the Nieuw Ensemble.

Ton de Leeuw

MO WUPING (b. in 1959 in Hunan province, China) from 1983

" to 1989 studied composition ‘under Luo Zhongrong at the

Beijing Central Conservatoire.-During the 1980s he was ac-
tive as violinist, composer and orchestral leader of the Hunan
opera, before ‘joining the -staff at the Central Conservatoire
as a teacher: of composition. In 1988 his "Sacrificial Rite in
Village", later performed by the ‘Arditti String Quartet in.Am-
sterdam, won.an award at the ISCM ‘World -Music Days in
Hong Kong.

. “Mo Wuping moved to Paris in the autumn of 1990 to further

his musical studies. Two years later a fatal illness struck
him. He died in Beijing in- June 1993,

Mo Wuping wrote two compositions for the Nieuw Ensem-
ble: “Fan1'91 and Fan 1{'92

Fanll

(1992) for flute, oboe, (bass)clarinet, mandolin, guitar, -harp,
percussion, ‘piano, violin, viola, cello and double bass

The character Fan contains several meanings in Chinese.
The one | prefer is the meaning of secular. Every day | look for
the spiritual in the secular. | will be happy if | find it. If not, | will
just keep looking for it.:In "Fan I".| was, like all mortals, daily
looking for myself. In "Fan lI"-1 am still.in that state of mind,
except that another year has passed.

Mo Wuping

XU SHUYA (b. 1961) grew up in a family of musicians. His
father is a composer and head of the Opera in Jilin province.
His mother is a singer.

After studying the cello, harmony and composition he attended
the Shanghai Conservatoire from 1978 to 1983. His teach-
ers were Zhu Jianer and Ding Shande. He received a schol- ©
arship from the French Foreign Ministry in 1989 to study with
lvo Malec and Alain Bancquart at the Paris Conservatoire
National Supérieur de Musique. Since then Xu Shuya has




tiesiog ieSkau foliau. Karinyje "Fan |, kaip ir kiekvienas
mxrtmgas:s a$ kasdien ieSkojau saves. "Fan |I" - mano
biisena vis dar tokia patl sklrtumas tik tas, kad prabego dar
wenen metal ;

of
er-
dic
snt

iic. Mo Wupmg

je-

- Xu SHUYA (g 1961) augo muznkq se;mo;e Jo tevas -
kompozitorius ir Kinijos Jilin provmcuos Operos teatro
vadovas, motina - dainininke.

Baiges violonéelés, harmonijos ir kompozncuos studuas Xu
Shuya mokési éanchajaus konservatorijoje (1978 - 1983 m. )
pas Zhu Jianer ir Ding Shande. Gaves stipendijg is

83 Pranctizijos Uzsienio reikaly ministerijos, jis tesé studijas

he pas Ivo Maleca ir Alaing Bancquart'a Paryziaus Conservatoire

Z\Cr; National Supérieur de Musigue. Nuo tada Xu. Shuya ‘gyvena

ite Paryziuje. Jo koriniai atliekami daugelyje Zymiy muzikos

in festivaliu ELI!’OpOje 1992 m. Kinijos *Musical Chronicle”

e iSrinko. Xu Shuya Kinijos Mety konmpozitoriumi. '

in Jis yra paraSes penkias kompozicijas Nieuw Ensemble
“Chute en Automne” (1991), "Vacuité/Consistance” (1 996),

er "Dawn on Steppe" (1997) "Huxtam" (1998) ir "Infinite” (1999) .

ick

L'ame de Lamu {2002) sopranus ﬂertar obo;uu klarnetun
‘mandohna! gitarai, arfal fortepuonut smwkun altui,
, vuoloncele; lr kontrabosu: ~

"Lamu" . tal tlbetletlskas ZOdlS reisklantis tyruma, o} talp pat

p, émiausi ji kurti, manyje skambéjo gamtos garsai ir kalny
_dainos - placuuq lauky tyrumas, - kanjonq bei kalnij
‘ paslaptmgumas ir nuotaikos. Nuostabi ir kartu paprasta
se. melodija ataldl is toh tarytum dangaus balsas atnestas ;
for ligdno vejo. ; .
will Kdrinys dvxejq daliy:
:'éy - .. La voix du ciel

I La pnere
"L’ame de Lamu" skmamas Grace

_ Xu Shuya

Hleroghfas Fan klnq kalbo;e turl keletq prasmlq Man
artimesné yra pasauhet:skop Pasaulietiskume kasdien:
ieSkau: dvasingumo. ir esu: laimingas, jei ji atrandu. Jei ne,

grozL ir melle Sj kunnl paraSIau jkveptas Tibeto muzikos. Kai.

made his home in Paris. His works have been played at
many major European music festivals. In 1992 he was named
'Famous Chinese Musician of the Year' by the Chinese Musi-
cal Chronicle.

Xu Shuya has written five compositions for the Nieuw En-
semble:: "Chute en Automne" (1991), "Vacuité/Consistance"
(1996), "Dawn on Steppe" (1997), "Huitain" (1998) and "Infi-
nite" (1999).

L'ame de Lamu (2002) for soprano, flute, oboe, clarinet; man-
dolin, guitar, harp, piano; violin, viola, cello and double bass

Lamuis a Tibetan word that indicates purity, as well as beauty
and love. This work was inspired by traditional Tibetan mu-
sic.. When | started to compose the piece, sounds of the na-
ture ‘and songs of the mountains were: reverberating in- my
head: the purity of vast fields, the mystery and the ambiance
of the canyons, and of the mountains. The melody comes
from far; like a voice from heaven; so beautiful under the sad
wind and so naive in the mind. The piece consists of two
movements:

I. La voix-du ciel

II:-La priére.

The piece is: dedicated to Grace.

Xu: Shuya

Movement 1

Lamu.;.Lamu

Goddess of ice covered mountain and. setting sun.
Ame of dark secluded and remote horizon.

Lamu

Jokuls reflected in the blue sky

Yaks running in moor wild

Wind breezing through the eventide

Thy sheep lonely roved along the late fall

Movement 2

Flocks: of cows following-me
Through the world: of dirt and ashes
That time | ask thee for the way
Thou gently waved thy hand.to me

Snow and:ice orb around thee

Last shine of sun tenderly dauts on'me
Thou psalm [:chanted to thee

Thine eyes softly rested back upon mie
Lamu? Lamu.:
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DAVID GERINGAS (violongelé) yra vienas jvairiapusigkiausiy:
misy laiky muziky. Tarp kity violong&elininky. ir dirigenty jis
iSsiskiria itin placiu repertuaru-- nuo ankstyvojo baroko iki
naujausios muzikos. Jis pirmasis: Vakary Europoje’pagriezé
daugelj rusy avangardo kariniy (Sofijos Gubaidulinos; Alfredo
Schnittkes, - Viktoro Suslino; Edisono Denisovo ir kity
kompozitoriy opusus). Dauguma jy dedikuoti arba sukurti
specialiai jam. David- Geringas nuolat inicijucja: ir’ daugel]
lietuviy kompozitoriy jam paraSyti naujus karinius. Tarp jy -
Vytauto Barkausko; Osvaldo Balakausko, Broniaus
Kutaviciaus, Mindaugo Urbaiéio, Nomedos Valangihtés;
Anatolijaus- Senderovo kompozicijos; Uz ypatingg indélj j
naujosios muzikos sritj Geringas pelné "Kultur:Aktuell"
premija,-skiriama Slézvigo-Holsteino kultdros: institucijy
asociacijos. Gautas' lé8as violon&elininkas paskyré
penkiems lietuviy kompozitoriams,  uzsakydamas:jiems
karinius. 1999 m. birZelj uz lietuviskos muzikos sklaida
pasaulyje.David Geringas buvo apdovanotas Lietuvos
Didziojo Kunigaiks¢io Gedimino 4-ojo: aipsnio ordinu.

DANIELIUS PRASPALIAUSKIS (saksofonas) aktyviai reikstis
dZiazo bei Siuolaikinés muzikos srityse pradéjo 1990 metais.
D.. Praspaliauskis: jra8é daug. §iuolaikiniy lietuviy
kompozitoriy kdriniy, pavyzdZiui, Fausto Laténo, Remigijaus
Merkelio; Osvaldo-Balakausko, Algirdo Martinaicio;. Broniaus
Kutavic¢iaus; Vytauto'Germanaviéiaus, Lino Rim8os. Jis
nuolat dalyvauja -jvairiuose tarptautiniuose projektuose bei
festivaliuose: "Varna Jazz Festival" Bulgarijoje, "Jazz in

Marciac" Pranclzijoje, "EBU.Big Band" Cekijoje, "Tudengy :

Jazz" Estijoje; "Artgenda Festival" Danijoje, "Hamenlinna Jazz

Festival” Suomijoje; "Warsaw Autumn” Lenkijoje ir kt,

Danielius Praspaliauskis: [ragé apie 15 albumy audio:kaseéiy.
arba CD: pavidalu.

VILNIAUS STYGINIU KVARTETAS
Audroné. VainiOnaité = | smuikas
Artlras Silalé -:[ smuikas
Girdutis ‘Jakaitis - altas

Augustinas Vasiliauskas. - violoncéelé

1965 metais susikiires Valstybinis- Vilniaus kvartetas kasmet:

pateikia klausytojams-naujuy. partitary. Didziuliame jo
repertuare yra daugybé: Siuolaikiniy uZsienio autoriy: opust,
apie 100 lietuviy. kompozitoriu kariniy (50 dedikuota Vilniaus
kvartetui). Muzikantai- grieZze visus 83 J. Haydno kvartetus;
ciklus "Visi L. van Beethoveno styginiy kvartetal”, "W. A. Mozarto
styginiy kvintetai”; "Visi: M.. K: Ciurlionio-kvartetiniai kdriniai”,
"Romantinés ir lietuviy Siuolaikinés muzikos vakarai®: Siuo
metu kolektyvas yra parenges naujg.penkiolikos koncerty
ciklg. "Europos Sajungos Saliy kamerinés muzikos vakarai”.
Kvartetas: aktyviai propaguojair Siuolaikiniy. uzsienio autoriy
muzikg: ansamblis bendradarbiavo su kompozitoriais
Helmutu Ederiu, Gerhardu: Humeliu: (Austrija), lvanu Kurzu
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DAVID GERINGAS (cello) has established himself as one of
the most versatile musicians of our time. With an exceptional
scope of repertoire, ranging from the early Barogue to con-
temporary works, he is distinguished among many noted
cellists and conductors. He has been a pioneer in introduc-
ing contemporary Russian music to the West by composers
such as Sofia Gubaidulina, Edison Denisov, Alfred Schnittke
and Viktor Suslin, many of whom have dedicated works to
him. David Geringas keeps encouraging a lot of Lithuanian
composers (Vytautas Barkauskas, Osvaldas Balakauskas,
Bronius Kutavi€ius, Mindaugas Urbaitis, Nomeda Valangidte,
Anatolijus Senderovas among them) to write new composi-
tions for him. For his special commitment to contemporary
music, Geringas received the Kultur aktuell Prize in 1992
from the Cultural Association of Schleswig-Holstein. The lat-
ter was allotted to five Lithuanian composers, to whom the
cellist offered commissions. In June 1999 David Geringas
was honoured with the 4th Class Order of the Lithuanian
Grand Duke Gediminas for his contribution to the worldwide
spread of Lithuanian music.

ltwas in 1990 that DANIELIUS PRASPALIAUSKIS (saxophone)
became an active performer of jazz and contemporary music.
Since then, he has recorded a large number of compositions
by contemporary Lithuanian composers, including Faustas
Laténas, Remigijus Merkelys, Osvaldas Balakauskas,
Algirdas. Martinaitis, Bronius Kutavi¢ius, Vytautas
Germanavicius, and Linas Rimsa, and has taken part in vari-
ous international projects and festivals, such as "Varna Jazz
Festival" in Bulgaria, "Jazz in Marciac" in France, "EBU Big
Band" in the Czech Republic, "Tudengy Jazz" in Estonia,
"Artgenda Festival" in-Denmark, "Hamenlinna Jazz Festival"
in Finland, and "Warsaw Autumn" in Poland. His participa-
tion in various projects resulted in recording of about 15 al-
bums, both on audio cassettes and CDs.

VILNIUS STRING QUARTET -
Audrong VainiGnaité - | violin
Artdras Silalé - I violin

Girdutis' Jakaitis - viola
Augustinas Vasiliauskas - cello

The Vilnius State Quartet has presented new opuses every
year since its establishment in 1965. Alongside composi-
tions by contemporary foreign authors; its extensive reper-
toire includes more than 100 works by Lithuanian compos-
ers, 50 of which were dedicated to the quartet. The musi-
cians have performed all 83 Haydn's quartets, and presented
concert series "All Beethoven's Quartets”, "All Mozart's Quin-
tets", "All M. K. Ciurlionis' Works for Quartet", and "Soireés of
Romantic and Modern Music". At present, the quartet is pre-
senting a series of 15 concerts entitled "Soireés of Chamber
Music of Countries of the European Union". They also popu-
larize music of contemporary foreign composers and col-
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(Cekija), Janu Radzynsklu (JAV) Krzysztofu Pendereckiu
(Lenkija), Borisu Caikovskiu, Moisiejum Vainbergu (Rusija),
Pehru Henriku Nordgrenu (Suomua) Mikaeliu ‘Edlundu,
Johnu Grandertu (Svedija). Siais metais Vilniaus kvartetas
buvo apdovanotas Lietuviy fondo premija.

Dirigentas ROBERTAS SERVENIKAS nuo ‘1 995 m diriguoja
Lietuvos: muzikos akademijos simfoniniam orkestrui, su Siuo

kolektyvu rengdamas koncertus Lietuvoje ir uZsienyje. 1993

m. pradéjes dirbti su Lietuvos nacionaliniu simfoniniu
orkestri, 1997 m. R. Servenikas tapo $io orkestro vynausuo;o
dirigento ir meno vadovo Juozo Domarko asistentu. Su §iuo
orkestru jis parenge nemazai lietuviy s&uolalkmlq
- kompozitoriy premjery, surengé koncerty su uzsienio
~ solistais. R. Servenikas taip pat bendradarbiauja su Lietuvos
kameriniu bei Slaullq kameriniu orkestrais.

‘Nuo 1997 m. R. Servenikas nuolat dalyvatija “Ga;do;e“ bei:

kituose Siuolaikinés muzikos festivaliuose ("Jauna muzika,

"$ arti”, "Marlq klavyrai"). Salia zymlausn{XX amziaus autonq .

opusuy, jo repertuare yra nemazai lietuviy-autoriy kariniy:

Parengti Juliaus Juzeliino, Felikso Bajoro, Anatolijaus

;Senderovo Vytauto Barkausko, Stasio Vainiino, Eduardo
‘Balsio autoriniai koncertai, | kompaktines ploksteles jrasyti
Onutés Narbutaités, Broniaus KutaviSiaus, Vidmanto Bartulio,
- Arvydo Malcio, Jurgio Juozapaicio, A. Senderovo, Algirdo
Martinaiéio kdriniai. Diriguojant R. Servenikui, atliktos

Narbutaités, Martinai€io, Barkausko, Bajoro, Bartulio, Malcio;

Juozapaitio; Antano Rekasiaus, Loretos Narvilaités, Gintaro
Sodeikos, Ramintos Serksnytes Mlndaugo Urbaicio, Vlado
Svedo kariniy premjeros ;

Grieztai apskaiiuota NOMEDOS VALANCIOTES (g- 1961)

muzika i$ tiesy yra visiSkai ne technologinés prigimties - jos

kariniai gimsta i$ sunkiai paalsklnamq kiirybiniy lmpulsq,
kurie veliau brandinami metodisku darbu su garsine
medZiaga ir galy gale jgauna preciziSkai nugludintg forma:
Valangiutés minimalizmas turi kai kuriy panasumuy su
viduramziy. izoritmine technika (skirtingo ilgio. melodinés:ir
ritminés formulés). Atidziau pazvelgus { kompozitorés karinius
bei ju konceptualias paskatas;-atsiskleidzia vidiniy priesybiy
harmonija; atvira emocija ir jg suvaldanti bekompromisiskai
. griezta forma; kristaliSkas skaidrumas ir samoningas "grozio"
vengimas (astris disonansai,
preparuoto fortepijono skambesys ir t.1.); "grynosios muzikos"
adeptés pozicija ir savotiSskas, daugiasluoksnis jos muzikos
- vaizdingumas ar teatraliSskumas.

Faf‘rots‘kkies‘ (2002) kameriniam orkestrui

Apie reiékin[, vadinama_ "fafrotskies” ("nukrisdangai), buvo
raSoma jau ankstyvuosiuose raSytiniuose pranesimuose,

~ pradedant Sumerija maZdaug prie$ 5500 mety. Tada bet kas,

kas krito i$ dangaus, buvo laikoma dieviSkos kilmés. | liety,

samoningai "falSyvas"

laborate with many .of them, including Helmut Eder,-Gerhard
Humel (Austria), lvan Kurz (Czech Republic), Jan Radzynski
(USA), Krzysztof Penderecki (Poland), Boris Tchaikovsky,
Moysei Vainberg (Russia), Pehr Henrik Nordgren (Finland),
Mikael Edlund, and John Grandert (Sweden). This year the
Vilnius Quartet was awarded the Lithuanian Fund Prize.

ROBERTAS SERVENIKAS has been conductor of the Lithua-
nian Academy of Music Symphony Orchestra since 1995, and
has given concerts. with the:orchestra both in: Lithuania and
abroad. In 1993, he began working with-the Lithuanian Na-
tional Symphony Orchestra, and in 1997 was appointed as-
sistant .of :the chief conductor and artistic director, Juozas
Domarkas. Under: his baton, ‘the orchestra has premiered
many works by contemporary Lithuanian composers and has
given: concerts with guest performers. Servenikas has also
collaborated with the ‘Lithuanian Chamber and the Siauliai
Chamber orchestras.

'~ Since 1997, Servenikas has regularly appeared at the Gaida
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Festival and many other festivals of modern music, such as
Jauna Muzika, 18 Arti; and Mariy Klavyrai. Alongside opuses
of the most outstanding 20th-century composers, his-reper-
toire ‘includes ‘works by .Lithuanian composers. ‘He has pre-
sented monographic ‘programmes of music by Julius
Juzeliinas, Feliksas Bajoras, Anatolijus Senderovas,
Vytautas Barkauskas Stasys VainiOnas, and Eduardas
Balsys, and has recorded works by Onuté Narbutaité, Bronius

 Kutavigius, Vidmantas ‘Bartulis, Arvydas Malcys, Jurgis

Juozapaitis, Anatolijus Senderovas, and. Algirdas Martinaitis
on a number of CDs. Compositions by Narbutaité, Martinaitis,
Barkauskas, Bajoras, Bartulis, Malcys, Juozapaitis, Antanas
Rekasius, Loreta Narvilaité, Gintaras Sodeika, Raminta
Serkényté, Mindaugas Urbaitis, and Vladas Svedas were pre-
miered.under the direction of Servenikas.

The strictly calculated music of NOMEDA VALANCIUTE
(b.1961) is, .however, absolutely not technological .in-its. na-
ture - her:compositions are all based on a not easily ex-
plained creative impulses which are:later matured through
methodical work with sound material and then given a pre-
cisely polished form. ValangiGté's minimalist idiom is related
to some degree to the medieval:isorhythmic techniques (ro-
tating patterns of melodies and rhythms which differ in length).
A closer look to the composer's works and their conceptual
stimuli reveals a balance of internal opposites: open emo-
tion - and its suppression via uncompromisingly rigid struc-
tures; a crystal clarity - and the conscious avoidance of "beauty”
(the use of sharp dissonances, intentional "out of tune" sound
of prepared piano, etc); the stance of a "pure music" adept -
and the multidimensional picturesqueness of her music, its
oddly theatrical expression, and a certain "bittersweet" glam-
our,




\ard leda, meteorus, nekalbant apie smukius: artefaktus, buvo

1ski Zigrima kaip | vienodai nepalankius ir buvo tikima, kad tai
sky, | dievy dovanos. Pati idéja apie vandenj; kabantj ore; kuris,
nd), . buvo manoma; turi biti tus&ia erdvé, galéjo bati vertinama
the | kaip nenatirali, kaip-ir mintis, .jog Zuvis ar pirstai gali kyboti
_ padangéje, kad nukristy ant Zemes.
- Zymus anomaliy reiskiniy tyrinétojas Charles'as H. Fortas

Ua- savo knygose surinko daugybe nukriSdangy aprasymuy.
ang "Prakeiktujy knygoje" (The:Book of the Damned, 1919).jis
aNr;‘ ypac bombardavo plagit, pazitry skaitytojus duomenimis apie
a5 krintancius ledus, pelenus, purva, siera, karsta vandeni,
7as plytas; Slaka; akmeninius kirvius; vinis, metalines grandines;
red quates, ungurius,‘ skruzdeéles; kirminus; ‘moliuskus, séklas,
has rieSutus ir kitka, jskaitant tokius dazZniausiai apradomus
also paslaptingus "kritulius" kaip Zuvys ir varlés, ir dar baisesnius
Jliai - kraujo.ir. mésos dribsnius. : ~
sida Reuben Storne; "NeiSaiSkinty: reiskiniy enciklopedija"
1 o B o ;.
322 | ANATOLIJAUS SENDEROVO (g. 1945) muzika patraukia
ser-- | ekspresyviais garso peizazais, spalvy bei faktiry jvairove,
ore- - | staigiais tembriniais ir dinaminiais kontrastais. Jo muzikinés
lius. | ~dramos auginamos nuolat tembriskai, artikuliaciSkai bei
‘as, ritmiskai varijuojant kirinio temas; motyvus, kontrastingai
das gretinant registrus, dinaminius sluoksnius, meistriskai
lus. | panaudojant instrumentuotés efektus. Lynnlal dramatiniai
"gis: . soliniy instrumenty monologai kariniuose neretai praplitpsta
aitis _ jaudrintomis kadencijomis. Senderovo kariniuose stipri
itis;,  + linijiné dramaturgme tekme ekspansyvus laiko pojatis.:
nas.. | - Kompozitorius néra prisiriSes prle kokios nors: konkrecios
nta | muzikinés iSkalbos: didZiajai jo kiarybos daliai budmga
re- | nuosaikiai moderni muzikineé kalba, panaudojant serijinés

- technlkos aleatonkos “sonoristikos, pohstmstlkos elementus.
ITE | Istorija viena tema: =
na- | Koncertas “In Do” violon&elei lrsxmfommam orkestrur (2002)
€X- | Sis karinys sukurtas 'young.euro.classic' festivalio UZsakymu -
ugh - ir dedikuotas garsiajam violenéelininkui Davidui- Geringui.
e "Do" reiskia garsa C - kirinio melodinés ir harmoninés
ited ; strukttros centrg. Tuo paciu tai yra dvi plrmosms lietuviskai
(tLo)_ , # tariamo Davido vardo - Dovydas - raides. Kurmys iStiesyinC
Ituai | = nuo pradZios iki pabalgos Garsas C su visa aplink jj
gy i satelituojanciy dermiy ir virstoniy. sistema apibrézia kiirinio

!

istorija viena tema, kurig tvirtai ir. ryZtingai padioje karinio

pradz:o;e lsdesto violoncelé virg tylaus orkestro bosy pedalo
[inC.

Kdrinj sudaro dvi didelés padalos RPirmoje. pagnndme irvisg

‘tolimesne kirinio elgq nulemianti tema pasirodo net desimt

véliau varpy ir vibrafono skambesy, o po to daugybe
suskaldyty solisto pagrieZtos temos atgarsiy pazyra | solo
partijomis suskirstyta styginiy grupe: tarsi  ilgg vieni%o solisto

vyksmo erdvq Kompozicija buvo sumanyta kaip pasakopmas :

kartu, IS pradZiy viena virS bosy C, | kurj ji galiausiai jsilieja;
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Fafrotskies (2002) for chamber orchestra

Fafrotskies - things mysteriously falling from the sky have
included seeds, nuts, fish, frogs, crabs, periwinkles, red dust,
jelly-like substances, snakes, ants, worms, and many other
strange things. Explanations are scarce, but various cases
are well documented. In each case it is usually noted that the
dropped items are all of the same size, and species if appro-
priate, with no additional debris being dropped to suggest
they were uprooted. Charles H. Fort coiried the term
‘fafrotskies’ from the phrase 'fall from the skies' to describe
this phenomena.

Closely associated with this are the phenomena of strange
rains, ice falls, and star jelly. Rain of every conceivable color
has been reported, including rains of blood and animal tis-
sue. Like fafrotskies, these rains are generally restricted to a
relatively small area and fall for only a short span of time,
rarely: repeating.

Ice falls, including chunks up to 20 feet thick and 20 feet
across, have been reported  worldwide. Unlike conventional
hailstones, ice falls normally occur from a clear sky.

Star Jelly, also known by the Welsh 'pwdre ser’ ("rot from the
stars"), is a strange, glowing, jelly-like substance sometimes
reported to be found on the ground after the appearance of
strange lights or meteors in the sky. The jelly is often re-
ported to be grayish and dries up quickly, disappearing within
a couple days:

Craig Griswold, "The Book of Shadows"

ANATOLIJUS SENDEROVAS' (b. 1945) music is catchy with
expressive soundscapes, variety: of colours and factures;
abrupt timbral and dynamic contrasts.'He develops musical
dramas varying themes of a composition in timbre; articula-
tion‘and: rhythm, confronting registers ‘and dynamic layers,
and masterly :Using effects of instrumentation. Lyrical and
dramatic monologues: of solo instruments often -burst: into
thunderous cadenzas. A strong linear dramaturgical line and
expansive sense of time are characteristic of Senderovas!'
compositions.. The composer does not confine himself with
any certain musical. means: reasonably modern musical lan-
guage using serial techniques:and eflements of aleatory;
sonoristics-and: polystylistics mark most of his works.

Story on a Theme:

Concerto In Do for cello and symphony orchestra (2002)
The - composition - was .- commissioned " by = the
'young.euro.classic' festival and dedicated to the famous
cellist, David Geringas. On the one hand, 'Do' means note C,
the center of melody and harmony in the composition; on the
other hand, these two letters stand for 'Dovydas', the Lithua-
nian variant of 'David'.. The work is indeed written in C; from
the beginning to the end. The C note, together with the entire
satellite: system of modes and overtones; determmate all
musical processes.
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Sauksma atsiliepia ‘aidas, orkestras pagaliau: sureagugja.
Kito temos pasirodymo pradzioje mediniy puciamyjy partijos
iSsiSakoja | dvibalse faktdra, o valtorna ir trimitas atsako
trumpomis ‘replikomis.
iterpiamos vos girdimos cezlros arba ji padalinama jvairiems
instrumentams - solistas sitraukia | pokalbj su orkestru. Jis
dar kartg pagriezia tema. ramesniu tempu ir perleidZia ja
orkestrui, o pats tuo metu iSdésto kontramotyva; i§ kurio virs§
vis dar sustingusio bosy:C galiausiai-i8sirutulioja. kadencija.
Allegro.prasideda atbuliniu pagrindinés temos pavidalu, kuris
véliau sumaiSomas su: kitokios prigimties ‘motyvais,
uZverciamas-akcentuoty akordy; pasikartojimais, pakiSamas
po_didinamuoju laikostiklu. Temos  motorika: ir melodika-tai
atskiriamos, tai vél sulipdomos draugen, kol galy gale

‘aktyvus.temos judéjimas nurimsta, virsdamas choralu;

klajojanéiu tarp puciamujy ir styginiy. ‘Abstraktls garsy
vaizdiniai parengia kirinio nugrimzdima j tyla. Pabaigoje, kaip
ir pradzioje, skamba zemas bosy C, 0 aukétai vird jy kybo
tolimiausio tonacinio: giminingumo garsas.

Siuo originaliai skambangiu klaustuku Anatolijus Senderovas
uzbaigia savo karinj - wvirtuoziniy idéjy kuping koncertine
balade.

Habakuk Traber, i8 festivalio. "Europaischer MUSlk Sommer
(Berlynas; 2002) bukleto.

Koncerto'"In Do" premjera jvyko 2002 m.: rugpjadio 11.-d.
Berlyne (atliko David :Geringas .ir LMA simfoninis. orkestras,
dirigavo Robertas Servenikas). Uz §j karinj autoriui-paskirta
~Europos.kompozitoriaus premija.

Kompozitoré ir pianisté FRANCOISE CHOVEAUX(g. Lilyje,
Pranciazijoje). studijavo: Niujorko. Juilliardo “‘muzikos
mokykloje, Peabody muzikos institute,:Ecole Normale
Superiore de musique-de Paris, Lilio konservatorijoje.
Choveaux yra sukirusi-daugiau ‘kaip 100 opusy solistams,
kameriniams ansambliams, orkestrams, ji taip pat raso
muzikg teatrui, festivaliuose pati atlieka jai uzsakytus kurinius.
Kamerinius F."Choveaux kirinius groja Rimskio Korsakovo
ir Vilniaus valstybinis kvartetai, "Quatuor Danel","Duke
kvartetas, ‘smuikininkai Pierre'as Hommage'as; Vilhelmas
Cepinskis, Gerard'as Poulet'as, trombonininkas Jacques as
Mauger'as, -arfininké -1sabelle Moretti, ‘pianistai Jurijus
Serovas,; Vladimiras Mogilevskis; Ericas Le Vanas. Jos
muzika atliekama Prancizijoje, Belgijoje, Anglijoje, Vokietijoje,
Italijoje, ‘Rusijoje, Baitijos Salyse ir JAV.

Koncertas styginiy kvartetui ir kameriniam orkestrui

op. 86:Nr.1(2002)

Dedikuotas Vilniaus styginiy kvartetui. ;

Pirmajq dali Chanson de Guerre paraSyti jkvépé Karo
muziejus, kurj-aplankiau pirmosios savo kelionés j Lietuvg
metu.

| :pagrindinés temos pamatg .
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The composition comprises two movements. The main
theme, which determines all the further course of the com-
position, appears ten times in the first movement of the piece.
At first the theme sounds solo above the bass C, finally amal-
gamating with it, later it is heard in the chime of the bells and
vibraphone, and then it spreads out to the solos of the strings
that echo the fragments of the theme, which has earlier ap-
peared in the solo part. This sounds like an echo of the lonely
soloist's long scream, and the orchestra finally answers it. In
the beginning of the next appearance of the theme, the parts
of the woodwind instruments separate to form a two-voiced
texture, and-the horn and trumpet answers them with short
remarks.

Later, scarcely audible caesuras are being inserted into the
main theme, and the theme itself is being divided between
different instruments: the soloist begins a dialogue with the
orchestra. He plays the theme once more, only in slower
tempo, and then gives it over to the orchestra, at the same
time presenting the contra-theme, which finaily develops into
a cadenza above the still frozen C in the bass. After several
large portions of music, featuring certain figurations in the
solo part, which later multiply in the orchestral parts, follows
a dialogue of the cello and vibraphone, which performs the
function of cadenza.

The Allegro begins with the retrograde motion of the main
theme, which is later being interlaced with motifs of totally
different nature, heaped with repetitions of accented chords,

" and looked at through a kind of a magnifying glass of time.

The motorics and melodics are being separated and inter-
laced alternately, until finally the theme calms down convert-
ing into a chorale, which wanders around the string and wind
instruments and finally becomes extremely long-drawn-out.
Abstract sound images prepare the music for meeting with
silence.

In the end of the composition, as well as in the beginning, the
bass C sounds, together with a note of the most remote
tonality, hanging high above. With this question mark,
Anatolijus Senderovas ends his composition, this concert
ballade full of brilliant ideas.

Habakuk Traber, programme notes from the "Europaischer
Musik Sommer”" festival (Berlin, 2002)

Concerto In Do was premiered by the renowned cellist David
Geringas, together with the Lithuanian Academy of Music
Symphony Orchestra under the baton of Robertas Servenikas
at the European summer music festival, Berlin, on August
11, 2002. For this piece Anatolijus Senderovas was awarded
the European Composer's Prize.

The composer and pianist FRANGOISE CHOVEAUX (b.in Lille,
France) has studied at the Juilliard School in New York, the
Peabody Institute in Baltimore, the Ecole Normale Superieure
de musique in Paris, and the Conservatoire regional de
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Antroji dalis Chanson d'amour iSreiSkia mano meilg Lietuvos
Zmonéms.

Trecioji dalis - Chanson de la terre: apdainuoja mano
susiZavéjima Lietuvos peizazais ir koplytstulpiais.
Ketvirtoji dalis: Chanson: de la Paix. - apie Lietuvos
nepriklausomybe- ir apie tikéjimg meile visame pasaulyje.

Francoise Choveaux

RAMINTA SERKSNYTE (g. 1975) daug démesio skiria padiy
jvairiausiy; kompoziciniy ‘principy jvaldymui - nuo- archaikos,
viduramziy iki svarbiausiy XX a: techniky; taciau. jos kiryboje
dominuoja .~ neoromantinés - tendencijos, -  neretai
pajvairinamos: kai-kuriais minimalizmo' ar dZiazo muzikos
bruozais. Kompozitore muzikoje ypa¢ domina: trijy. prady
iSrai$ka: vitaliSkojo-gyvybinio ("De profundis"; 1998),
paslaptingojo-mistinio ("Misterioso", 1994) bei ramaus-
meditacinio ("Aurei Regina Caeli", 1996). Pati- autoré sakosi
linkstanti prie: dramatinio plano kiriniu, nes juose ‘galima
atskleisti daugiau - jvairiy niuansy; antra vertus, daugelis jos
Kompoziciju primena spalvingus muzikinius peizazus,
inspiruotus  sudvasintos gamtos  refleksijos.  Anot
kompozitorés; kdrinys - tai tam- tikra garsiniu pavidalu
materializuota, dazniausiai pakyléta blsena, kurios jtaigg
lemia autoriaus kompozicinés technikos meistriskumas:

Koncertas saksofonui ir kameriniam orkestrui (2002)

Instrumenty; tembrinis. savitumas: bei: techninés. galimybés’

man neretai tampa "raktu" naujai kompozicijai, pasuflerucja
tiek karinio charakterj;- tiek ir muziking kalbg: Ypa¢ turtinga
garso. .i8raiSka pasizymintis. saksofonas. inspiravo
kontrastingas koncerto nuotaikas, o'bidamas dar ir
nepamainomas: dziazo muzikos instrumentas, i §j karinj
nejuciom "atnedé" ir kai-kuriuos dziazo muzikos bruoZus:
svinguojandia ritmika; septakordinius saskambius bei
virtuozines: kadencijas.

Raminta: Serksnyté

musique in Lille.

She has composed over 100 opuses of solo, chamber and
orchestral music. She writes also incidental music and per-
forms her own works specially commissioned for various
festivals. Compositions by Choveaux have been performed
by the Rimsky-Korsakov, the Vilnius State, the Duke, and the
Quatuor Danel quartets, the violinists Pierre Hommage,
Vilhelmas Cepinskis, and Gerard Poulet, the trombonist
Jacques Mauger, the harpist Isabelle Moretti, and the pian-
ists Jury Serov, Viadimir Mogilevsky, and Eric Le Vana. Her
music has been performed in France, Belgium, England,
Germany, ltaly, Russia, the Baltic States and the United
States.

Concerto for string quartet and chamber orchestra,
Op. 86, No. 1 (2002)

Dedicated to the Vilnius String Quartet.

First movement Chanson de Guerre was inspired by the
Museum of War, which | visited on my first stay in Lithuania.
Second movement Chanson d'amour expresses my love for
Lithuanian people. ‘
Third Movement Chanson de la terre describes my admira-
tion for Lithuanian landscapes and shrine crosses.

Fourth Movement Chanson de la Paix is about the independ-
ence of Lithuania and hope for love in the world.

Francoise Choveaux

RAMINTA SERKSNYTE (b.1975) pays a lot of attention to the
handling of various compositional techniques, from archaic
and medieval to the main ones of the 20th century. However,
her oeuvre is dominated by neo-romanticist idiom, occasion-
ally enriched with some features of minimalism and jazz. In
music, the composer concerns herself in the expression of
three elements: vitality ("De profundis", 1998); mystery
("Misterioso", 1994); and meditation ("Aurei Regina Caeli",
1996). According to the composer, she favours dramatic
works, which enable her to disclose more diverse nuances.,
On the other hand, many of her compositions tend to colour-
ful soundscapes seemingly inspired by the elevated reflec-
tion of nature. In her opinion, a composition is a certain state
of mind, most often uplifted, materialized by means of sounds,
and its impressiveness depends on the composer's techni-
cal mastery.

Concerto for saxophone and chamber orchestra (2002)

For me, timbral characteristics and technical possibilities of
instruments often become a clue to a new composition as
well as to its character and musical language. The saxo-
phone, an instrument especially rich in sound expression,
inspired the contrasting moods of the Concerto, and, being a
jazz instrument, "added" some jazz elements to music, such
as swinging rhythm, seventh chords, and virtuoso cadenzas.

15 Raminta Serksnyté
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ENSEMBLE KAIROS

Kristina Nilsson-Hellgren = sopranas / sopranc
Leif Henrikson = viola da ' gamba

Peter Stéderberg - liutné ir teorba / lute' and theorbo

Senosios ir Siuolaikinés. muzikos ansamblis "Kairos"
susibaré 1999 ‘metais Stokholme. Salia senosios muzikos
atlikimo, nuo 'pat savo: jsiklirimo ansamblis uzsibrézé tiksla
uZsakyti ir atlikti naujus kurinius barokiniams instrumentams;
Nors: tokia ansamblio sudétis remiasi nepaprastai turtinga
renesanso: ir baroko muzikos tradicija, Siuoclaikiniams
kompozitoriams ji tebéra naujair ligsiol mazai naudota; Tuo
tarpu beveik visi kariniai, dabar laikomi senosios Vakary
muzikos perlais - ElZbietos laiky dainos su liutnés pritarimu
(Dowlandas), italy solo madrigalai. (Monteverdi: ir.Cacgini)
arba prancizy: dvaro dainos, buvo: parasyti balsui; violai da
gamba ir liutnei. Ansamblio "Kairos" nariai yra vieni i$
labiausiai- patyrusiy senosios muzikos atlikéjy Svedijoje.
Negana to,-jie visi daug démesio skiria naujos muzikos
atlikimui.

KRISTINA NILSSON- HELLGREN (sopranas)

Dainininkés repertuare - ankstyvoji ir $iuolaikiné muzika. Kalp

solisté ji dainavo ne vienoje oratorijoje Svedijoje ir Danijoje,
taip pat dalyvavo keleto.Svedy ir kity $aliy kompozitoriy kunnlq
premjerose. 1989 - 1996 m. Malmés muzikos koledze ji
studijavo vokala, chorinj dirigavima, baroko muzikos

interpretacija ir vargonus. Taip pat studijavo pranciizy baroko:

muzikos interpretacija. pas Sophie Boulin Paryziuje. 1996 m.
Malmeés Baroko festivalyje Kristina Nilsson-Hellgren: atliko
pagrindinj vaidmenj Pietro Francesco Cavalli operoje "La
Calisto”, 1997 m. vasara dalyvavo Drottningholmo operos
teatro. Christopho Willibaldo Glucko operos "Orfe;as ir
Eurldlke“ ‘pastatyme.

LEIF HENRIKSON (viola da gamba) 1988 m. balge studijas .
Schola Cantorum Basiliensis (Sveicarija) pas Jordi Savallay

irnuo tol koncertuoja kaip violos da gamba solistas ir. jvairiy k

ansambliy - tokiy kaip "Bourrasque”; "Westra Aros”; "Pijpare”,

"Retrover ir "Ensemble Cornucopia® - dalyvis po vusa_ Europa ‘

PETER SODERBERG (liutné) studuavo Stokholmo aUkStOJOJe
muzikos mokykloje ir Schola Cantorum Basiliensis pas
. Hopkinsona Smitha. Jis atliko nemaza naujy kariniu: liutnei

premjery ir daugeli metuy specializavosi ‘laisvos

1 improvizacinés muzikos srityje. Yra bendradarbiaves su:
| tokiais ansambliais kaip "Akantus", "Westra Aros", "Pijpare",

"Macchina”, "Stockholms Barocksolister", "Goteborgs
Barocksolister”, "Concerto Copenhagen”, "Corona: Artis” ir
"Bourrasque”, gastroliaves "Rikskonserter" organizuotuose

I turuose SveleOJe (su "Akantus") ir Indijoje (su Danu Laurinu).
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Ensemble for early and contemporary music "Kairos" (Stock-
holm) was founded in 1999, with the main purpose to com-
mission and perform new works for baroque instruments,
as well as playing the early reperoire. Inspite the fact that this
particular combination of instruments has a very rich tradi-
tion in the music of the Renaissance and Baroque, it has up
until now be the jewels of early western music; the
Elisabethan. [ute song (Dowland), the Italian solo madrigal
(Monteverdi, Caccini), or the French court song, were all per-
formed by voice, viola da gamba and ute.

The members of Ensemble Kairos belong to the most expe-
rienced musicians in early music scene of Sweden, but they
also share a devotion for performing new music:

KRISTINA NILSSON-HELLGREN (soprano), is a freelance
singer whose repertoire includes early and contemporary
music; she has appeared as a soloist in .numerous orato-
rios in.Sweden and Denmark, and has also participated in
several first performnces by Swedish and international com-
posers. She received a musical training at the College of
Music in Matmd, 1989-1996, where she studied singing, choir
conducting, interpretation of Baroque music, and the organ.. -
More recently, she has pursued studies. under Sophie Boulin,
in Paris, with an emphasis on French Baroque music. At the
Malmé Baroque Festival,-1996; she sang the title: role in
Cavalli's opera, "La Calisto". And in summer, 1997, she took
part in the Drottningholm Opera's production of Gluck's
"Orpheus and: Eurydice".

LEIF HENRIKSON (viola da gamba), is active as a freelance
musician, both in Sweden and abroad; with a repertory of
early and later music. He studied at the Schola Cantorum
Basiliensis: in* Switzerland under Jordi Savall, and is the re-
cipient of a soloist diploma, 1988. After completing his musi-
cal education, he has appeared in numerous concerts
throughout Europe; both as a soloist and a continuo player.
With the Bourrasque Ensemble he has performed several
commissioned works for viola da.gamba quartet, and to-
gether with Peter Séderberg, has given concerts. featuring
new music.' He has also participated. in radio productions in
Belgium, Germany; Switzerland, Finland, and Sweden.

PETER SODERBERG (lute), began his career as a guitarist in
the field of free improvised-music: He received a musical
training ‘at the Royal College of Music in Stockholm; and
Schola Cantorum: Basiliensis, where he studied under
Crawford Young, Hopkinson Smith:-and Eugen Dombois;
among others. Since 1985 his repertory has. included. both
early and contemporary. lute music. Over the past 15 years,

_he has been instrumental in-initiating new: musical: literature

for baroque instruments from both Swedish and foreign com-
posers.

As a guitarist, he is still active in the sphere of free improvisa-
tion, and has played with numerous leading international



;2000 m, jis kaip solistas dalyvavo Nobelio premijos teikimo
iSkilmése. ‘ :

ALDO CLEMENTI (g.1925) ;

Atliekant Aldo Clementi muzika:renesanso epochos
~instrumentais, atsiskleidzia svarbi jo muzikos estetikos dalis
= sgsajos su-Vakary muzikos tradicija. -‘Anot- Clementi, misy
kultdra atsiduré: aklavietéje ir nieko naujo nebegali pasakyti:
"Jau senial manau, kad Muzika ir Menas turi paprasciausiai
prisipazinti esa ant iSnykimo slenkséio." Sig idéja savo
kdriniuose Clementi atskleidzia, pasitelkdamas grieZta
karinio: forma; kuri ‘kdrinio eigoje suyra, Tirdtame
polifoniniame ‘audinyje daZnai pasigirsta. praeities atgarsiai.
Clementi muzikoje ai$kiai jau¢iamos sasajos su.senosiomis

Vakary muzikos tradicijomis. Apie tai byloja daZnas’

kompozitoriaus pameégty ankstyvujuy kanoniniy formy bei
senosios muzikos kuriniy fragmenty naudojimas.

Arija (2001) sopranui, viola da gamba ir liutnei

Rikskonserter (Svedijos koncerty instituto) uzsakymu
paraSytos "Arijos" pagrindas‘~ Johno Dowlando daina liutnei.
Siame karinyje visos partijos uzrasytos skirtingose
tonacijose. Tai kariniui-suteikia-bendra chromatinj charakterj
bei‘ispdj, jog atlikéjai-yra skirtinguose pasauliuocse.
Clementi:pakeité tekstg taip, kad Sis suformuoty du
paralelius sluoksnius, kurie Siame karinyje kaitaliojami
tarpusavyje: Pagrindin] démesj kompozitorius skiria
fonetinéms teksto ypatybems - atskiri skiemenys sudaro
naujus.kalbos darinius.” Dowlando muzikos semantika. bei
originalus’ muzikinis tekstas Clementi "Arijoje" skamba tarsi
nutolusio :Dowlando meno prisiminimas.

Svedy kompozitorius LARS SANDBERG (g. 1955) mokési pas

Ingvarg Lidholma ir Gunnara Buchta, taip pat vienerius metus -

Paryziuje studijavo ‘pas lannj Xenakj.. Svarbiausioji
Sandbergo kirybos dalis - Svelnia dinamika pasizyminti
kameriné muzika.

Fem Rum (2002) liutnei.ir viola da gamba

"Fem Rum” ("Penki kambariai") sukurtas vargonams, taciau
gali bati atliktas ir kitais instrumentais. Liutnei ir. vicla da
gamba 8ig pjese . aranZavo Peteris Soderbergas. Karinj
sudaro penkios ‘labai pana8ios dalys, kurias vienija ta pati
diatoniné medZiaga. Kitaip tariant, tai kirinys apie penkis
skirtingus. vieno kambario aspektus - pilniausig vaizda
atskleidzia trecioji-dalis.

Lars Sandberg
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musicians in the field. He has also participated in several
broadcasts and record productions.

When ALDO CLEMENTI's (b. 1925) music is performed on
Renaissance instruments an important side of his aesthetic
is revealed: namely, his relationship to the Western tradition
in the widest sense. In Clementi's view, our culture is now in
a final phase and has nothing new to add. "It has been my
conviction for many years that Music and the Arts must quite
simply accept the humble task of describing its own end, or
rather its own extinction.” With Clementi this idea finds musi-
cal expression enacted within a strictly regulated framework,
and which often undergoes a process of extinction. Frag-
mentary echoes of the past emerge out of a dense
polyphonous web. Clementi's music has strong links with
the earlier traditions of Western music, both with regard to
compositional technique - witness his practically exclusive
use of old canonical forms - and his predilection for using

" early musical quotations as building blocks in his pieces.

Aria (2001) for soprano, viola da gamba and lute

"Aria", commissioned by Rikskonserter (The Swedish Con-
cert Institute), has its origins in a song for lute by John
Dowland. Characteristically, Clementi has scored each part
in a separate key to produce an overall chromatic effect, where

_the performers appear to occupy separate worlds.

Clementi has re-arranged the text to form two parallel layers
that alternate throughout the work. The composer's main in-
terest is in the purely phonetic properties of the text; here,
isolated syllables merge to make new word formations. A
semantic context is glimpsed only fleetingly - as is also the
original musical context - like brief reminiscences of
Dowland's far-distant tonal art.

Love stood amaz'd at sweet Beauty's pain:

Love would have said that all was but vain,
And Gods but half divine.

But when Love saw that Beauty would die:

He all aghast, to the heav'ns did cry,

'O gods, what wrong is mine.'

The Swedish composer LARS SANDBERG (b. 1955) received
a musical training with Ingvar Lidholm and Gunnar Bucht,
and also studied for one year under lannis Xenakis in Paris.
For the most part he has devoted himself to the composition
of chamber music with soft dynamic sound levels.

Fem rum (2002) for lute and viola da gamba

'Fem rum’ (Five Rooms) was originally composed for the
organ but can also be performed on other instruments - here
the piece is played in a version for lute and viola da gamba,
arranged by Peter Séderberg. This work consists of five very
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VYTAUTO LAURUSO (g. 1930) kiirybos kelyje galima isskirti
tris’ laikotarpius.  Pirmasis -. . 1956-1969 metai. Tai
savaranki$kos. kiirybos pradZia, sekant jprastine to meto
velyvojo romantizmo tradicija.- Antrasis: laikotarpis prasideda
"Nakties balsais” (1969) ir galutinai isitvirtina kartu su; So-
nata smuikui solo (1977). Siam etapui, kuris’ tesési keletg
desimtmediy, badingas naujesniy muzikos techniky -
dodekafonijos, aleatorikos, sonoristikos - panaudojimas.
Treciasis laikotarpis pradeda ry3kéti paskutinigjame XX a.
deSimtmetyje. Tai tarsi dvieju pirmujy sinteze, nauju aspektu
pazvelgus. | muzikos: tradicija. Tadiau- vienas bruoZas sieja
visy: kiirybos: periody kirinius - ekspresija, emocionalumas;
kontrastai. Ry&kds, kontrastingi’ kompozitoriaus kuriami
muzikiniai pasauliai: neretai tampa gana teatraliski,  atrodo
susije su konkreciais vaizdais bei i§gyvenimais.

Trys paveiksiéliai (2002) balsui; violai da gamba ir teorbai

15 JAV gyvenanéio poeto Johno Graceno Browno gaves dovany.
knyga sujo enlemls i8 gausybés trumpy eiléradéiy, issirinkau
tris:

Dievas

AS islieku

[r amzinai esu
Tas; kas esu:

Naktis

Naktis tamsi

| ir tolumoje

matau
liauni: medziai
siautéja ir siautéja

b - véjuje.

Saulé

 Kartg as pagavau

auksine saule

| irlaikiau ja

_ Shoenberga (1934).

savo: rankoje.
Vytautas Laurusas .-

JOHN CAGE (gimé 1912 m. Los AndZele; miré 1992'm:
Niujorke) mokési pas Henry Cowellg (1933 - 1934} ir Arnolda,
Jo  pirmieji ‘publikuoti kdriniai;
sukomponuoti-pagal savo paties sukurtg grieztg atonalig
sistema, buvo paradyti batent tuo laikotarpiu.

| 1937 m. jis- jsidarbino Sokiy akompaniatoriumi Sletle 1938

m. jkdré musSamujy orkestra. Tuometinei- Cage'o muzikai

bidingi prisodrinti: ostinatiniai epizodai ("First Construction

19

similar movements, in which the same diatonic material is
variously highlighted. Or, possibly, it is about five different
aspects of a single room; where the third movement pro-
vides the most complete view.

Lars Sandberg

The creative career of VYTAUTAS LAURUSAS (b. 1930) could
be divided into three periods. The first period stretches from
1956 to 1969. Works of this period are written in a traditional
late romanticist style. The second period begins with the
Voices of the Night (1989) and fully forms in the Sonata for
violin solo (1977). This period spans over several decades
and is characterized by the use of newer compositional tech-
niques - dodecaphony, aleatoric, sonoristic composition. The
third period become distinctive during the last decade of the
20th century. This period synthesizes the first two styles. Here
the composer views the musical tradition from a new angle.
However, what unite all three creative periods - it is the ex-
pressiveness, emotional intensity, and contrasts of his mu-
sic. Contrasting musical worlds in the works of the com-
poser are marked with some theatrical gestures, are often
closely related to specific images and experiences.

Three Images (2002) for voice, viola da gamba and theorbo

Having received a book of poetry as a present from the au-
thor, the American poet John Gracen Brown, | chose three
poems from the many short ones:

God

I remain

And am forever
What | am.

Night

The night is dark
and in the distance
| see the

slender trees

rage and rage

-within the wind.

Sun

Once | caught
the golden sun
and held it

in my hand.

Vytautas Lauru$as
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,(ln Metal)" 1939) Cia jis pradejo naudotl ir elektronlmus
‘jrenginius, kaip, pavyzdziui, kintamo grei¢io patefono diskus
("lmagmary Landscape Nr. 1% 1939) o taip pat rsrado
"preparuotg for’tepuon

. Nuo 1939-ujy Cage'as kare muznka_ bevelk vien tlk
- preparuotam fortepuonun ir musamtuq ansambliui - Sokiy
- kompanijoms, o daugiausia Merce'ui Cunninghamui. Siam
laikotarpiui taip pat priklauso pagrindiniai koncertiniai veikalai,
para$yti naujajam instrumentui: "A Book of Music" (1944) ir
"Three Dances" (1945) dviems bei Sonatos ll' Interhudal
(1948) vienam preparuotam fortepijonui.

Tuo metu Cage'as susidomeéjo Rytu, o ypac dzenbudizmo

filosofija, kurios jtakoje sureik8mino atsitiktinuma muzikoje:

Siekdamas visiSkai atSIsakytx veikimo pagal savo norg ar
nenora, jis métydavo moneta, tuo nulemdamas muzikos eigq
("Music of Changes" fortepijonui, 1951), rase karinius dvylikai
radijo aparaty ("lmaginary Landscape Nr. 4%, 1951) ir jdiegé

naujas komponavimo technikas. Jo karinyje 4'33" (1952) ,

skamba ' tik aplinkos, kurioje §is karinys atliekamas, garsai,
o Koncertas fortepijonui su orkestru (1958) yra tarsi
“neapibrezty notacuq enciklopedija.

Kiti darbai rodo-vis didéjantj jo susidoméjima mUZlkOS
atlikimo procesu kaip spektakliu ("Water Music’ pianistut ir
‘jvairiems  nestandartiniams jrenginiams, 1952) bei
elektronika ("Imaginary Landscape Nr. 5" bet kaip

sumaiSytiems jraSams, 1952; "Cariridge Music" nedideliam

garsui; sustiprintam gyvo atlikimo ‘metu, 1960). Siuos
eksperimentus vainikavo jvairis didelio masto renginiai,
surezisuoti taip, kad tapty atsitiktinumy Sventémis
("HPSCHD! klavesinams, magnetofono juostoms. ir pan.,

1969). Pastaroji Cage'o karybinio palikimo dalis yra jvairi,
iskaitant ir neapibréztus darbus, ir pilnai uzZrasyta, nors

©glausta, muzikine medZiaga, o taip pat kdrinius natdraliems

garsy $altiniams (augalams, kriauklems).
Dream (1948) liutnei ir violai da gamba

ParaSytas fortepijonui, §| kartg: Sis kirinys skamba: Peterio
Séderbergo transkripcijoje liutnei ir violai da gamba (kuri savo
ruoztu yra transkripcijos . liutnei solo praplésta versija). Cia
viola: da gamba parySkina liutnés ilgas melodines. linijas,
antra vertus, beveik nejudantis violos pedalas kuria
sustojusio: laiko: jsplidj. Nors abi Sios partijos juda
sinchroniSkal- ir daznai susijungia | unisona, i$ tiesy jos yra
- visiSkai savarankiSkos ir netgi-prieSingos viena kitai'- violos
intarpai nenutriikstamose: liutnes melodinése linijose tarsi
sustabdo’ laikg.

Tai’gana netipiskas: Cage'ui klrinys. Nuo-aleatorinés
muzikos, kuria Cage'as susidomés. keleriais: metais véliau,

"Dream"- skiriasi nenutrikstamomis melodinémis linijomis

ir grieztai apibrézta garsy auksciy sistema.
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’ JOHN CAGE (born in Los Angeles, 1912; died in New York,

1992) studied with Henry Cowell in New York (1933-4) and
Arnold Schoenberg in Los Angeles (1934): his first published
compositions, in a rigorous atonal system of his own, ‘date
from this period. In 1937 he moved to Seattle to work as a
dance accompanist, and there in 1938 he founded a percus-
sion -orchestra; his music now concerned with filling ‘units of
time with ostinatos ("First Construction (in Metal)", 1939). He
also began to use electronic devices (variable-speed turnta-
bles in "Imaginary Landscape No.1", 1939) and invented the
'prepared piano', placing diverse objects between the strings
of a grand piano in order fo create an effective percussion
orchestra under the conirol of two hands. He moved {o San
Francisco in 1939, to Chicago in 1941 and back to New York
in 1942, all the time writing music for dance companies (no-
tably for Merce Cunningham), nearly always for prepared pi-
ano or percussion ensemble. There were also major con-

.cert works for the new instrument: "A Book of Music" (1944)

and "Three Dances" (1945) for two prepared planos and the
Sonatas and Interludes (1948) for one.

During this period Cage became interested in Eastern phi-
losophies, especially in Zen, from which he gained a treas-
uring of non-intention. Working to remove creative choice from
composition, he used coin tosses {o determine events ("Mu-
sic of Changes" for piano, 1951), wrote for 12 radios ("Imagi-
nary Landscape No.4", also 1951) and introduced other in-

.determinate techniques. His 4'33" (1952) has no sound

added to that of the environment in which it is performed; the
Concert for Piano and Orchestra (1958) is an encyclopedia
of indeterminate notations. Yet other works show his grow-
ing interest in the theatre of musical performance ("Water
Music", 1952, for pianist with a variety of non-standard equip-
ment) and in electronics ("Imaginary Landscape No.5" for
randomly mixed recordings, 1952; "Cartridge Music" for small
sounds amplified in live performance, 1960), culminating in
various large-scale events staged as jamborees of haphaz-
ardness ("HPSCHD" for harpsichords, tapes etc, 1969). The
later output.is various, including indeterminate works, others
fully notated within a very limited range of material, and pieces
for natural resources (plants, shells).

Dream (1948), for lute and viola da gamba

Cage wrote this piece for piano: here it is performed in a
version for lute and viola da gamba by Peter Séderberg. The
arrangement is in fact an augmented version of a transcrip-
tion for lute solo, where the added viola da gamba part ac-
centuates the long lines and atemporal character of the piece,
creating an almost stationary pedal under the melody. Al-
though the two parts are synchronised and often appear to
be in complete unison, they are in fact opposed and sepa-
rate: while the melodic lines of the lute flow constantly, the
viola's interpolations between the melodic phrasing, bring
time itself to a standstill.
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: sklandanéias soprano melodijas.
jauciamas it "Oltra mar” chorui ir orkestrui bei jos pirmoje :
" operoje "L'amour de loin" - abiejuose kariniuose kompozntore

Ritming kdrinio struktrg inspiravo Merce'o Cunninghamo
Sokio kompozicija: Siame karinyje taip pat jau galima jzvelgti
ankstyvas dzenbudizmo ir indy filosofijos, persmelkusios
vélesne. Cage'o kiiryba; apraiskas.

j Peter Séderberg

SUO]TIIL[ kompozftore KAlJA SAARIAHO (g. 1952) nuo 1982
m. gyvena ir dirba ParyZiuje. Saariaho muzikos Saknys -
postserializme, tatiau kompozitoré prisipazjsta, jog javargma
daugybé serializmo apribojimu. "Negali: buti jautiamas
pulsas, nevalia naudoti tonaciSkai: orientuoty harmonqu ar
melodijy. Neroriu, kad mano muzika gimty. i§ neigimo.
Svarbiausia - geras skoms tuomet viskas yra leistina”, - sako
kompozitoré.

Savo kiriniuose Saariaho naudoja elektromkos priemones,
kompiuterio transformuo;amus skambesius. Ne vienas
kritikas yra apibldings jos muzikg: kaip altg Zvaigzdeto

- Siaurés dangaus grozj. 5j Lspud[ dar labiau sustiprina kariniy -

pavadinimai: "Lichtbogen" inspiravo Laplandijos $iaurés
pasvaisté, o "lo” yra vienas i§ Jupiterio ménuliu;

Vis daugiau: démesio kompozitoré skiria ‘tradiciniam
simfoniniam orkestrui, jos kiriniai tampa labiau ekstravertiski
ir dramatiski. Sios tendencijos pastebimos kiriniuose-
dvyniuose *Du cristal’ ir "...a la fumée" bei pliuralistiniame
koncerte smuikui "Gralio teatras”; parasytame 1995 m. BBC

Proms uzsakymu. Kilrinj pirmg kartg atliko smuikininkas
- Gidonas Kremeris, dirigavo Esa-Pekka Salonenas:. :

Naujuy spalvy Saariaho muzikai suteikia sopranas Dawn

. Upshaw. Prie3 keletg metL[ ji-pirmg karta atliko "Lohn" ir

dalyvavo "Chateau de 'Ame’ premjeroje Zalcburgo festivalyje.
Pastarasis kurinys sopranui, motery chorui ir. orkestrui yra
turbat "prieinamiausias! Saariaho karyboje: &iltas orkestro
skambéjimas paryskina suvaldytas, bet ekstatiskai
‘ Panasus braizas

naudoja tg. pacig harmoning medZIaga_

. "Komercija siaubingai slegia, ir, galimas daiktas, kad tokia

kaip mano muzika po dvide$imties mety i$nyks. Tagiau
negalima pasiduoti. Turiu ieSkoti ir atrasti, kas yra hauja, kas
yra mano Tlesmg esu balta varna’; - sako Kaija Saariaho.

Vesa S/ren

. Lonh sopranui ir elektronikai (1996)

Karinio pavadlnlmas "Lonh", reiskiantis "toli" arba "tolimas”,
yra kiles i§ senosios provansaly kalbos, kur!a damuo;amas
tekstas. Eilérascio tekstas apie meile per atstuma; Zinomas

fk . tarp. viduramziy. poezijos tyrinetoju, priskiriamas: viduramziy
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This work is hardly typical of Cage. Its more or less continu-
ous melodic lines and rigorously limited pitch structure set it
far apart from the music characterised by chance operations
and a preoccupation with individual sounds whici:-Cage was
to devote himself to a few years later.

The rhythmic structure of the music derives from a dance
piece by Merce Cunningham. It can also be seen as an early
manifestation of the influence of Cage's study of Zen Bud-
dhism and Indian philosophy which was to become so per-
vasive in his later work.

Peter Séderberg

The Finnish composer KAIJA SAARIAHO (b: 1952) has lived
and worked in Paris since 1982. Saariaho's music grows
from the Post-Serialist tradition, but she became fed up with
the number of things that it prohibited. "You were not allowed
to have pulse; or tonally oriented harmonies, or melodies. |
don't want to write music through negations. Everything is
permissible as long as it's done in good taste," she says.
Saariaho is known for her works involving electronics, with
computer-analyzed sonorities shifting imperceptibly into.new. -
ones. Critics have described her works as embodying the
cold beauty of the northern starry sky, and this image is rein-
forced by the titles of her compositions: the idea for
"Lichtbogen" came from the Northern Lights in Lapland, and
"lo" is one of the moons of Jupiter.

Increasingly, Saariaho is writing for the traditional symphony
orchestra, and her music has become more extrovert and
dramatic: Thesg new elements are present in the twin works
"Du cristal” and "...a la fumée" and in the pluralist violin con-
certo "Graal theatre"; commissioned by the BBC for the Proms
in 1995. The soloist at the premiere was Gidon Kremer, with
Esa-Pekka Salonen conducting.

A fascinating new addition to Saariaho's palette comes from
soprano Dawn Upshaw. She premiered "Lonh™ and also took
part.in the premiere of "Chateau de I'ame" at the Salzburg
Festival some years ago. "Chateau de I'ame" for soprano,
women's choir and orchestra is Saariaho at perhaps her
most approachable: the warm sonority of the orchestra un-
derpins the soprario's controlled yet ecstatic soaring melo-
dies.

She has continued in this vein in "Oltra mar" for choir and
orchestra, and in her first opera "L'amour de loin", both of
which use the same harmonic material:

"Commercialism generates huge pressures, and lt is possi-
ble that my genre of music will die out in twenty years. But
one cannot just give in. | must seek what's new and what's
mine. I'm a square peg that won't fit into a round. hole,” the
composer says.

Vesa Sirén
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trubadiirui Jaufré Rudeliui. Formos pozidriu, kairinys bendrais
bruozais atkartoja eiléra&Cio formg ir dél to susideda i$
devyniy padaly. Soprano partijoje esama simetriSkumo ir
pasikartojimu; nes joje originalus ‘tekstas naudojamas gana
‘laisvai-1ailyg koliaZas, pagristas Rudelio daina: Elektronikos
partijoje. tekstas girdimas. trimis kalbomis: oksitaniskgja
(provansaly), pranctzy ir angly. Tekstg oksitaniskaja kalba

skaito poetas Jacques'as Roubaud ir jauna pranctzaité Julie

Parsillé: Prancizi$kg teksto versijg skaito Jeanas-
Baptiste'as Barriere'as, o angliskg - Dawn Upshaw, kurios
jrasytas dainavimas taip_pat yra viena sudedamujy garsinés

medZiagos daliy. Visa vokaliné medziaga ir kai kurie -

konkretieji garsai, -pavyzdziui, pauksciy giedojimas, véjo ar
lietaus garsal, buvo. apdoroti jvairiomis IRCAM'e sukurtomis
garso.fransformavimo programomis: rezonansiniais_filtrais
(programa "Chant"), kryzmine sinteze, fazinio. vokoderio
pagalba iSkreipiant savo: pacios balsa (programa
"AudioSculpt"):ir t.t. Po.pradinio miksavimo "ProTools"
programomis; visa: §i garsiné medZiaga buvo. suprojektuota
| virtualig akustine trimate erdve ("lrcam Music Workstation”
programa "Spatialisateur"). Elektronikos partija buvo
igyvendinta IRCAM'e, talkininkaujant Gilbert'ui Nouno. ir
vadovaujant Jeanui-Baptiste'ui Barriere'ui. -

Lonh" buvo sukurtas festivalio "Wien Modern" uzsakymu, jo
premjerg 1996 metais. atliko dainininké Dawn Upshaw. 2000
m. $is karinys pelné Siaurés 3aliy tarybos premija, o véliau
tapo naujos operos "L'amour de Loin" {1999-2000), pirmakart
- atliktos Zalcburgo festivalyje 2001:m. vasarg, prologu:

Kaija Saariaho

~ERIK MIKAEL KARLSSON (g: 1967) studijavo kompozicija ir

. ‘elektronine muzika Stokholmo. Elektroninés muzikos
studijoje. Veéliau-dirbo-"Groupe de Musique ‘Expérimentale
de Bourges", DIEM Orhuse (Danijoje), GRM Paryziuje, "La
Muse-en Circuit” Alfortvilyje ir Danijos radijuje Kopenhagoje.
Dabar.gyvena.ir dirba Malmeéje.

Some Miniatures with Sorrow (2002) liutnei solo

Turbat tureciau kalbeti apie ‘Seselius ‘ir intymius Zenklus - tai
geriausiai apibidinty §j kdrinj. Gaidose uzfiksuotas tik
Snabzdesys, tik neZymios uZuominos muzikos, kuri gimsta
Gia pat scenoje. Nerasdami gaidose tradicinés notacijos,
daugelis turbat mano, kad tai provokacija. Tagiau man buvo
gyvybiskaisvarbu pagaliauisiverzti i§ "fiksuotos" medZiagos
principo, kurj taip -ilgai naudojau 'savo elektroakustinéje
muzikoje. Mano kolega prancizas: Michelis  Chionas vadina
elekiroakustine muzikg "musique fixe". Tai-mane ir pastimeéjo
atsisakyti tikslios tradicinés notacijos. :Noriu suteikti: atlikejui
laisve interpretuoti kirinj paslankiai .ir plasti$kai. Pasidlau
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“Lonh for soprano and electronics (1996)

The title "Lonh", meaning far away or distant, comes from the
old Provencal language, in which the text is sung. The text
itself, a poem about love from afar, famous among scholars
of mediaeval poetry, is attributed to the mediaeval trouba-
dour Jaufré Rudel. Formally, the piece loosely follows the
form of the poem, and is thus divided into nine sections.
Some of the symmetrical and repeating aspects are found in
the solo soprano part, which as such uses rather freely the
elements for the original text, so that the resulting textis rather
a collage based on Rudel's song. In the electronic part, one
can hear the text in three languages: Occitan (Provencal),
French and English. The texts in Occitan were read by the
poet Jacques Roubaud and also by Julie Parsillé, a young
French girl. The French version was read by Jean-Baptiste
Barriere, and the English text by Dawn Upshaw, whose re-
corded singing voice is also part of the sonic material heard

. from the electronic part. This vocal material, as well as some

concrete sounds. of for example birds, wind and rain, were
processed with a large variety of Ircam transformation pro-
grams, such as resonant filters (Chant programme), cross-
synthesis and me streching with the phase-vocoder
(AudioSculpt Programme), etc. After a preliminary mixing with
ProTools, the sound materials were projected into a virtual
acoustic, 'moved through a three-dimensional space
(Spatialisateur programme on the Ircam Music Workstation).

- The work for the electronic part has been realised in Ircam

with -assistance of Gilbert Nouno, and with the help and su-
pervision of Jean-Baptiste Barriére.

"Lonh" was commissioned by the Festival Wien Modern and
was first performed by Dawn Upshaw in 1996. It was awarded
the Nordic Council prize, 2000, and now also constitutes the
prologue to the opera 'L'amour de Loin' (1999-2000), which
was first performed in Salzburg in summer, 2001.

Kaija Saariaho

ERIK MIKAEL KARLSSON (b. 1967) studied composition and
electronic music at EMS in Stockholm in the mid-1980s. He
has subsequently worked at various places, including
"Groupe de Musique Expérimentale de Bourges", DIEM in
Arhus (Denmark), GRM in Paris, La Muse en Circuit in
Alfortville, and Radio Denmark in Copenhagen. He lives and
works in Malmo.

Some Miniatures with Sorrow (2002) for lute solo

Perhaps | should begin by speaking about shadows,'or inti-

.mations. For that is precisely how this music can best be

described. The score conveys a faint whisper, a hint of music

» that formulates itself in the present, in the vibrating moment

of performance. The fact that the piece lacks conventional
notation may well strike many people today as provocative,
reactionary even, but for me, personally, it was a necessity: to
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muzikos idejg; o tada liutnininkas, remdamasis ' savo patirtimi
ir jgdZiais, kiekviename koncerte sukuria nauja; vis kitaip
skambangig karinio versija.-"Some Miniatures with Sorrow" -
tai mano 2vilgsnis vidun, kur gimsta blankus muzikos Sesélis.
"Lindesio uZzuominos belaukiant” - kaip taikliai sako rasytojas
Fernando. Pessoa. ~

Kirinys dedikuotas Peteriui Séderbergui.

Erik Mikael Karlsson

FRANCESCO BOSCHETTO (g. 1970) daugiausia kuria
elektroakustine ir kamerine muzika, taip pat muzika: teatrui,
filmams. ir'Sokiui. Jis studijavo: Milane, Bostone, Paryziuje ir
Elektroninés muzikos' studijoje Stokholme. Nuo 1992 mety
gyvena. Stokholme.

Terra Nera (1997-1998) sopranui; liutnei, violai da gamba ir
fonogramai : ‘

Siame karinyje Boschetto kur kas labiau remiasi intuicija negu
ankstesniuose savo darbuose. Kompozitorius teigia, kad jj
inspiravo atviras ieskojimams Luigi Nono kirybinis metodas.
"Terra Nera" parasyta Osipo: Mandel§tamo atminimui.

Poemoje "Juodoji zeme", sukurtoje Sibiro tremtyje, poetas

kalba apie vienatve ir degradacijg. Nepaisant italiSko karinio
pavadinimo, kompozitorius panaudojo- originaly rusiska
teksta. o ;
Intymiai baroko instrumentuotei nebudingo dramatisko
dinamizmo Siam kariniui- suteikia' fonogramos partija;
paremta daugiausia transformuotais instrumenty garsais:
Karinyje yra 61 tempo. pasikeitimas = tiek, kiek
mikrosekvenciju fonogramoije. ~
Rikskonserter uzsakymu parasytg "Terra Nera” pirma karta
1999 m. atliko Kairos Ensemble naujosios muzikos ir
intermedijos draugijoje "Fylkingen": Stokhoime.
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break with the "fixed" material that | have been working with
for so long, in the field of electro-acoustic music. My French
colleague, Michel Chion, refers to electro-acoustic music as
a "musique fixe". Which is why | have deliberately refrained
from using an exact, conventional notation. | want to give the
lutist the freedom to render the piece "plastic" or "diffuse”. |
only suggest the music, and the lutenist will then draw on his
experience and skill to shape it into a uniquely sounding
piece of music at each performance. In "Some Miniatures
with Sorrow" | have turned my attention within and allowed a
faint shadow of music to speak. "An intimation of sorrow, in
anticipation”, as Fernando Pessoa (the writer) so aptly puts
it. .

The piece is dedicated to Peter Séderberg.

Erik Mikael Karlsson

FRANCESCO BOSCHETTO (b. 1970) composes mainly
electro-acoustic work and chamber music, as well as music
for dance, film and theatre. He studied music in Milan, Bos-
ton, Paris and later at EMS (Electronic Music Studio) in Stock-
holm, in which city he has resided since 1992.

Terra Nera (1997-1998) for soprano, lute, viola da gamba
and tape

In "Terra Nera', Boschetto employs a more intuitive working
method than previously; he refers to Luigi Nono's open and
searching musical approach as an important source of in-
spiration. The work is homage to Osip Mandelstam. The
poem, 'Black Earth', was written during Mandelstam's fateful
banishment to Siberia during the Stalin era, and bears wit-
ness to the poet's isolation and degradation in his enforced
exile. Despite the ltalian title of the piece, it is the original
Russian text that Boschetto has chosen to set to music.

In "Terra Nera' we encounter a dramatic dynamism, not nor-
mally associated with the quiet intimacy of Baroque instru-
ments. Here, a contributory factor is the tape part, based
mainly as it is on the processing of instrumental sounds. No
less than 61 changes of tempo appear in the score, corre-
sponding to the number of micro sequences on the tape.
"Terra Nera' was ¢ommissioned by Rikskonserter and per-
formed for the first time by the Kairos Ensemble at the
'Fylkingen' society for new music and intermedia in Stock-
holm, 1999. i
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Anthony de Mare'o pasirodyma remia Tarptautinilj festivaliy
ir parody. fondas JAV: menininkams, Nacionalinis meno
rémimo fondas, JAV valstybés departamentas, "Pew Chari-
table: Trusts", Rockefellerio fondas ir Doris Duke labdaros
fondas,- administruojami: "Arts. International”;

"Koncertinio teatro” fortepijonui pradininkas ANTHONY DE
MARE'as atkakliai stengiasi keisti Koncertinés ‘aplinkos
sampratg: be paliovos kintanciame ‘nlidienos meno
pasaulyje. Aktoriaus: iSsilavinima: gijes pianistas garséja

pagrindu, iSradingose programose. jungdamas kalbinius
intarpus: su: meistriSku muzikos: atlikimu. ir. emociskai. bei
semantiSkai - susijusiais, . specialiai- jam -sukurtais
multimedijos: darbais ir. videoprojekcijomis. Mokédamas
aistringai ir kartu aikiai pasakoti apie Siuolaikine muzika,
Sis itin dinamiSkas: atlikéjas prie§ koncertus daznai mégsta
nuodugniau supazindinti publika su skambésianéia muzika.
Po pasirodymuy su Meredith-Monk ir “The House", de Mare'as
i savo repertuarg pradéjo jtraukti keleta meno.gaky
sintezuojandias kompozicijas.: 2001 m. jis sukiré
teatralizuotyg recitalj "Playin' My Self", su dideliu. pasisekimu
rodyta "HERE Arts Center" Niujorke.

Platy pianisto:reperiuarg, aprépiantj tradicine, moderniaja

kiriniai, specialiai ‘jam raSomi tokiy kompozitoriy kaip
Meredith Monk, Fredericas Rzewskis, Chesteris Biscardi;
Johnas Zornas; Davidas Langas, Donaldas Martino, Johnas
Rea, Michaelas Gordonas, Christianas Wolffas, Paulas
Moravecas, Rodney Sharmanas ir kiti. Tarp naujausiy jo
- jrady. yra kompaktiné plokstelé "Pianos and Voices" (KOCH

kariniai, Frederico Rzewskio kariniy plokstelé "Frederic

beiJoaquino Nino kiriniy plokstelé "Oblivion”. (KOCH Inter=
national), jrasyta drauge su violoncelininke Maya Beiser:
2000 metais CRI iSleido kritiku puikiai jvertinta solinj Anthony
de Mare'o albuma "Wizards and Wildmen", kuriame jragyti
Charleso lveso, Henry'io Cowello. ir- Lou Harrisono kdriniai
fortepijonui. -+ , g

Anthony de Mare'as yra: koncertaves su: San Francisko
simfoniniu; Bafalo filharmonijos, Nid Hemp§yro simfoniniu;,
Deitono, Mineapolio ir Karakaso orkestrais, o taip pat su
Niujorko maZgja orkestro draugija.. 2001 mety sezong
Anthony de Mare'as buvo kviestinis Meksiko miesto
filnarmonijos orkestro solistas, atlikes Bélos Bartdko

savo i§skirtiniu: sugebéjimu kurti teatrg muzikos kariniy

ir:teatro. muzika, nuolat papildo premjeros; jrasai ir nauji -

International), kurioje jrasyti Johno Cage'o ir Meredith Monk

Rzewski/Anthony de:Mare" (0.0. Discs) ir Astoro Piazzollos -
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Participation of Anthony de Mare has been made possible
in part through support from The Fund for U.S. Artists at
International Festivals and Exhibitions, a public-private part-
nership of the National Endowment for the Arts, the U.S.
Department of State, the Pew Charitable Trusts, and The
Rockefeller Foundation, with additional support from the
Doris Duke Charitable Foundation, and administered by
Arts International.

A pioneer in "concert theater" for the piano, ANTHONY DE
MARE continues to redefine the concert experience in to-
day's ever-changing artistic world. As a trained actor, his
extraordinary ability to create theatrical worlds out of musi-
cal works has become his signature - integrating spoken
word with masterful playing and imaginative programming
while infusing emotion and meaning into the numerous
text-based multi-media and video works created for him.
Known also for his unique ability to speak about contempo- -
rary music with passion and clarity, this'dynamic performer
brings the audience closer to the music before they hear it.
Having performed with Meredith Monk/The House, he con-
tinues to incorporate interdisciplinary works into his'reper-
toire. In 2001, he " created a fully-staged evening entitled
"Playin’ My Self" which: premiered. to’ critical acclaim in a
sold-out run at HERE Arts Center in New York.

With an expansive repertoire ranging from traditional to mod-
ern to theatrical, he has premiered, recorded and had works
written for him by such noted composers as Meredith Monk,
Frederic. Rzewski, Chester Biscardi, John Zorn, Jerome
Kitzke, Aaron-Jay Kernis, David Lang, Donald Martino, John
Rea, Bernadette Speach, Randall Woolf,- Michael Gordon,
Christian Wolff; Paul Moravec and Rodney Sharman; among
others.:: His recent recordings include "Pianos and Voices"”
(works by John Cage and Meredith Monk - KOCH Interna-
tional) and "Frederic Rzewski/Anthony de Mare" (O.0O. Discs),
and "Oblivion"™ (KOCH ' International), featuring music by
Astor Piazzolla and Joaquin Nin with cellist Maya Beiser.
His ‘solo recording of works by Charles lves; Henry Cowell
and Lou Harrisonentitled. "Wizards and Wildmen" was re-
leased in 2000 on CRI ar critical acclaim. Other recordings
appear on CRI, Mode, Wergo, Gasparo, Xl and Centaur.
As.concerto soloist, Anthony. de Mare has performed with
the San Francisco Symphony, Buffalo: Philharmonic, New
Hampshire Symphony, orchestras in Dayton, Minneapolis
and Caracas and with the Little Orchestra Society of New
York.: He was guest soloist with the Mexico City Phithar-



_Koncertg fortepijonui Nr.1; diriguojant Jorge Mesteriui. Tais

pat metais jis buvo kvieciamas atlikti retai skambantj Henry'io
Cowello:Koncertg fortepijonui-su Eseno filharmonijos
orkestru 1SCM pasaulinése muzikos dienose. .
Anthony de Mare'as yra pelhes:pirmajj ir. publikos prizus
Tarptautiniame . Gaudeamus: atlikejy
Nyderlanduose ir Tarptautiniame Siuolaikines muzikos
fortepijonui konkurse: Prancihzijoje. Jis buvo dukart
nominuotas. Amerikos -géjy. ir lesbiediuy -muzikos
apdovanojimui (GLAMA) uz savo solinius pasirodymus. Siuo
metu desto fortepijong.Manheteno muzikos: mokykloje ir
Sarah'os. Lawrence koledze Niujorke.

Gimusi Vidurio ‘Vakaruose ir jgijusi iSsilavinimg Ryty
pakraniéje, ANNEY BONEY: (video) kurj laika gyveno medyje
surestame name Kauai saloje: (Havajai), o veliau persikele

i Niujorka, kur jau 27 metus garséja kaip multimedijos

menininke.
-8-0.deSimtmecio pabaigoje jos ekperimentiniai filmai buvo

rodomi ‘ir. Niujorko kiubuose, ir kur kas oficialesnése

institucijose, tokiose kaip Fordo fondas ar Bruklino
muziejus: 9-ajame desdimtmetyje ji pradéjo dirbti "Bomb
Magazine", véliau fapojo menu redaktore. 1992 m. ji buvo
~'viena i5-menininkams skirtos kabelinés televizijos laidos
"Antenna TV" kadréju. Bendradarbiaudama su "Kitchen®
galerijos ‘muzikos kuratoriumi Benu Neillu, sukdré
videofilma "Moon Charms”, kuris:Hjustono festivalyje buvo
pripaZintas geriausiu eksperimentiniu trumpametraZiu filmu;
0:1997 m. tapo vienu iS. penkiy filmy, transliuoty internetu
"Time Warners, Inc." organizuotame Pirmajame internetiniy
filmy festivalyje. Tais pat metais jos DVD formato filmas
"Suspended Frequences" buvo rodomas kaip speciali
vaizdo instaliacija Lincolno centro videofilmy festivalyje. Kaip
kviestine vidzéjé (VdJ - live video mixing) ji daZznai dalyvauja
"David Linton's Unity Gain" renginiuose su videomenininkais
Bento Bainbridge'u, Jeremy Bersteinu ir Kurtu Ralske.

Nuo 2000 m. Anney Boney désto videomena Niujorko

valstybiniame universitete,  Purchase koledZo meno ir::

dizaino skyriuje.

Rezisierius, radytojas .ir kompozitorius SAL TRAPANI yra
demonstraves savo kdrybg jvairiuose tarptautiniuose
renginiuose. Niujorke jo darbai buvo rodomi "Minetta Lane"
("Raft of the Medusa"), "Circle Rep", "La Mama", "The Lucille
Lortel”; "The Wesiside Arts"; "52nd St. Project”, "Playwrights
Horizons"; Lincolno centre, "Ensemble Studio Theatre”,

konkurse -
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monic Orchestra in a performance of Bartok's Concerto No.
1 under the baton of Jorge Mester and was invited to per-
form Henry Cowell's rarely heard Piano Concerto with the
Essen Philharmonic at the ISCM World Music Days.
Anthony de Mare received First Prize and Audience Prize at
the International Gaudeamus Interpreters Competition (The
Netherlands) and the International Competition of Contem-
porary Piano Music (France) as well as several major grants
from the National Endowement for the Arts. Anthony de Mare
has been nominated twice for the Gay and Lesbian Ameri-
can Music Award (GLAMA) in solo performance. He is cur-
rently on the faculty of Manhattan School of Music and Sarah
Lawrence College.

+ “Born in the Midwest and educated on the East Coast, ANNEY

BONEY (videos) lived in a tree house on Kauai before set-
tling down in New York as a multi-disciplinary/media artist
for the last 27 years.

Her experimental films (late '70s) played downtown (the
Mudd Club, Club 57, Global Village, the Orpheum) and at
more formal institutions (the Ford Foundation and the
Brooklyn Museum). She began working at Bomb Magazinein

" the '80s, eventually becoming a contributing arts editor. She

co-founded an artists' cable access show, Antenna TV, in
1992, then started co-curating performances at the Kitchen
(1995), serving as the Hybrid Performance/Video/Gallery
Curator and Media Director until July 1999. Her collabora-
tion with Kitchen Music Curator Ben Neill resulted in the
video, Moon Charms, commissioned by the Rio Cine Festi-
val. It went on to win the best experimental short in the Hou-
ston Festival, and was honored as one of five works
streamed for Time Warner, Inc.'s first Internet Film Festival
(1997). After screenings at the International Film Festival
Rotterdam, Moon Charmstoured Japan in the Image Fo-
rum Festival (summer 2001). Concurrently her DVD, Sus-
pended Frequencies, was featured ds a special event in-
stallation at Lincoln Center's Video Festival. Shaded Band-
widths, her video and interactive sound installation with Liz
Phillips, also premiered in June. She's a frequent guest VJ
(live video mixing) at David Linton's Unity Gain events with
video maestro Benton Bainbridge (also Jeremy Bernstein
and Kurt Ralske). She's been teaching video art in the Art &
Design Department at Purchase College, the State Univer-
sity of New York since 2000.
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"Intar”, "The Kaufmann", Airily meno centre, "St. Peter's", "The
John Drew”, "The Hudson Guild" ir-"Theatre Row". Jo
originalios muftimedia operos "Macbeth2000" ir "Antigone's
Last Dance” bei interaktyvus miuziklas vaikams "A Trip to
the Farm” buvo atlikti Niujorke ir Edinburgo festivalyje. Kiti jo
darbai buvo rodomi Viljamstauno teatro festivalyje,
Kalifornijos:jlankos regiono dramaturgy festivalyje;
Olandijos festivalyje ir "Powerhouse" festivalyje Los AndZele.
Piety Kalifornijos universitete Trapani yra jgijes meny
magistro laipsnj. Siuo metu jis désto teatro meng Vakary
Konektikuto valstybiniame universitete ir yra Teatro rezisieriy
ir choreografy draugijos narys.

MEREDITH MONK - kompozitoré, dainininke, choreografeé,
naujosios operos, miuzikly; filmy ir instaliacijy karéja bei
vadinamosios . "i§pléstinés vokalinés- technikos" ir
"tarpdisciplininio performanso” pradininkeé. Siekdama
atrasti naujus suvokimo bidus ir juos: susieti tarpusavyije,
Monk kuria tarp muzikos ir judesio; vaizdinio ir objekto;
Sviesos ir-garso balansuojanéius darbus, Jos novatori§kos
balso kaip instrumento ir kaip i8kalbingos raiskos
priemonegés studijos iSplecia muzikinés kirybos ribas, leidZia
kurti jausmus,: energijg ir prisiminimus, kuriems iSreikéti
nepakanka Zodziy, iSlaisvinancius® garsovaizdZius.

Travel Song (1981) - Paris (1972) - The Tale (1973)
Double Fiesta (1986)

Daugeliui Meredith Monk fortepijoniniy kariniy. bidinga
melodinés. raikos: jvairové natdraliai kyla i§ jos vokalinés
muzikos.. Nors' kompozitore: itin- kruops&diai. ir-riipestingai
gludina savo karinius;- klausytojams jie sukelia natiralaus

tekéjimo  ir. spontaniSkumo jspidj.. 1981 m. sukurtoje Y

operoje "Specimen Days: A Civil. War Opera" istoriniai ir
iSgalvoti personazai iSreiskia stiprias konflikto emocijas.
Monk joje vaidino tarptautine to meto ZvaigZzde - kompozitoriy
ir. pianista ‘Louisg Moreau: Gottschalkg, ‘gimusj Naujajame
Orleane, bet palaikiusj Siaurieciy puse. Nepaisydamas karo
pavojy, Gottschalkas be perstojo gastroliavo visg pirmaja.
XIX-amZiaus 7-ojo deSimtmecio puse. "Travel Song" i$ §ios
operos perteikia: nepaprastai spalvingg jo' atlikimo manierg
ir drauge véjavaikiSka pozidri | karo balsumus temdZiusius
jo_keliones po:visg Amerikg:

"Paris” buvo-sukurta po pirmos Monk vie&nagés Pranciizijos
sostingje; Si skaidri; santari.ir objektyvi pjese. i pradziy
skamba tarsi dedikacija pranclizy kompozitoriui Erikui Satie,
bet susierzinimo proverzis pjesés viduryje paki$a mintj, kad
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SAL TRAPANI (Director) has worked at many New York,
regional and international venues as a director, writer and
composer. In New York those include the Minetta Lane ("Raft
of the Medusa"), Circle Rep, L.a Mama, The Lucille Lortel,
The Westside Arts, 52nd St. Project, Playwrights Horizons,
Lincoln Center, Ensemble Studio Theatre, Intar, The
Kaufmann, Irish Arts Center, St. Peter's, The John Drew,
The Hudson Guild and those on Theatre Row. His original
multi-media operas "Macbeth 2000" and "Antigone's Last
Dance" and his intereactive children's musical "A Trip to the
Farm" were performed in New York and at the Edinburgh
Festival.. His work has also been seen at the Williamstown
Theatre Festival, the Bay Area Playwrights Festival, the Hol-
land Festival and the Powerhouse in Los Angeles. He holds
an MFA from the University of Southern California. Currently
a Professor of Theatre at Western Connecticut State Uni-
versity. He is a member of The Society of Stage Directors
and Choreographers.

MEREDITH MONK is a composer, singer, choreographer and
creator of new opera, musical theater works, films and in-
stallations. A pioneer in what is now called "extended vocal
technique" and "interdisciplinary performance”, Monk cre-
ates works that thrive at the intersection of music and move-
ment, image and object, light and sound, in an effort to dis-
cover and weave together new modes of perception. Her
ground-breaking exploration of the voice as an instrument,
as an eloquent language in and of itself, expands the
boundaries of musical composition, creating landscapes
of sound that unearth feelings, energies, and memories for
which we have no words.

Travel Song (1981) - Paris (1972) - The Tale (1973)
Double Fiesta (1986)

The richness of melodic invention that is so typical of many
of Meredith Monk's piano ‘'works seems to stem naturally
from her vocal work. Her pieces are crafted with infinite
care and attention to detail, yet the listener has an impres-
sion of something fluid and spontaneous. Her 1981 "Civil
War" opera Specimen Days evokes strong emotions of con-
flict through historical and fictional characters. Monk her-
self portrayed the internationally celebrated composer-pi-
anist Louis Moreau Gottschalk, who was born in New Orle-
ans but sympathized with the North. Despite the hostilities,
Gottschalk continued to tour ceaselessly during the early
1860's and Monk's "Travel Song" from this opera evokes




Satie paprastumas téra tik priedanga kazkokioms piktoms
iégoms; tykancioms ¢ia pat po ramybés pavirsiumi.

1973 m. sukurta Monk opera "Education of the. Girlchild"
seka moters gyvenimo keliu aigal - nuo jos senatveés ir
mirties iki ankstyviausios' vaikystés. Kompozitorés tekstu
paraSytoje pjeséje "The Tale" sena moteris stengiasi
atitolinti: mirtj; po wenq daikig vardindama savo uzgyventa_
turta.

Richard E. Rodda

Pjeée "Double Fiesta” buvo. jkvépta soquk‘ntmu_ Sis 1986

m. parasytas karinys: dviem fortepijonams yra didesnio

karinio "Acts From Under and Above", sukurto drauge su
Lanny Harrisonu, dalis. Koncerte bus atliekama Anthony de
Mareo aranzuota kunmo versija fortepuonm solo.

- JOHN CAGE -7r. psl. 19
A Room (1943)
Root of an Unfocus (1944)

Pjesése "A Room" ir "Root of. an’ Unfocus" naudojamas.

vienas garsiausiy-Johno Cage’o i§radimy - preparuotas
fortepijonas. Kiekvienoje i§ §iy dvieju pjesiy, parasyty
-kompozitoriui kg tik apsigyvenus Niujorke, naudojami
skirtingi. preparavimo_bidai, todél jos skamba skirtingai,
nors yra panasios savo ritmika, pagrista tuo metu

kompozitoriy:itin- dominusiais kiirybos principais. Suvokes,

jog trukme yra vienintelis garsui ir tylai bendras muzikos
elementas, Cage'as sukdré sistema; kurig pavadino "mikro-
makrokosmine ritmo struktira’, leidusig suvienodinti
stambiausiy kompozicijos padaly ir smulkiausiy fraziy

proporcijas. Sioje sistemoje tg padig struktura galima

iSreiksti ir garsu, ir tyla
Mark Swed

Kirinius palydinéios videoprojekcijos: buvo sukurtos
specialiai §iai-programai. Videoprojekcija kariniui. "Root of
an Unfocus" yra nauja videofilmo "In A 'Waken" versija; kuri
buvo neseniai atrinkta | Siemete Los AndZelo kino festivalio

programa. Siame nesiuzetiniame trumpo metrazo filme -

Zmogus - vienas i$ 'ty "normaliy® Niujorko paranormaly -
bloSkiamas: | specifine ‘biseng-erdve tarp traumos, miego,
badravimo ‘ir- samoningumo. Pilnaties naktj savo juodajg
kino déze palikusio Zmogaus "astralinés" kelionés
prasideda ant gaisriniy kopéciy Niujorko Tribeca rajone,
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both his flamboyant manner of performance and his whis-
tling-in-the-dark attitude while bloody warfare shadowed
his trans-American journeys. : Paris was composed after
Monk's first visit to the French capital. ‘The piece, with its

~purity, austerity and objectivity, would seem to be a tribute to

French musician Erik Satie, but a dyspeptic outburst mid-
way through suggests that the Satiesque simplicity may
merely be concealing some sinister forces lurking just be-
neath the placid surface. Monk's 1973 opera Education of
the Girlchild traces a woman's life backwards from old age
and death to her earliest years. In "The Tale", with a text by
the composer, the old woman attempts to fend off death by
itemizing her earthly possessions.

. "Richard E. Rodda

In "Double Fiesta” the rhythmic inspiration is full of the dance.
It was originally written in 1986 as part of a larger work
entitled Acts From Under and Above which she created with
Lanny Harrison. The version being performed this evening
is Anthony de Mare's solo arrangement of the original two-
piano version.

JOHN CAGE - see page 19

A Room (1943)

Root of an Unfocus (1944)

"A Room" and "Root of an Unfocus" employ one of John
Cage's most famous inventions, the prepared piano. These
two pieces, written just after the composer had moved to
New York, each utilize different sorts of preparations and
are of different sonic character, but each is based upon
rhythmic principals that interested the composer at the time.
Realizing that duration was the only element of music com-
mon to both sound and silence, Cage developed a system
he called "micro-macrocosmic rhythmic structure", whereby
the large parts of a composition had the same proportion
as the phrases of a single unit. The structure can be ex-
pressed with silence or sounds.

Mark Swed

The videos of these works were created for Anthony de Mare's
solo multi-media theatrical event "Playin' My Self". The video
of "Root of an Unfocus" shown this evening is a revised
version entitled "In A Waken" which was recently selected
for the 2002 Los Angeles Film Festival. In this non-narra-
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véliau jis: paSélusiu greiciu praskrieja virS Bruklyno/Kvynso
greitkelio ir- Viljamsburgo:tilto.. Videofiime panaudoti
fragmentai i$ Anthony de Mare'o, kuris taip pat pasirodo
8ioje juostoje, kompaktinés plokstelés "Pianos and Voices".

Anney-Bonney

Ophelia (1946)

The Wonderful Widow of Elghteen Springs (1942) (Jameso
Joyce'o tekstas)

Nowth Upon Nacht (1984) (Jameso Joyceo tekstas)
Pjesés "Ophelia" fraziy struktira pagrista Jeano Erdmanno
Sokiu; kuriam ji buvo parasyta. Joje akivaizdZiai atsiskleidzia
stipréjantis Cage'o polinkis. iSradineti nejprastas struktlras
vien tam, kad iggirsty, kaip jos skambés:

Nors pjeses "The Wonderful Widow of Eighteen Spnngs" ir
“Nowth Upon Nacht” skiria mazdaug keturi desimtmediai;
joms abiems buvo pasirinktos istraukos i§ Jameso Joyce'o
"Finegano budynés" ir panasi forma - dainavimas pritariant
fortepijonu né neatidarius jo dangcio, o tapSnojant per
jvairias jo dalis ranka. Pirmosios. struktira atsirado Kaip
intuityvi reakcija i teksta, 6 antrajai buvo pritaikytas
atsitiktinumo metodas, nors pjeséje jis panaudotas taip

subtiliai; jog:klausantis atrodo; lyg §i muzika baty specialiai :

sukurta Jameso Joyce'o tekstui. Po padioje kirinio pradZioje
pasigirstancio uzdaromo fortepijono dangcio trinkteléjimo,
dainininkas vienas pradeda intensyviai intonuoti tekstg
auk3diausiame savo balso reglstre ~

Mark Swed / Rlchard Rodda

HENRY COWELL (gimé 1887 m. Menlo Parke Kallfornuos :

valstijoje, miré 1965 m. Niujorke) augo apsuptas rytietiSkos

muzikos tradiciju, jo tévo gimtosios Airijos folklorinio::

palikimo bei vidurio Vakary, i§ kur buvo ‘kilusi jo motina,
liaudies melodiju. Jo naudota garsinés medziagos jvairove,
eksperimentiné kompozicingé technika ir turtinga: iSraiSkos

priemoniy paleté, kurig stipriai [takojo spalvinga neeuropine

bei liaudies muzika, i$ pagrindy pakeite amerikietiSkaja
muzika ir ypa¢ iSpopuliarino klasterj kalp kompoz:cmes
iSraiSkos elementa.

Salia klasterinés technlkos ISI'ySkerSIOS kurlmuose *Ad-
vertisement" ir "Tiger”, Cowellas eksperimentavo su
"styginiu. fortepijonu” ("The Aeolian Harp?, "The Banshee").
ISstudijaves Afrikos, Javos, bei Siaurés ir piety Indijos
muziking kultira, Cowellas i§plété ir pakeité vakarietidkaja
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tive short, a man, your "normal" NYC paranormal, is hurtled
into a space-state between trauma, sleep, waking and
awareness. Triggered through a black box with a full moon,
his "out-of-body-ness" spans a fire escape in the Tribeca
section of NYC, a frantic hover over the Brooklyn/Queens
Expressway and a recrossing of the Williamsburg Bridge.
The recorded performances in the video are from Anthony
de Mare's CD recording "Pianos and Voices" and the video
performer is also Mr. de Mare.

Anney Bonney

Ophelia (1946)

The Wonderful Widow of Eighteen Springs (1942) (text by
James Joyce)

Nowth Upon Nacht (1984) (text by James Joyce)

"Ophelia" takes its phrase structure from a dance by Jean
Erdmann for which it was written. It clearly. demonstrates
Cage's ongoing interest in inventing unusual structures in
order fo see what kind of music will come out.

"The Wonderful Widow of Eighteen Springs" and "Nowth
Upon Nacht" are separated by about four decades, but they
have in common the selection of text from James Joyce's
"Finnegan's Wake" and the technique of sung music ac-
companied by tapping. on different parts of a piano with its
keyboard lid closed.: The structure of the first is derived
from an intuitive reaction to the text and the second through
the employment of chance procedures, used with such sub-
tlety that it sounds as if perfectly formed to-James Joyce's -
text.. Opening with the shock-cut of a slammed piano lid,
the text is then intoned, unaccompanied and with intensity,
in the vocalist's high register.

Mark Swed / Richard Rodda

A tireless musical explorer and inventor HENRY COWELL
(born in 1887 in.Menlo Park, California, died in 1965 in New
York City) grew up surrounded by a wide variety of Oriental
musical traditions, his father's Irish folk.heritage, and his
mother's Midwestern folktunes. His use of varied sound
materials, experimental compositional procedures, and a
rich palette coloured by multiple non-European and folk in-
fluences revolutionized American music and popularized,
most notably, the tone cluster as an element in compositional
design:

In addition to tone clusters evident in such works as "Adver-



melodijos . ir-ritmo. sampratg, 0 gamelano meistriSkumas ir
kompozicinés.teorijos studijos paskatino jj toliau tyrinéti
egzotiSkus bei-muSamuosius ‘instrumentus. Véliau
Cowellas tokiuose kariniuose kaip "Mosaic Quartet" iSplétojo
neapibréztumo -arba "besikeiciancios. formos" sgvoka.

The Banshee (1925)

Ryskaus nemuzikinio vaizdinio jkveptos atlikimo naujovés
pjeséje fortepijonui:"The Banshee": ("Smékia") tiesiogiai
atspindi turtingo Cowello-airi8ko paveldo aspektus. Atlikéjas
visiSkai nenaudoja klaviattros, bet stovédamas ties
fartepijono korpuso jlinkimu rankomis gremzia, gnaibo.ir
braukia per fortepijono stygas. Tokiu badu kuriamas
kraupokas riksmu ir aidy pasaulis perteikia- airiy folkloro
moters Sméklos dejones, perspéjancias - apie gresiandig
mirtjNiujorko videomenininkés Anney Bonney §iam kiriniui
sukurtas vaizdo takelis {trauktas | Anthony de Mare'o soline
programag "Playin’ My Self"; jungian¢ia: multimedia.ir teatro
elementus, kurios premjera jvyko Niujorke 2001 metais.

Bob- Gilmore

Amerikietis CONLON NANCARROW (1912-1997)-laikomas
vienu -novatoriskiausiy XX a. kompozitoriy. Jo muzikos: dar
niekas:néra pralenkes ritminio sudétingumo atzvilgiu.
Absoliuti.dauguma Nancarrowo. kiriniy:parasyti pianolai, o
jeigu-juos atlikty gyvas pianistas, jam reikéty turéti dvylika
ranky (batent tiek ‘skirtingy tempuy neretai skamba vienu
-metu.jo Kariniuose) ir 88 pir§tus.(pasitaiko, kad vienu metu
uzgaunami- visi: 88 fortepijono ‘klavigai). Nors Nancarrowo
muzika nepaprastai-sudétinga, ;joje ‘galima ‘girdeti: Arto
Tatumo ir Earlo Hineso dZiazinio pianizmo bei indy muzikos
ritmikos atgarsius. Klausytojus &ia uZgritiva dZiaugsmingos
energijos perpildyti -garsiniai -uraganai, o 8ios muzikos
efekta dar sustiprina nejprastas vaizdas - savaime
besispaudantys:fortepijono klavisai. Sukurta gyvenant
beveik atsiskyréliskg gyvenimag nuo.1940 m., $i muzika
- iSpopuliaréjo pasaulyje tik prie§ keliolika mety.

Sonatina (apie 1941)

Tai buvo pirmasis Nancarrowo karinys, paragytas jam 1940
metais {sikdrus Meksike. Sis karinys, stulbinantis savo
ritmine: jvairove .ir kontrapunkty jmantrumu, rodo milZiniska
kompozitoriaus konceptualiy-galiy ‘paZzangg ir dél to gali
buti laikomas pirmaja brandZia Nancarrowo kompozicija. Ji
sumanyta kaip nedidelés apimties ritmy katalogas, i§ kurio
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tisement” and "Tiger", Cowell experimented with the "string
piano” in works like "The Aeoclian Harp" and "The Banshee"
where strings are strummed or plucked inside the piano.
Studies of the musical cultures of Africa, Java, and North
and South India enabled Cowell to stretch and redefine
Western notions of melody and rhythm; mastery of the
gamelan and the theory of gamelan composition led to fur-
ther explorations with exotic instruments and percussion.
Later, Cowell developed the concept of indeterminancy or
"elastic form" in works like the "Mosaic Quartet”.

The Banshee (1925)
"The Banshee" clearly reflects aspects of Cowell's rich Irish
heritage while introducing pianistic innovations in pursuit

+ of a vivid extramusical image. The player forsakes the key-

board altogether, stands at the crook of the piano and strums,
scrapes and plucks the piano strings directly. The uncanny
world of cries and echoes that results invokes the female
spirit of Irish folklore whose wailing warns of impending
death. The accompanying video was created by New York
video artist Anney Bonney and was originally included in
"Playin’ My Self" - Anthony de Mare's solo multi-media the-

*atrical event which was premiered in New York in 2001.

Bob Gilmore

The American experimentalist composer CONLON
NANCARROW (1912-1997) is increasingly recognized as
having one of the most innovative musical minds of this
century. His music, almost all written for player piano, is the
most rhythmically complex ever written, couched in intricate
contrapuntal systems using up to twelve different tempos
at the same time. Yet despite its complexity, Nancarrow's
music drew its early influence from the jazz pianism of Art
Tatum and Earl Hines and from the rhythms of Indian mu-
sic; Nancarrow's whirlwinds of notes"are joyously physical
in their energy. Composed in almost complete isolation from
1940, this music has achieved international fame only in
the last few decades.

Sonatina (ca. 1941)

This was Nancarrow's first piece written in Mexico City where
he lived since 1940. Stunning in its rhythmic variety and
contrapuntal sophistication, the piece shows a tremendous
advance in his conceptualizing ability, and might be regarded
as his first mature composition. The work is a catalogue-
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véliau iSsirutuliojo: virs penkiasdedimties studijy pianolai.
Pirma kirinio dalis: pasiZymi daznais- kanoniniy-imitacijy
jstojimais; uZuominomis | izoritmus (to paties ritmo
atkarpas, kartojamas kiekviengkart keiciant naty auk3¢&ius)
ir politempine faktlrg: (abi rankos groja skirtingais tempais).
Nepaprastai rafinuota antroji dalis yra viena:i$ bliuzo formy
atmainu,: kuriy dazZnai pasitaikydavo ankstyvojoje
Nancarrowo: kliryboje. 5:2 santykio poliritmy: susidarimus
keitia 6/8 metro-tema, kurig palydintys dZiazo akordai yra
patys juslingiausi visoje ligtolinéje. ir-vélesnéje Nancarrowo
karyboje: Antra: temos' pusé yra pirmos: pusés inversija; o
fortissimo atliekamame interliude pasigirsta keletas: alkine
atliekamy klasteriy. Tredia dalis prasideda begaliniu
kanonu, o po-to besikaitaliojantys dvidalis ir tridalis
astuntinés: dalinimai: vélgi primena "Studijy pianolai"
politempus._Visas tre€ios dalies audinys tiek persmelktas
pradinio temos motyvo C-A-G irjo retrogrado, kad visur ima
vaidentis’ kanonai. :

Kyle Gann
VICTORIA JORDANOVA gimé: Belgrade, buvusioje

Jugoslavijoje; o 8iuo metu- gyvena: San’ Franciske. 1994
metais "Exchange Music" serijoje iSleista jos "Requiem for

Bosnia and Other Works" kompakfiné plokstelé buvo isrinkta’

tarp-deSimties geriausiu: mety klasikinés muzikos jrasy.
CRI kompanija taip. pat yra isleidusi- Jordanovos kariniy
albuma "Dance to Sleep” ("Emergency Music" serijoje) ir
retrospektyvini albuma "Composer~Performer Fortieth An-
niversary".: Auksty kritikos jvertinimy: nuolat: susilaukiancig
Jordanovos muzikq atlieka: tokie ansambliai kaip-"Bang-on
a Can All Stars”, "E.A.R. Unit" ir "Zetgeist".

Prayer (1997) (V. Jordanovos tekstas)

"Prayer” yra vienas i§ eiléraséiu; iSspausdinty rinkinyje "New
York Love Songs”. 1997 m. kompozitore parasé muzika savo
eiléms iri§ jy sudaré to paties pavadinimo astuoniy dainy
ciklg balsui, fortepijonui,” muSamiesiems ir lUpinei
armonikélei su gyvaja elektronika. Siame cikle ji iSbandeé
faktlros tipg, kuriame persipina redituojamo ir dainuojamo
teksto: sluoksniai: "Prayer” versija fortepijonui yra specialiai
aranzuota Anthony de Mare'ui.

Victoria Jordanova
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in-miniature of the rhythmic concerns that became more
prominent in the 50-plus studies for player piano. In the
first movement, points of canonic imitation are frequent, as
are hints of isorhythm (the same rhythm repeated over and
over with different pitches) and suggestions of different tem-
pos running in each hand. The exquisitely crafted second
movement is one of the blues forms so common in
Nancarrow's early music. Its crashing 5-against-2 rhythms
are followed by a theme in 6/8 meter, marked by the most
luscious jazz chords of his entire output. The theme's sec-
ond half inverts its first half, and a "ff{" interlude features
some fist clusters. The third movement opens with a per-
petual-motion canon, and the following alternations between
8th-note and dotted 8th -note beats hint again at the tempo
clashes of the Player Piano Studies. The theme's primary -
motive, C-A-G and its retrograde, saturate the movement to

the point that one begins to hear canon everywhere.

Kyle Gann

VICTORIA JORDANOVA was born in Belgrade in the former
Yugoslavia. She resides in San Francisco, U.S.A. Her 1994
recording, "Requiem for Bosnia and Other Works", on the
"Exchange Music" series was selected as one of the top ten
classical recordings of the year. Other CRI recordings of
Jordanova include the solo album, "Dance to Sleep" ("Emer-
gency  Music" series)  and - the retrospective
"Composer~Performer Fortieth Anniversary". Acclaimed by
the critics, Jordanova's music is also performed by ensem-
bles such as "Bang on the Can All Stars”, "E.A.R. Unit", and
"Zeitgeist". ~

Prayer (1997) (iext by Victoria Jordanova)

"Prayer” is one of Victoria Jordanova's poems published in
a collection entitled "New York Love Songs". In 1997, she
set the lyrics to music and created a cycle of eight songs for
voice, piano, percussion and harmonica with live electron-
ics.. In "New York Love Songs", she experiments with tex-
tures made of intertwined layers of spoken or sung text.
This arrangement of "Prayer” was made for Anthony de Mare.
Victoria  Jordanova

Born in Westfield, Massachusetts in 1938, FREDERIC
RZEWSKI studied music with Charles Mackey of Springfield,
and subsequently with Walter Piston, Roger Sessions and
Milion Babbitt at Harward and Princeton universities. He



FREDERIC RZEWSKI (g. 1938 m. Vestfylde, Masaciusetso
valstijoje) studijavo kompozicija pas Charlesg Mackey
Springfylde, o véliau pas Walterj Pistong, Rogerj Sessionsg
ir Miltong Babbittg Harvardo ir Pristono universitetuose. 1960
m. isvyko | ltalija studijuoti pas Luigi Dallapicollg ir ten
pradéjo reikstis kaip naujosios muzikos: atlikéjas. Ankstyva
pazintis su Christianu Wolffu ir Davidu Behrmanu bei Johnu
Cage'u ir Davidu Tudoru Zenkliai jtakojo jo kurybos raidg:ir
atlikéjiska veikla.

7-0 desimtmegio viduryje kartu su Alvinu Curranu ir Richardu
Teitelbaumu jkUré "Musica Electronica Viva", netrukus
iSgarséjusig savo novatorikais darbais elektroninés ir

improvizacines muzikos srityse. 8-ame desimtmetyje

- Rzewskis toliau eksperimentavo su muzikos formomis, stiliy
ir kalbg laikydamas vienais i§ struktiriniy kompozicijos
elementy’ Daugelyje tarp 1979 ir 1981 meti| paradyty kariniy
sugriztama prie eksperimentinés ir grafinés notacijos, tuo
tarpu daugumag 9-o deSimtmecio. kompoziciju Zymi naujy
dodekafoninés technikos galimybiy paieskos. Laisvesnio,
spontaniSkesnio poziario | komponavima pavyzdziy galima
aptikti vélesnéje karyboje, tokiuose kunnluose kalp Sonata,
"De profundls" ir “The Road".

Kreutzer Sonata +(1996) (Levo Tolsto;aus tekstas)
Kreutzerio sonata buvo sukurta: 1996 mety pradZioje. Tuo
pat metu buvau ipuséjes antrgja savo "romano fortepijonui”;
pavadinto "The Road", dali "Tracks" I pat pradziy vélesnéje
komponavimo pakopoje buvau numates keletg trumpy
- melodramy - neilgy kadrinéliy seka kalbanciam: pianistui,
grindZiama i$ jvairiy literatdros §altinii] surankiotais tekstais.
Tokiu badu noréjau [kOnyti sava metaforg pasitelkiant
iStraukas i$ tikry romany. ir noveliy; kurios bty integruotos
“| ktrinio muzikinj audinj. Todél: neatsitiktinai: pirmajai
melodramai pasirinkau iStrauka i Levo Tolstojaus novelés,
kurios juodrastis buvo parasytas dramatinio monologo
-forma rasytojo draugui aktoriui: V.- N. Andrejevui-Burlakui.
NusprendZiau panaudoti tik pacig {simintiniausia teksto dalj,
kurioje protagonistas pasakoja, kaip nuzude savo zmona.
Tik redukaves teksta iki:paéiy-esmingiausiy detaliy,
suvokiau jo komiskuma ir nusprendziau tai pabrézti. Taigi
klausytojas: Cia susiduria iSsyk su dviem dalykais:
siaubingomis Siame realizmo $edevre vaizduojamo
nusikaltimo. aplinkybémis ir tuo paciu = postimiu pasijuokti
i5ju.

Frederic Rzewski-
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went to ltaly in 1960, where he studied with Luigi Dallapiccola
and began his career.as a performer of new music.
Rzewski's early friendship with Christian Wolff and David
Behrman and with John Cage and David Tudor strongly
influenced his development in both composition and per-
formance.

In- Rome in the mid-1960's, together with Alvin Curran and
Richard Teitelbaum, he formed the Musica Electronica Viva
(MEV), which quickly became known for its pioneering work
in live electronics and improvisation. During the 1970's
Rzewski experimented further with forms in which style and
language are treated as structural elements. A number of
pieces for larger ensembles written between 1979 and 1981
show a return to experimental ‘and .graphic notation, while

s ‘much of the work of the 1980's explores new ways of using

twelve-tone technique. A freer,-more spontaneous approach
1o .writing can be found in more recent works like Sonata,
"De Profundis” and "The Road".

Kreutzer Sonata (1996) (text by Leo Tolstoy) was written
early in 1996 during the period when | was in the middle of
work on Part Two (Tracks) of my "novel for piano", The Road.

1 knew that at a later.stage in the work | wanted to have a

series of melodramas, .short pieces for speaking pianist
based on texis taken from various sources in literature, car-
rying my literary metaphor to the point that excerpts from
real-novels would be integrated into the music. It was no
accident, therefore, that | chose Tolstoy's short novel to be-
gin the series. lis original draft was intended as a dramatic
monologue for his friend the actor V. N. Andreyev-Burlak. [
decided o use only the most salient part of the text, namely
the protagonist's description of how he killed his wife. -In
thus stripping the text down to its bare essentials, 1 also
became aware of its comic potential as well, and decided
to highlight this, so that the listeners are at the same time
confronted with the hideous details df this masterpiece of
realism, and with their impulse to laugh.

Frederic Rzewski

Piano Piece No 4 (1977)

Composer Christian Wolff has stated that Rzewski's Four
Pieces "continue in the tradition he identifies as 'humanist
realism’ - the fusion of elements of European art music with
North and South American folk music. The pieces are parts
of a whole of continuum."” The work is structured loosely in
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Pjesé fortepijonui Nr.4 (1977)

Kompozitorius' Christianas Wolffas teigé, jog Keturios
Rzewskio pjesés fortepijonui "tesia 'humanistinio realizmo'
tradicijg, susiformavusig i§ Europos meninés: muzikos:ir
Siaurés bei Piety Afrikos liaudies muzikos junginio. Atskiros
pjesés-yra vieno. ir to paties kontinuumo dalys." Ciklo
saranga- Siek tiek primena.sonatos forma, o jo pagrindiné
tema (pagristatipine Cilie¢iy liaudies daina) skamba visose
keturiose ‘pjesése; nors ryskiausiai pasirodo ketvirtojoje.
Pjese fortepijonui Nr. 4 grindZia naty repeticijos; kurios véliau
perauga | akorduy repeticijas. Pasak kompozitoriaus,
"klaviai turi buti-veikiau glostomi nei uZgaunami, lyg
meginant suzadinti didZiojo- gongo  gaudesi; tokio atlikimo
tikslas - priversti instrumenta skambeéti- visu savo: spektru,
Paskutines kirinio natos turety skambeéti ne kaip kadencija,
o kaip kazkas neuzbaigta, kad likti neaisku; ar po ju dar kas
nors pasigirs, Kol nutils paskutinis- garsy aidas.

Anthony de Mare -

DAVID DEL TREDICI (g. 1937)

Visuotinai pripazjstamo amerikieéiy neoromantizmo
pradininku Davido Del Tredici Karyba vis délto isaugo i§
serijines technikos mokyklos. Nepaisant ordotodoksidky
muzikinés -medZiagos . tvarkymo
ankstyvuosiuose jo kuriniuose, kuriy daugumg sudaro
vokalinés kompozicijos Jameso Joyce'o tekstais:
atsiskleide ekscentriSka kompozitoriaus: asmenybé. Gana
greitai jis i$sizadéjo savo mokytojy kalbos ir suformavo
unikaly braiza - spalvy, humoro ir jausmingumo Kupina.
muzikos kalbag, kuri- skleidziasi daZniausiai orkestrui
skirtose. didZiulése tonalaus skambesio drobése.

Ballad in Yellow (1997) yra pagal Garcia Lorcos eiles
sukurtos: dainos versija fortepijonui. ISgirdes Sios dainos

premjera, amerikiediy pianistas ir kompozitorius-Robertas -

Helpsas kreipési | mane su prasymu: "Davidai, kaip
norégiau, kad $i'daina bty pjesé fortepijonui solo. Mielai ja:
paskambinciau.” Vos tik jam tai pasakius, sumojau, kad
norint pjese pritaikyti fortepijonui, netekty labai daug ko
keisti. Tuomet tiesiog nuémiau vokaline: partijg. ir priddriau
labiau pianistika pabaiga. Kirinys dedlkuotas Robertw
Helpsui, kuris'ir-atliko ‘jo premjera_

David Del Tredici

principy, jau’
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the form of a sonata with an original melody (modeled on a
typical Chilean folk song) interpolated throughout all four,
yet being most predominant in the fourth piece. Piano Piece
No. 4 is built on repeated notes which form repeated chords.
As the composer states - "the notes should be 'stroked'
rather than struck, as if one were exciting a large gong: the
object being to make the entire instrument speak through-
out its spectrum. The final notes should not have the char-
acter of a cadence, but rather the contrary, of something
unfinished; it should not be clear whether another sound is
coming, until all sound has, in fact, died away."

Anthony de Mare

DAVID DEL TREDICI (b. 1937)

Although generally recognized as the father of the Neo-Ro-
mantic movement in American music, Del Tredici was
trained in serial techniques. His early works, many of them
settings of poems by James Joyce, reflect quirky individual-
ity in the handling of those orthodox musical materials. Soon
after, he broke away from the language of his teachers and
developed his own unique voice - a rich, musical idiom of
color, humor and sentiment - worked out on vast orchestral
canvases of tonal sound.

Ballad in Yellow (1997) is a transcription of a song | wrote to
a poem by Garcia Lorca. The American pianist-composer
Robert Helps, upon hearing the premiere of the song; said
to me - "l wish, David, that that song was a piano solo. I'd
love to play it." The moment he said this, | realized that a
piano arrangement would require little alteration: | simply
removed the vocal line and added a more pianistic ending:
The plece is dedlcated to Robert Helps, who played the
premiere.”

David Del Tredici
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Solistai / Solonsts
Christian Lindberg - trombonas / trombone
Rusné Mataityte - smuikas_/ violin
Ruta ir Zbignevas Ibelhauptai - fortepijonai / pianos
“Robertas Servemkas dirigentas / conductor

ALGIRDAS MARTI NAITIS
Koncertas smuikui ir simfoniniam orkestrui "Europos
‘périodo parkas" {
Concerto for:violin and symphony. orchestra "Eurassnc
Park" ~

REMIGIJUS MERKELYS
"Septintas dangus" dviem fortepijonams ir orkestrui /
~"Seventh Heaven" for two pianos and orchestra

JAN SANDSTROM
"Motorbike" koncertas:trombonui ir orkestrui /
"Motorbike" Concerto for trombone and orchestra .

LITHUANIAN NATIONAL SYMPHONY

ORCHESTRA

October 13, Sunday, 7. pm
National Philharmonic Hall

JAN SANDSTROM
RUSNE MATAITYTE

i vREMIGIJl:JVS‘MERKELYS RUTA IR ZBIGNEVAS IBELHAUPTAI




CHRISTIAN LINDBERG (tfrombonas)

Vertinant atlikéjy nuopelnus instrumento repertuaro-ir
atlikimo meno’ plétros- sferoje; nedaugelis intrumentininky
galety prilygti Christianui Lindbergui. Siam trombonininkui
dedikuota daugiau kaip: 80 Zymiausiy- Siuolaikiniy
kompozitoriy-koncerty, Siuo. metu yra: ileista jau virs 60
soliniy Lindbergo jrady. Jo sékminga darbg populiarinant
trombong; pasaulinése koncerty scenose liudija ir tai, kad
atlikéjas tais paciais. metais buvo pakviestas kartu su
Cikagos simfoniniu ir su Berlyno filharmonijos orkestrais
atlikti- Luciano: Berio, Koncertg trombonui "Solo".
Christianas' Lindbergas: pasaulyje Zinomas kaip Jano
Sandstrémo: koncerty: trombonui "Motorbike Concerto™ ir
"Cantos de.la Mancha" atlikéjas. Neseniai jo repertuaras
pasipildé: dar vienu spalvingu Svedy: kompozitoriaus
Fredriko Hogbergo Koncertu trombonui "The Return of Kit
Bones". ‘

ReikSmingg vietg. Christiano Lindbergo repertuare uzima
ir jo paties kuriniai, tokie kaip "Mandrake in the Corner”,
Dvigubas koncertas trombonui ir: trimitui- ir daugelis: kity;
Jo pirma autoringé kompaktiné: plokstele (BIS jrasy
kompanija) sulauké didelio tarptautinio: pripazinimo,
ypatingai iSgarsindama kompozitoriy Prancuizijoje. Ir

ateityje BIS planuoja skirti didelj démesj tolimesniems

Lindbergo ‘darbams.

Daugelj koncerty. organizatoriy zavi Christiano Lindbergo
talento jvairiapusiSkumas. Kaip dirigentas debiutaves su
Northern: Sinfonia (Siaurés simfoniniu orkestru), véliau jis
dirigavo ne vienam kameriniam orkestrui ir toliau
sékmingai tesia savo karjera 3ioje srityje. Ateityje

numatomi kel koncertai, kuriuose Christianas Lindbergas

pasirodys kaip solistas, dirigentas ir kompozitorius:
projektai su: Northern Sinfonia ir Svedijos kameriniu
orkestrais: bei ‘dalyvavimas Tarptautinéje WASBE
konferencijoje: ‘

Smuikininké RUSNE MATAITYTE, M. K. Ciurlionio meny
gimnazijos ir Maskvos konservatorijos absolventé, mokesi
pas Zymius rusy smuiko. mokyklos pedagogus. Viktorg
Radoviciy, Valerijy: Klimova ir Igorj Bezrodna. Dar studiju
metais ji tapo Davido Oistracho ir Ludwigo Spohro
smuikininky konkursy laureate. Bddama jvairiapusiska
atlikéja;, Mataityté groja ne tik tradicinj smuiko repertuara;
bet ir entuziastingai. gilinasi [ naujausios muzikos pasaulj.

CHRISTIAN LINDBERG (trombone)

Very few instrumentalists through history can be compared
with Christian Lindberg when it comes to achieving pio-
neering work for an instrument. He has had over 80 trom-
bone concertos dedicated to him by some of the most
prominent composers of our time and made over 60 solo
recordings. The fact that he has been invited to play with
both the Chicago Symphony Orchestra and the Berlin
Philharmonics in the same year goes to prove that he has
succeeded in his ambition to bring the trombone into the
real limelight. With both these orchestras he performs the
Luciano Berio's Trombone Concerto "Solo™

The other trombone concerti traditionally associated with
Christian Lindberg, are Jan Sandstrém’s "Motorbike Con-
certo" and "Cantos de la Mancha". Colourful new addition
to Christian Lindberg's repertoire is the trombone con-
certo by the Swedish composer Fredrik Hégberg, "The
Return of Kit Bones".

Another increasingly important."backbone™ in Christian
Lindberg's repertoire. is his own compositions; such as
"Mandrake in the Corner", Double Concerto for trombone
and trumpet; and others. The first CD dedicated to his
works has been released on BIS and has been received
enthusiastically by the international record press, particu-
larly in France; and:BIS Records have expressed the wish
to devote the same amount of attention to Christian
Lindberg's development as a composer as. they are for
his other activities.

Many. concert organizers: have been attracted by the all-
roundness of Christian Lindberg's talent. Since his con-
ducting debut with the Northern Sinfonia, Lindberg. has
developed his conducting career in a very satisfying way.
He has worked very. successfully with a number of cham-
ber orchestras and several Christian Lindberg "profiles",
where Christian will appear both as a soloist, conductor
and composer, are planned: a re-engagement with the
Northern Sinfonia, a production with the Swedish Cham-
ber Orchestra and at the International WASBE Conference.

A graduate of the M. K. Ciurlionis Gymnasium of Arts in
Vitnius and the Moscow Conservatoire, RUSNE MATAITYTE
studied under such prominent figures of the Russian vio- -
lin' school as Victor Radovich; Valeri Klimov: and lgor
Bezrodny. Her early achievements include prizes at the



Neseniai BIS ir ASV kompanijy i8leistos kompaktinés
plokstelés, kuriose ji drauge :su-Sv. Kristoforo kameriniu
orkestru atlieka Osvaldo Balakausko kirinius; buvo puikiai
jvertintos ‘jvairiy Saliy. kritiky.

Rusné Mataityté daZnai koncertuoja'su nuolatine partnere
pianiste Margrit=Julia:Zimmermann-ir kaip solisté su
simfoniniais ir kameriniais orkestrais Vokietijoje,
Austrijoje, Rusijoje bei Lietuvoje. Ji yra Gottingeno
kamerinio: orkestro koncertmeisteré, fortepijoninio trio
"Kaskados" nare ir viena i festivalio "Kaskados"

organizatoriy. 2002 m. Rusné Mataityté dalyvavo Njiberio

ir Aldeburgo festivaliuose Anglijoje bei koncertavo Niujorko

Carnegy Hall. 2002 m. rugpjut] vykusiame IX tarptautiniame

Johanneso Brahmso konkurse: Austrijoje su trio
"Kaskados" laiméjo. pirmaja premija: ~

ROTA IR ZBIGNEVAS IBELHAUPTAI (fortepijonai)

1989 metais susikirusio Rotos ir Zbignevo Ibelhaupty

fortepijoninio’ dueto repertuare - kdriniai dviem
fortepijonams 'ir fortepijonui keturioms rankoms nuo
baroko epochos iki miisy dieny, jo koncertuose skamba
retai- atliekami kriniai, Siuolaikine lietuviy bei kity Saliy
autoriu: muzika duetas nuolat atlieka jvairiuose

Nacionalines. filharmonijos, Kompozitoriy sajungos,

Muzikos akademijos ' renginiuose bei. tokiuose
festivaliuose ‘kaip "VarSuvos ruduo”, Vilniaus festivalis;
"Gaida”, "I5 arti", "Kristupo. vasaros muzika", "Silezijos
Siuolaikinés muzikos dienos”, Thomaso Manno festivalis
Nidoje ir:daugelyje kity. Dueto recitaliy buvo surengta
Sveicarijoje, Italijoje, Vokietijoje, padaryta nemazai radijo
ir-televizijos jrasy.

1997 m. R.uir-Z: Ibelhaupty duetui paskirta Lietuvos
nacionaliné premija.

Nemaza ankstyvosios ALGIRDO MARTINAICIO (g. 1950)
klrybos dalis sudaro "Gyvosios gamtos knyga".' Tarp
kameriniy -kariniy; ‘jeinanéiy i Sig grupe - "Paskutiniujy
sody muzika", "Rojaus pauksgiai", "Gyvojo vandens

klavyras" --yra -ir kameriné kantata. "Cantus ‘ad futurum”, -

tapusi istisos kompozitoriy kartos simboliu. -
Kitas Martinaiio kameriniy kariniy ciklas - "PradZios ir

pabaigos knyga" - visi§kai kitoks.:Tai tarsi didziulé.

apokaliptiné, eschatologiné panorama, vaizduojanti
dramatidkas individo, besistengiancio-iSgyventi ir islaikyti
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David Oistrakh and Ludwig Spohr violin competitions. ‘A
versatile musician, she not only performs the traditional
violin repertoire but also eagerly explores the world of con-
temporary music. Her CD recordings of Osvaldas
Balakauskas' works for BIS and ASV labels with the St.
Christopher Chamber Orchestra were highly praised in
various ‘publications.

Rusné Mataityté has given memorable recitals with her
long-standing partner pianist Margrit-Julia Zimmermann
and has appeared as a soloist with chamber and sym-
phony orchestras in Germany, Russia, Lithuania and Aus-
tria.'She leads the Géttingen Chamber Orchestra, plays in
the Kaskados Piano Trio.and .is a co-founder of the
Kaskados Music Festival. In 2002 she has played recitals

) at the Newbury and Aldeburgh festivals, England, and in

the Carnegy Hall, New York. The same year, in August, her
Kaskados Piano Trio won the first prize of the 9th Interna-
tional-Johannes Brahms Competition in-Austria.

ROTA AND ZBIGNEVAS IBELHAUPTAS (pianos)
The repertoire of the Rita and Zbignevas Ibelhauptas Pi-

- ano Duo, which was formed in 1989, includes works for

two pianos and for four hands from Baroque to the present
day, as well as compositions that have rarely been per-
formed. The duo often performs music by contemporary
Lithuanian and foreign authors at the National Phithar-
monic, the Composers Union, and the Academy of Music,
and at festivals such as the Warsaw Autumn, the Vilnius
Festival, Gaida, 1§ Arti, the St. Christopher Summer Festi-
val, the Silesian Days of Contemporary Music, and the
Thomas Mann Festival in Nida. They have given recitals in
Switzerland, ltaly and Germany, and have made many ra-
dio and television recordings.

In 1997, the Rata and Zbignevas Ibelhauptas Piano Duo
was awarded the Lithuanian National Prize.

A great part of the early works by ALGIRDAS MARTINAITIS
(b. 1950) developed into the "Book of Living Nature”. From
this group of chamber compositions, which includes such
titles as "Music of the Last Gardens", "Birds of Eden”, "Cla-
vier of the Life-Giving Water", the chamber cantata "Cantus
ad futurum" has become emblematic of the whole gen-
eration of composers.

"The Book of the Beginning and the End", Martinaitis’ next
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tikéjimag totalinio. blogio, kandiy ir absurdiskumo apsuptyje;
pastarigas. .

Dar vieng Martinai€io muzikos kryptj reprezentuoja
baznytiniai choriniai kariniai Arvo Parto ar Johno Tavenero
stiliuje.- Kompozitorius nevengia tam tikry nejprasty
teatriniy efekty (pavyzdziui; dZerZgianciy metaliniy ploksciy
su’ ‘elektriniu.. galgstuvu). ‘net. ir. savo - religinése
kompozicijose; nors naudoja jas labai taupiai: ir taikliai,
siekdamas sustiprinti dramatinj efekta.

Koncertas smuikui ir: simfoniniam orkestrui "Europos
periodo parkas” (2002)

Dedikuotas' Rusnei Mataitytei,

Tai karinys:i$ "antry ranky", panaudojant jvairias reliktines
iSkasenas bei atliekas: (i ¢ia ir spielbergiSkas
nukrypimas).

Autorius: naudojasi: plagia: kultdrine ‘aplinka, susijusia su
kinematografu; literatlra, daile. Visi kompoziciniai
formalumai yra grynai intuityvds ir su-teorija "teori§kai" nieko
bendra neturi. I8skyrus_ viena: ar Schliemannas atkases
rasty-mus dar gyvus; ar tik teorija, kad esame gyvi?
Euroviderci! ~

Algirdas Martinaitis

REMIGIJAUS MERKELIO (g. 1964) karyboje jdomiai
susipina, regis; nelabai suderinami dalykai: a$trus,
iftemptas skambéjimas, disonansiné aplinka, tamprus
ritminis sukibimas ir netikéta visumos ramybé bei gvara.
Ankstyvuosiu‘ose Merkelio: kiiriniuose aikiai pastebima
skambesio erdvés: ideja, ‘erdve traktuojant ne vien fizine
architekturine prasme, bet ir "jsijauciant” | jos metafizines
funkcijas - j tai; kas slypi ne tik uz tam tikry garso sluoksniu,
bet ir uz kokios nors idéjos ar teorijos, vienokios ar kitokios
materijos: (“Echosonata’; 1988). Daug démesio
kompozitorius skyre vokalinéms-chorinéms
kompozicijoms, siekdamas atverii ir jtvirtinti naujus balso
artikuliacijos ir. iSraiSkos badus (“lter Balticum®; 1990,
"Liber..."; +1991)..  Atskirai . galima  paminéti

nonkonformistines autoriaus .idejas, jo konceptualiems =

opusams-akcijoms suteikiandias tam tikra ekstramuzikinf
kravj ("Ar liksime dainy krastas?", 1988, "No Smoking",
1989,-'Capella”, 1997). Neretai pradiniu kiirybiniu impulsu
tampa racionaliai suformuotos i$pléstinés formulés,
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cycle of chamber works, is quite different - it is like huge
apocalyptic, eschatological panorama, depicting the dra-
matic efforts of an individual to survive and to keep the
faith in the surroundings of total evil, suffering and ab-
surdity.

Yet another trend in Martinaitis’ music is represented by
the group of more conventional sacred choral composi-
tions in the vein of Arvo Part or John Tavener. The com-
poser does not avoid to throw in some odd theatrical ef-
fects (such as grinding metal plates with electric whet-
stone) even in his religious works - although he uses them
very sparingly and aptly, serving to strengthen the expres-
sion and dramatic effect.

Concerto for violin and symphony orchestra 'Eurassic
Park’ (2002)

Dedicated to Rusné Mataityté

This "second-hand" composition was composed using
various relict diggings and trash (that is where this
Spielbergish allusion comes from).

The author used the extensive cultural environment, in-
cluding cinematography, literature and art. All the
compositional routine was purely intuitive and, theoreti-
cally, had nothing to do with the theory, except for one thing:
would Schliemann find us alive or only a theory that we are
alive, if he was to dig us out?

Eurovederci!

Algirdas Martinaitis

The work of REMIGIJUS MERKELYS (b. 1964) reveals a
curious combination of the seemingly incompatible things:
strident,: tense, dissonant sounds; zipped up in resilient
rhythmic structure, abide with- unexpected calmness and
neatness of a whole. )

His early pieces obviously tackle the idea of sound space,
which-is not only treated in the sense of physical architec-
ture but rather sensed by ‘getting - into’ its metaphysical
functions — that which lie both behind certain layered struc-
tures of sound and some idea,; theory or material
(“Echosonata”; 1988). At the same time, he has written a
number of vocal and choral compositions, in which he
sought to extend and establish new possibilities of vocal
articulation and expression (“lter Balticum”; 1990, “Liber...”,



nemazai daliai- Merkelio kariniy suteikiancios savotiskai
pulsuojantj skambesj ("IMPulse", 1996, "Gemma", 1999,
*MiKonst", 2000, "Axis Tension”, 1994). '
[vairiais kurybos laikotarpiais jo naudojamos strukturos
palaipsniui-varijavo nuo sudeétingu, kompleksiskai pagr[stq
iki paprastesniy, "pirmapradziy". Pastaruoju metu
naudodamas ' labiau  permatomus "pavirSius”,
iégrynindamas struktﬂrinius kDrinio aspektus autorius
uzZ tariamy modermstmlq ar. postmodernistiniy klisiy;
yatrastn ir aktyvuotl savnta kdrinio energetika.

"Septintas dangus” ; '

~dviem fortepijonams ir orkestrui (2002)
~ Posakis “septintas dangus” atéjo i§ musulmony tikéjime

paplitusios rojaus sampratos. Joje sakoma, kad rojy

sudaro. septynios - dangaus pakopos, | kurias patenkama
pagal tai, kokj doros laipsnj zmogus pasieké per savo

Zemiska gyvenima. Taciau §i samprata ilgokai gyvavo dar

prie§ atsirandant islamo tikéjimui, 0 jos saknys siekia

senas Zydy tradicijas. -

- Kai kurie Talmudg aiSkine rabinai gana smulkiai apibadino
aukstyjy dangaus sfery struktiira. Juos veikiausiai
pastimeéjo tai, kad hebrajy kalboje Zodis "dangus” arba

‘*dausos’ turéjo tik daugiskaitine forma — shamayim. O
turint omenyje ypatinga skai¢iaus 7 reik§me Biblijoje;

'natdralu, kad bitent &is skaigius buvo pasirinktas dangaus

» sferq kiekiui nusakyti.

‘ ZydLusmmCIams netriko vaizduotés klekwenal iS'dangaus
- ‘pakopy; priskirti_skirtingas funkcijas. Paslaptingas dausy

‘poveikis, be reikSmingy_ religiniy sasajy, atsispindéjo. taip
pat ir daugelyje kasdieninio gyvenimo aspekiy.
"Septinto dangaus” koncepcija taip pat susijusi.su
atmosfera ir sudétinémis jos dalimis. Sis karinys - tarsi
ekstremali kelioné. per jvairias garsines-erdvines sferas
(sfery muZika?), absorbavusias skirtingy tipy (visy pirma,

.spektrinj): muzikos: sluoksnius.

JAN SANDSTROM (g. 1954 m. Vilhelminoje, Laplandijoje)
§iuo metu yra vienas i§ daZniausiai tarptautinéje scenoje
pasirodandiy. Svedy kompozitoriy.- Sandstromo- kiryboje
persipina ‘kelios ‘komponavimo tendencijos.: Tarp
ankstyvujy itaky jo muzikai. minétinas ‘minimalizmas, Ryty
= filosofija ir-serializmas. Daugelj mety Sandstromas plétojo
obertony harmonijos: sistema, ‘placiau Zinoma spektrinés
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1991). Apart. from this, there were works based on non-
conformist ideas, which resulted in several conceptual
opuses-actions charged with extra-musical images (“Are
we Gonna Stay the Land of Songs?”, 1988, "No Smoking”,
1989, “Capelia”, 1997). Quite often rationally structured
extensive formulas become a starting point for his com-
positions with a conspicuously pulsating sound (“IMPulse”,
1996, “"Gemma”, 1999, “MiKonst”, 2000, "Axis Tension”,
1994).

In successive stages of his creative development one can
notice the gradual transformation of rather intricate, com-
plex structures into more primary or even ‘primeval’ forms
of expression. ‘At the present time he came to use more
transparent ‘surfaces’. By purifying structural aspects of
his work, the composer seems {o face the self-imposed
challenge: how to peel off the entire aggregate of modern-
ist ‘and postmodernist clichés without relinquishing and
inhibiting the search for the unique energetics of a musi-
cal work? :

"Seventh heaven" for two pianos and orchestra (2002)

.- The expression “seventh heaven” originates from the popu-

lar Muslim conception of Paradise, which is divided into
several celestial levels, awarded according to the degree
of righteousness achieved during one’s mortal lifetime.
That may very well be the channel through which the ex-
pression reached our times. 1t should, however, be noted
that the concept preceded by many centuries the rise of
Islam, and has deep roots in Jewish tradition.

Some of the Rabbis of the Talmud had very precise ideas
about the structure of the upper regions. They were pre-
sumably influenced by the fact that the Hebrew word for
"heavens” or “sky" appears only in a plural form:
shamayim, implying a multiplicity of heavens. Given the
special role of the number seven in the Bible, it was natu-
ral that this number should also determine the arrange-
ment of the heavens.

The Jewish sages had no trouble finding distinct func-
tions for each of the seven levels. The heavens, mysteri-
ous as they are, affect us in many aspects of our daily life,
as well as having important religious associations.

The idea of "Seventh Heaven" is also related to the Earth's
atmosphere and its layers. This composition could re-
semble an extremal journey through the spheres of sound
and space (music of the spheres?), through different (pri-
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analizés. pavadinimu. Klriniuose muzikiniam teatrui;
pavyzdziui, "Don Quixote" ar operoje 'Macbeth2" (jos
premjera {vyko Gotenburgo operoje 2001 metais), bene
ryskiausiai-atsiskleidZia kompozitoriaus. pastangos
perkelti | sceng visa ji supanti pasaulj. Tq patj liudija ir
"Motorbike Concerto”.: Kaip ir:jo muzika, Sandstréomas
nerimsta; stengdamasis iStyrinéti kiekvieng gyvenimo ar
muzikos aspekts, suzadinusi jo vaizduote: "Kiekvieng ryta,
pabudes: i§ miego a§ noriu-bti nustebintas visko, kg tik
tgdien sumastyciaul”.

Motorbike Concerto (Koncertas trombonui Nr. 1). (1988-
1989) ‘

Kai pirmasyk sutikau Jana Sandstroma, vidurziemy
besipliuskenantj iltame lauko baseine; negaléjau né
jsivaizduoti, koks bus tolimesnis misy
bendradarbiavimas, nors veéliau labai pamégau . bendrauti
su 8iuo: kompozitoriumi. Tas: valandas, nepastebimai
praslinkusias besimaudant karStuosiuose Reikjaviko
Saltiniuose 1986 mety Siaurés: $aliy: muzikos dieny
Islandijoje metu, vainikavo Koncertas trombonui Nr. 1,
kuriam' uzbaigti prireiké daugiau:nei-trejy; metuy:
Maudyklose : prasidéjusias .ilgas  diskusijas apie

komponavima, filosofijg, trombono istorijg ir jos simboline

nastg veliau tesé pokalbiai namuose, telefonu, kavinése
ar repeticijose.’ Koncerto: juodra8éiai buvo: kuriami tarp
muasy susitikimy;, todel klausytojy malonumui noréciau
trumpai prisiminti kai kuriuos pokalbius, 5 kuriy
isirutuliojo-atskiros koncerto: dalys: e

Kai karta grizau i§ gastroliy. Amerikoje, paskambinau

papasakoti: Janui: savo. neeilinj: nuotykj: -Floridoje orkestro .

trombonistas nusivezé mane .| ‘gamtos rezervatg.
15eksploatuotos; komercializuotos Floridos vidury mes
patekome | pelke, kurioje veisési visokiausiy rasiu
egzotiniai pauksciai, laukiniai Sernai ir aligatoriai. Tai buvo
unikalus; sunkiai apsakomas potyris:-irstémés kanoja tarp
dvylikos pédy aligatoriu, zvilgéiodami pelkén | Serny
knysles - ir visa tai mazdaug valanda kelio nuo. Disnéjaus
pasaulio ir urbanizuotos: Amerikos! Po.dviejy savaiciy
gavau vienos i§ koncerto daliy;, pavadintu "Evergleidsas”,
eskizus, tarp kuriy buvo ir Siaip jau sunkiai jsivaizduojamas
"krokodily choras”.

Kita: Sandstromui jspudj padariusi kelioniy ataskaita buvo
pasakojimas apie mano:vieSnage ‘Australijoje 1988-yju
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marily, spectral) layers of music.

JAN SANDSTROM (born in Vilhelmina in Lapland in 1954)
is today Sweden's most frequently performed composer
on the international scene. Different lines of composing
co-exists in Sandstrom's music. Minimalism, Eastern phi-
losophy as welt as the world of serialism were early influ-
ences on his music. For many years Sandstrém also
worked at developing the form of overtone harmony that is
known as spectral analysis. In more music theatrical pieces
as "Don Quixote" and the opera "Macbeth2" (premiered at
the GothenburgOpera in spring 2001), he means to let the
whole world outside in on stage. As pictured in the "Motor-
bike Concerto", Sandstrém and his music is constantly on
the move aiming to explore whatever aspect of life and
music takes his fancy: 'Every morning when | wake up, 1
want to be surprised by whatever | might think up today!

Motorbike Concerto (Trombone Concerto No. 1) (1988-
89)

When | first met Jan Sandstrom, splashing about in a warm
outdoor pool in the middle of winter, | could hardly imagine
the co-operation which | was to enjoy with this composer.
These hours spent bathing in Reykjavik's hot springs dur-
ing the Nordic Music Days in Iceland in 1986 led to the
Trombone Concerto No. 1, which was to take more than
three years to complete:

Long discussions about composing; philosophy, the his-
tory -of the trombone and its symbolical burdens were
started in the bathing pools and continued at home, on the
telephone; in caf'es or at rehearsals. Between our meet-
ings the drafts of the concerto were composed, and for the
sake of the listener's entertainment |- should like briefly to
recount some of the conversations which'led to the differ-
ent parts of the concerto.

I came home from a concert tour in America and called
Jan to tell him about a singular experience: in Florida the
orchestra's trombonist took me to a nature reserve. In the
middle of hard-exploited, commercialized Florida we came
to an area of marshland with an animal population includ-
ing all sorts of exotic bird, wild boars and alligators! It was
a unique experience, hard to convey in words; to paddie a
canoe among 12-foot-long alligators and to glimpse a wild
boar's snout in the marsh; only an hour or so away from
Disney World and. urbanized America. Two weeks later |



vasarag. Sig.8alj, pries du Simtus mety uzgrobta ir
pasisavinta brity Katorgininky, 40000 mety: ripestingai
saugojo aborigenai - tauta, kuriai: Siandien gresia visiskas
- i8nykimas, Aborigent religijoje svarbus:vaidmuo tenka
termitams: netgi-tikima, kad Zmonija egzistuoja vien jy
“sapnuose! .

DidZeridd - vienas svarblausn{ instrumenty abongenq :

kultlroje - gaminamas:iS medzio $akos, kurios vidus yra
kiaurai isgrauztas termitu. POsdami §] instruments,
aborigenai kviesdavo Sventasias dvasias ir panirdavo |
gily transa. Jo garsas tapo koncerto kadencijos pagrindu.
Mintys apie Zmonijos egzistencija_‘ir vabzdziy sapnus farsi
savaime atvedé prie religiniy.ir filosofiniy diskusiju. Tad
kita dalis, pavadinta "Kalnas Provanse, yra nuodugmq
samprotavimy apie Siuos dalykus iSdava, Cla
prieSpastatomos. skirtingos rehguos ir kultaros. Baikeriy
gauja atiZia'j Grimo miesta ir ten susiduria su kataliky
‘procesua Trombonas; kaip kad daznai badavo jo istorijoje,
¢ia jkanija "dieviskajj balsa'

triukdmo. ,

Likus mazdaug SeSiems ménesiams iki premjeros buvo
iSbaigta: didZioji dalis vaizduote suzadinusiy idéju:ir ju
eskizy, tagiau kompozitoriui iskilo kur kas
fundamentalesné problema: kaip Sias padalas sujungti |
formos: pozilriu nepadrikg visuma? Janas Sandstrémas
jau buvo gerokai suirzes dél to, kad vis negali rasti-formos
sprendimo, kol viena sykj visai. atsitiktinai jo ‘akivaizdoje
pademonstravau kaip trombonu moku imituoti motociklo
-garsa. Tada jo samone nusvieté mintis: "Zinoma, juk tu
esi didis keliauninkas! 8iuolaikinis Odiséjas! O
trombonas yra tavo Keliavimo priemoné!". Tai:p motociklo

riaumojimo imitacija: tapo jungtimi, susiejusia atskiras -

koncerto dalis | Siuolaikikg kelione.

Jano Sandstromo. koncertas nuo pradziy: iki: pabaigos
uZradytas 4/4 metru ir-tradicine notacija. Garsiniai.efektai,
kur: tik jmanoma, pazyméti- klasikinéje ~muzikoje
nusistovéjusiais terminais. Kruop$éiai-igrasyti net
- motociklo imitacijy ritmas- ir dinamika, kad orkestras ir
solistas kiekviengkart galéty kuo tlksllau atkurti visg ju
..garsy jvairove.

Technikos = pozidriu. §is koncertas' ‘yra vienas
sudetingiausiy ir novatoriskiausiy kiriniy i$ visy kada nors
sukurty partitdry trombonui; Jo diapazonas aprépia

. kartais tesiantj-gryni garsy
kantileng, o kartais sudarkoma iKi grubaus prlmltyvaus ‘
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received the sketch of the movement The Everglades from
the concerto, including the quite improbable 'crocodile cho-
rus'.

Another-travel report which made .an impression on
Sandstrom was that of my visit to Australia in summer
1988. This country, seized and claimed as their own by
British ‘convicts two centuries ago, was carefully tended
for 40,000 years by the Aborigines, a people threatened
with total extiction today. Termites play an important part in
their religion: mankind exist only in the dreams of termites!
One of the most important-instruments in their culture, the
didgeridoo, is a piece of tree-branch, the inside which has
been eaten hollow by termites. By means of playing this
instrument, the aborigines summon holy spirits and enter
a deep trance. - The concerto's cadenza is - based on the
sound of this ‘instrument.

Thoughts of mankind's existence :and a bee's dream led
naturally to our discussion of religion and philosophy, and
the section The Mountain in Provence is a result of .our
thorough examination .of these matters. Here different re-
ligions and cultures are set against each other. A gang of

“motorcyclists roars into the town of Grimaud and encoun-

ters a Catholic procession. The trombone, as so often in

its history, symbolizes 'the Voice of Divine', which is some-

times a pure singing tone but is also distorted into a raw,
primitive noise. :

About six months before the premiere a number of imagi-
native ideas and sketches were complete, but the com-
poser now faced a fundamental problem - how to weave
these sections together into a formally satisfactory com-
position.-Jan Sandstrém was clearly disturbed at not find-
ing a formal solution when, quite by chance, | imitated the
sound of a motorcycle on the trombone in his presence. A
light flashed on his mind: 'Of course, you're a globetrotter!
A modern Odysseus! The trombonhe is your means of
travell’ The imitation of a motorcycle was to weave the dif-
ferent sections of the concerto into a journey in modern
times.

Jan Sandstrém's concerto is written exclusively in 4/4 time
and in traditional notation. The sonic effects are, wherever
possible, written with established classical musical terms.
Even the motorcycle imitations are thoroughly notated both
rhytmically and dynamically so that the orchestra and the
soloist can reproduce its various sounds as precisely as
possible.
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daugiau nei penkias oktavas, o atlikéjas turi bati meistrigkai
jvaldes-tiek lyrines, tiek technines savo instrumento
galimybes. Zaibigki pasazai introdukcijoje .ir padaloje
"Kalnas Provanse" neabejotinai yra vieni virtuoziskiausiy
visame ligsiol sukurtame repertuare trombonui.
Introdukcija:’ viskas prasideda Odiséjo  téviskéje.
Trombonas brézia savo trajektorijg per visas pasaulio $als,
kol galiausiai apsistoja_ties Floridos pelkynais.
Evergleidsas: vaizduojama unikali Floridos pelkyny gamtiné
aplinka; o-po ‘to.veiksmas staiga persikelia | motocikly
lenktynes Provanse:.

Kalnas Provanse: balkerlq gauja: vaz:uo;a per Gnmo =
viduramzigka kalny baznytkaimi, kuriuo. létai slenka kataliky
procesija. Toliau kelione nuveda mus-| ‘

Aborigeny: Zeme: pasijuntame -apsupti. Australuosz

aborigeny; kartu su jaisiki:transo puciantys medznq Sakas,
kiaurai iSgrauZtas termity.

Finalas: kompozitorius klausytOJams dar sykj primena kai
kuriuos kelionés fragmentus ir pamazu kreipia kurln[ jo
neiSvengiamos pabaigos link.

Christian Lindberg
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Technically the concerto is one of the most advanced ever
written for the trombone. The range extends over almost
five octaves and the player must be a master of both lyrical
and technical matters. The quick runs in the introduction
and in the Provence section are definitely among the most
highly virtuosic in the trombone repertory.

Introduction: it all starts in the homeland of Odysseus. The
parts of the world are drawn out with the help of the trom-
bone and we finally end up in Florida's swampland. :
The Everglades: Florida's swamplands with their unique
natural surroundings are depicted, after which we are thrown
straight into a motorcycle race in Provence.

The Mountain in Provence: a motorcycle gang is riding
through the medieval mountain village of Grimaud, through
which ‘a Catholic procession is passing. The journey con-
tinues to :

The Land of the Aborigines: we find ourselves among. the
Australian aborigines, where we play ourselves into a trance
on branches hollowed out by termites:

Finale: the composer lets the listener experience parts. of
the journey again, and finally leads the piece to its unavoid-
able conclusion.

Christian Lindberg




Apie lietuviy muzikos egzotiskuma
Vita. Gruodyte ¥

Uzsienieciai, pasiklause originalesneés lietuviy Sitolaikines muzikos, ypac Broniaus Kutaviciaus kariniy, tucj pastebi ios muzikos skambesio
egzotiskuma, Jiems tai:jdomi, patraukli, bet ir labai keista, nejprasta kiryba. Net ir artimiausiems kaimynams lenkams ne taip:jau seniai
KutaviGiaus "Dzikikos variacijos" bei Felikso Bajoro liaudies dainy isdailos "sukelé jdomiy kalby apie tos hepazistamos, tadiau jaudinanéios
muzikos egzoti§kuma". Patiems autoriams turejo bati labai netikéta staiga suvokti save kaip neatrasty Z2emiy kompozitorius. Tik ar jmanoma
apibadinti savaji kitoniskuma; atitrikti ntio prastinés ribotos erdves, mastymo, tradicijy bei orientyry?

Egzotizmas, kaip svetimo apraiska; gali bati jvardijamas tik savojo kultairinio konteksto atzvilgiy, tik lyginant kit su savimi. Kitas klausimas, ar.

jis priilmamas,-ar ne: néra’lengva prasiskverbti | svetima tradicija ir visiSkai jg suvokti, nes, kaip pabréZia Claude'as Ballifas, "keistumas ir
traukia, ir atstumia, Galbat todél vakarietiskoji tradiclja;, egzotiskose kultdrose nuo seno leskanti ideju savosios muzikinés kalbos atnaujinimui,
daZniausiai perima tik pavirinj ju lygmeni. : : : :
Galetume klausti, kg gi reiSkia.noras i8likti egzotisku dabartiniame, vis tampriau nematomais rysiais susietame pasaulyje? Ar fai batina, norint
i8saugoti savaji simbolinj: pasaulio medj; saugl savosios egzistavimo erdves centrg? O gal tai tiesiog nerealus siekis: kaip galima iigiau
neltirpti taip greitai vienodéjanéiose Kultdrose?. Tik ar jo uztenka, noririt nesijausti muzikine periferija?

Neabejotina, kad lietuviy Siuclaiking muzika.yra egzotidka de Jos glaudaus rysio su-liaudies: tradicijomis. XX amziaus pradZios-lietuviy
kompozitoriy_ prisiri§imas prie folkloro:buvo ‘ne pavéiuotas romantizmo epochas atgarsis, o. gyvybiskai svarbi.identitetc paieska. Nors &is
ripestis igliko ir vélesniais {aikais, liatdies kirybos citavimas igavo kita prasmin| niuansa; tarybiniais metais tiesioginis folkloro-naudojimas jau
tapo sveikintina nacionalinio stiliaus 1$raiska, atitinkanti *pilnaverdio realistinio-meno kriterjjus”; :
Nepaisant kintanciy motyvy, ilgalaikis liaudies muzikos bei naujy garsinés israikos priemoniy koegzistavimas, paZenkiines visa $iuolaiking
lietuviy muzika, tapo tarytum savaime suprantamas. Nes ka gi galétume atsakyti | neseniai profesoriaus Eero Tarasti uZduotg klausima: "kodél
tokia matematidkai apskaiiuota Rygio Mazulio muzika skamba taip lietuviskai?". . : ‘

- Sis koegzistavimas apeme ne tik visas garsinio mastymo plotmes (nuo smulkiausios struktlrines lastelés iki bendros forrios konstrukcijos bei
muzikinio laiko traktuotés), betir atlikimo maniera: Ar ne todél garsiems Siuolaiking muzika grojantiems uZsienio ansambliarms taip sunkiai sekasi
atlikti paprasciausias lietuviskas partittras? Dabar, kai listuviska muziking stilistika tarytum ir nebesikeicia (o juk viléiy neabejotinai bata), sunku
pasakyti, ar muzika nuo to i8lode; ar pralogé. Sunku pasverti, kas vertingiau: stiliaus vieningumas ir hermetidkumas, ar jvairumas ir atvirumas.
Jel pasizvalgytume po kitas menines israidkos sritis, pamatytume, kad prisiri$imo prie praeities fenomenas i$ tiesy aprépia Zymiai daugiau, nei
grynai muzikinj stiliy. Antai Vlado Brazitino poezijoje, kaip pabrézia Liudvikas Jakimavi¢ius, néra basimojo laiko: "ji kaip seny rasty troba,
pakrypusi praeities pusén”. Kiek ironikai skamba Arvydo Sliogerio {vardintas lietuviskumo bruozas - irOpintojélio Zvilgsnis, nukreiptas | zema";
tadiau jame sutelpa bene visi pagrindiniai lietuviskosios pasaulévaizdos komponentai: ateities nebuvimas, praeities nostalgija, sustojusio laitko
(ar-amzinybés?) pojitis. : g : :

Nuolatinis pasikartojimas, taip badingas lietuviy muzikos garsinems konstrukcijoms, yra ne tik-hermetiskumo patvirtinimas ar isivaizduojamo
pasaulio idealizacija; bet ir savotiskas narcisizmas: Repetityviskuma bei struktiiry paprastuma, suteikiantj &iai muzikai anti-naratyvinj ir-anti-
kompleksinj pobadj (su keliomis i§imtimis, kaip Osvaldo Balakausko ar Vytauto Barkausko karyba), lydi-nedialoginis ir nekonfliktinis mastymas,
savotiska taiki- modernumo, pagonybés ir krik§gionybes koegzistencija, itirpinta nekritiniame ‘poZidryje | savaja tradicija. Ar tai todél, kad
pirmiau artikuliuojami etniniai, ir tik po to estetiniai kriterijai, tautinj identiskuma konstruojant ethocentriniu principu? O.galbit prieZastis slypi Siek
tiek jau-ir sensteléjusiame suvokime, kad egzistiojame ties dviguba riba: geografiskai - tarp Ryty ir Vakaru, kultdriskai - tarp_praeities ir
dabarties, farp vis dar besitgsiancio pagonisko saprio ir Siuolaikinio avangardo.

Lietuvikasis uzdarumas turiir kitas priezastis; Lietuva nebuvo nei kolonijine, nei kolonizuota valstybé. O juk bitent i$ &ia kilo dauguma egzotinj
atspalvi turin€iy susikryzminimu. Priesingai, visos jos patirtos okupacijos tik stiprino prisirisima prie’ protéviy kulttriniy radicijy.: Kita vertus,
lietuviskasis folkloras yra mazai Zinomas uzsienyje = jo populiarumo net negalétume lyginti su vengry ar bulgary muzika, todé! ir nebuvo progy.
pazvelgti j ji kitomis akimis, ‘apibréZiant Ji kaip savarankiskai egzistiiojancig visuma. Matyt, bty galima ieskoti ir kity, socialiniy priezasgiy,
meninés galvosenos stiliaus paprastuma siejant su nehierarchine visuomeneés sandara, bet tai jau baty kultGrologiniy studiji objektas.
Blidama svarbiausiy XX amziaus muzikiniy jvykiy huo3aléje, lietuviska muzika iSvengé ir vakarietiskajai bidingos stiliy kaitos: ekspresionizmas
- kaip prieSpriesa impresionizmui, minimalizmas arba naujasis paprastumas - serializmui, elektronika - akustikai ir t.t. Panasu; kad lietuviskoje
muzikoje jvairs stiliai ‘bei ju neo-variantai- (neo-klasicizmas; neo-romantizmas, : post-serializmas), atspindintys ne skirtingy kompozicinily
mokykly, ‘0" atskiry kompozitoriy karybinj kella; darniai egzistuoja platesnéje, vadinamojepostmodernizmo terpéje. Dél Sios prieZasties ir
lietuviskasis ‘minimalizmas, kaip apibendrinta lietuvigko mastymoa iSraiska (ar nenuslystantis kartais nuo:idealizacijos i ki€a?), negali bati
laikomas griZimu prie tabula rasa po ilgy kompleksigkumo mety.

Nepaisant to, lietuviSka muzika néra pasenusi. I8saugojusi §j, sakytume, imanentin] egzotiskuma, ji tarytum pergoko neZinia kiek Simtmeciy, kad
pasivyty savaji laikmet], kuris Siaip jau yra ne kas kita, o tik dar.vienas sugrizimas... i :
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On the Exoticism of Lithuanian Music
Vita Gruodyté

For outsiders, Lithuanian music, especially like that by Bronius Kutavi¢ius, seems to be exotic. They regard his works as interesting and
attractive, but at the same time also bizarre and strange. Even in Poland, the nearest neighbouring country, Kutavigius' "Dziikiskos variacijos"
and folk songs harmonized by Feliksas Bajoras aroused "an interesting discussion about exoticism of this strange, but deeply moving music".
The two authors must have been very surprised to feel themselves as composers from an "undiscovered land". But is it possible to define
one's strangeness; or to renounce the usual confined space, traditions and landmarks?

Exoticism as a definition for strangeness can be characterized only according to some cultural context as well as by comparing oneself with
another. Another question is whether it is understandable or not, because it is not very easy to fully comprehend any outlandish tradition, for,
according to Claude Ballif, the strangeness is both attractive and repellent. Possibly because of this, Western traditions, which have been
exploring exotic cultures for ages, searching for ideas how to renew the Western musical language, usually absorbs only the surface
aspects of those:

We may ask what it means to remain exotic in the contemporary world, which becomes more and more bound up with invisible ties. And is
it at all necessary to be exotic, if you want to keep your symbolic World Tree and the core of your existence space safe? Or maybe this is
simply not achievable, because it is not possible to keep one's identity in the course of assimilation of cultures? Moreover, is it enough to have
such an aim in order not to feel oneself a musical periphery?

There is no doubt that contemporary Lithuanian music is exotic because of its close ties with folk traditions. The ties between folklore and
work of Lithuanian composers of the beginning of the 20th century were not echoes of the romantic epoch, but a vitally important striving for
identity. Though this remained the main goal also in later years, the quotation of folk tunes gained yet another sense: in the Soviet times the
use of folklore elements became a progressive expression of nationality, which also satisfied criteria of "valuable realistic art".

Despite the fact that the motivation was changing, the long-lasting symbiosis between folk music and new means of musical expression,
which is characteristic of all contemporary Lithuanian music, has become a natural thing. For what could we answer to Professor Eero
Tarasti, who asked why Rytis MaZulis' music, though'calculated so mathematically, sounded so much Lithuanian-like?

This symbiosis encompasses not only all facets of sonic thinking, from a smallest structural element to construction of musical form and use
of musical time, but also a manner of performing. This may be one of the reasons why:famous foreign ensembles, who specialize in
contemporary music, usually find it so difficult to perform even the simplest Lithuanian pieces. Now, when the Lithuanian musical stylistics
seems not to change any more (though it has been hoped to), it is difficult to say whether this is better or worse for the music itself. It is hard
to estimate what is more valuable - the unity and closedness of style or, on the contrary, the variety and openness.

If we examine other areas of artistic expression, we would find out that the phenomenon of linking to the past encompasses much more than
just musical style. For instance, according to Liudvikas Jakimavidius, there is no future time in the poetry of Viadas Brazitnas: "it's like a
wooden house, which leans to the past". The philosopher Arvydas Sliogeris describes Lithuanian world outlook as "a look downwards",
which means non-existence of the future homesickness for the past, and a feeling of the stopped time (or, maybe, eternity?).

A constant repetition, so typical of Lithuanian musical constructions, is not only a sign of confinement and idealization of an imaginary world,
but also a kind of narcissism. The repetitiousness and the simplicity of structures, because of which this music (with some exceptions, such
as works by Osvaldas Balakauskas and Vytautas Barkauskas) gains an anti-narrative and anti-complex character, is followed by a non-
dialogical and non-conflicting thinking as a kind of peaceful co-existence of modernism, paganism and Christianity, which fades away in the
uncritical attitude to one's own tradition. Is it because ethnic motives are accented stronger that esthetical criteria, thus forming the national
identity by the principle of ethnocentrism? Or maybe the reason is hidden in an old-fashioned belief that we exist ona double edge:
geographically between the East and the West, and culturally between the past and the présent, between a continuous pagan dream and the
maodern- avant-garde:

The Lithuanian: reticence has yet other reasons. Lithuania has been neither an imperial nor colonial state. And this is. where most of
intercrosses with exotic features usually come from. On the contrary, all the occupations that Lithuania has endured only strengthened the
attachment of the Lithuanians to the cultural traditions of their ancestors. On the other hand; the Lithuanian folklore is hardly known in foreign
countries: there is no comparison between popularity of Lithuanian folk music and that of Hungarian or Bulgarian: That is why there were no
chances for us to look at our folklore through the eyes of the others and to define it as an independent whole. Maybe it is possible to look for
some other, social reasons, and fo link the simplicity of the style of artistic thinking and non-hierarchical structure of the society, but this should
be an object for a culturological study:.

Being far from the main musical events of the 20th century,. Lithuanian music has avoided changes that Western musical styles had
encountered: expressionism became an antipode to impressionism; minimalism, or new simplicity, to serialism, electronics to acoustics, etc:
It seems that in Lithuanian music different styles and their neo-variants (neoclassicism, neoromanticism, post-serialism), which actually
represent not different compositional schools, but creative work of different composers, friendly co-exist in a wider environment called
postmodernism. That is why the Lithuanian minimalism, as a generalized expression of the Lithuanian thinking (but does an idealization
sometimes not become a kitsch?), must not be considered as regression to tabula rasa after long years of suffering from complexities.

In spite of all this; Lithuanian music is not old-fashioned. It seems that, preserving its immanent exoticism, it has overleaped centuries in order
to catch the time up, and this is nothing else but just another return ..
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Spalio 14, pirmadiehis 19:00
Vilniaus rotusé

KREMERATA BALTICA SEKSTETAS

SOFEIA GUBAIDULINA
Meditacija J. S..Bacho.choralo."Vor deinen Thron'tret ich-hiermit” tema 7
Medltatlon On A Bach Chorale "Vor deinen Thron tret ich hiermit"

ANTANAS JASENKA
Composition

 LINASRIMSA
‘ Welcome! Kein Zutritt ;
ANTANAS JASENKA FAUSTAS UATENAS ‘ . FAUSTAS LATENAS
: Antras 2vilgsnis pro astunto auksto langa / e
The Second Look Through the Window on the Elght -floor

VIDMANTAS BARTULIS
- Skaldykla Il / The Quarry I

GINTARAS SODEIKA
Muzikos garsai / Sounds of Music

KREMERATA BALTICA SEXTET
October 14, Monday, 7 pm
SR o e Vilnius City Hall ; , :
SQFIAGUBAIDULINA : ; : | me ; : : : VIDMANTAS BARTULIS

‘LINAS RIMSA

KREMERATA BALTICA SEKSTETAS GINTARAS SODEIKA
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KREMERATA BALTICA SEKSTETAS

Dzeraldas ' Bidva - smuikas, Lietuva“/ violin, Lithuania
Andrey: Valigura - smuikas, Estija / violin, Estonia
Zita ZemovicCa - altas, Latvija / viola; Latvia

 Eriks KirSfelds - violoncelé, Latvija /- cello, Latvia

Danielius: Rubinas: - kontrabosas, Lietuva / double bass;
Lithuania

Reinut Tepp - klavesinas/fortepijonas; Estua /“harpsichord/
piano;: Estonia

Idéja-sukurti- kamerinj. kolektyva Kremerata Baltica orkestro
pagrindu kilo-1999: metais.. Sesi orkestro muzikantai (po.du
i§ kiekvienos:Baltijos, valstybés) nutaré: susijungti-bendram
muzikavimui, o ansamblio meno vadovas Gidonas Kremeris
pasillé pavadinima "Kremerata: Baltica: solistai”.: Debiutinis
ansamblio koncertas: jvyko 2000 mety balandj Taline: jo
programa_sudare jvairios sudéties: (nuo. dueto iki seksteto)
kariniai.- llgainiui - -kolektyvo.  pavadinima ‘pakeité
demokratiSkesnis "Kremerata Baltica' sekstetas”: Ansamblio
repertuaras gana platus: nuo: Siuolaikiniy; specialiai: jam
sukurty: kdriniy: iki monumentaliy Johanno Sebastiano Bacho
veikaly. Koncerty programos daZniausiai. sudaromos pagal
tam_tikras: temas, pavyzdziui, "Gulliveris-Madride"; "Bach &
Co", "Some Pictures". Siuo metu Sekstetas rengia nauja
programa_ kartu su kviestiniais muzikantais -:jos premjera
numatoma 2003 mety pradzioje. Kremerata Baltica sekstetas

aktyviai koncertuoja Baltijos miestuose (Taline, Tartu, Rygoje

ir Vilniuje),: pasirodé Baltijos festivalio Skandinavijoje-(Osle
ir Kopenhagoje) atidaryme, koncertavo Vokietijoje,
Sveicarijoje, Austrijoje. :

Nors‘SOFIJA;GUBAIDULINA (9. 1931 Christopolyje, Totorijos
Respublika) augo ir mokési Rusijoje, svarbu neuzmirsti: jos

totoriSkos kilmes. Vis délto Gubaidulina néra "tautinio -
romantizmo! ‘atstove. Savo kdryboje ji labai savitai naudoja -

siuolaikines europietiSko. ir amerikietiSko avangardo
technikas, svarbi jos karyboje ir Ryty filosofijos jtaka: [Sskirtinis
Gubaidulinos bruoZas yra tai; kad kompozitoré beveik neraso
"absoliuciosios" muzikos: Dauguma jos kdriniy turi

virSmuzikine dimensija; tai-gali bati muzikai pritaikytos arba

tiesiog tarp eiluciy slypincios eilés, ritualas arba koks nors
instrumentinis "veiksmas". Kai kurilose jos Kiriniuose

" jauciamos mistinés idéjos ir krikd¢ioniskasis simbolizmas.
. Kompozitoré domisi: literatlra; yra sukitrusi muzikos pagal

antiking egiptie€iy ir persy rasytojy poezijg. Ypatinga dvasinj
bendruma Gubaidulina jau¢ia Marinos Cvetajevos lyrikai:

."Didziausia; jtakg 'man padaré Dmitrijus® Sostakoviéius: ir

Antonas Webernas: Nors: mano muzikoje néra tiesioginiy jy

- kiirybos pedsaku, taciau abu: Sie kompozitoriai iSmoké paties

svarbiausio- = buti' savimi”, sako. Sofija- Gubaidulina.

The idea of founding the Kremerata Baltica chamber ensem-
ble comprising members of the Kremerata Baltica orchestra
first came in 1999. Six musicians of the orchestra - two from
each of the Baltic States - joined to perform together, and
Gidon Kremer, who became artistic director of the ensem-
ble, suggested the title "Kremerata Baltica Soloists". The
ensemble made its debut in the spring of 2000, in Tallinn,
performing various chamber works from duet to sextet. Later
the title of the ensemble was changed to a more democratic
one, the Kremerata Baltica Sextet.

The repertoire of the ensemble is quite extensive, from mod-
ern compositions, dedicated to the group, to monumental
works by Bach. Their concert programmes are usually the-:
matic and bear titles, such as "Gulliver in Madrid", "Bach &
Go", and "Some Pictures". The sextet is currently preparing a
new programme with guest musicians, which will be pre-
miered in the beginning of 2003.

The Kremerata Baltica Sextet has given concerts in the Baltic
cities, including Tallinn, Tartu, Riga and Vilnius, and in Ger-
many, Switzerland, and Austria, and appeared in the opening.
concert of the Baltic Festival in Scandinavia (in Oslo and
Copenhagen).

Although SOFIA GUBAIDULINA'S (b. 1931 in Christopol in the
Tatar Republic) education and background are Russian, it is
important to bear in mind the significance of her Tatar ori-_
gins. However, she is not a- Romantic nationalist. Her
compositional mastery enables her to make use of contem-
porary techniques evolved by the European and American
avant-garde, though in a wholly individual manner. Further-
more, oriental philosophies have had an influence on cer-
tain aspects of her music.

A striking feature of Gubaidulina's work is the almost total
absence of 'absolute’ music. The vast majority of her pieces
have an extra-musical dimension, e.g. a poem, either set to
music: or hidden between the lines, a ritual, or some kind of
instrumental 'action'. Some of her compositions demonstrate
her preoccupation with- mystical ideas and’ Christian sym-
bolism. She has wide-ranging: literary interests, and has set
to music poems by ancient Egyptian and Persian writers and
contemporary lyric poetry by Marina Tsvetayeva, for whom she
feels a deep spiritual affinity.

"Dmitri Shostakovich and Anton Webern have had the great-
est influence-on my work. Although my music bears-no ap-
parent traces of it, these two composers taught me the most
important lesson of all: to be myself'; says Sofia Gubaidulina.



Meditacija Bacho choralo "Vor deinen Thron tret ich
hiermit™ tema (1993)

Medltacmlus apmastymus man sukele gili-pagarba; kurig
jaugiu: Johanno Sebastiano Bacho muzikai, Dél to Siame
karinyje ‘sgmoningai vadovavausi skaiiu santykiais, mano
. .pacios aptiktais vieno i Bacho choraliniy preliudy (BWYV.668)
formos sgrangoje: keturios istisinio plétojimo padalos; kuriy
kiekviena baigiasi choralo_ eilute, yra-tarsi keturiy. pakopy
kelias, kuriuo. turi- nueiti muzika, idant nuskambeéty visas
choralas. Drauge tai lyg Bacho sielos kelionés tikslas: "Vor
deinen Thron tret ich-hiermit" ("Sluo keliu prie tavo sosto as
zenglu")

Siame choraliniame preliude stebina ne tik neats:tlktmc@
reikSme turintys garsy. santykiai, bet ir jo 'sgrangoje gludintys
skaigiy santykiai. Tai:lyg dvi sielos pusés - matoma ir
nematoma, - laukiangios susitikimo su Dievu. Cia igties

lenkiu galvq Bacho'genijui, jo virtuoziSkam sugebéjimui

pasinaudoti-skaigiy. eile, kurios centre yra skaiéius'9:
Muzikams, besidomintiems skaigiy-simbolika Johanno
Sebastiano Bacho karyboje, turety bati suprantamas Sios
simetriSkos skaitiy eiles groZis ir reikSme, susijusi su J. S.
‘Bacho vardu ;

-139; +88, —51, +37.
+187, - +301

=14, 423,49, +32 +41, +73, +114,

Skaiciy:-seka 114 +73.= 187 yra itin j[domi tuo, kad batent nuo

- 114-0s-ketvirtinés choralinis preliudas, trunkantis i viso 187
ketvirtines, pasiekia savo didZiausig diapazona.
Si kompozicija - tai mano atsakas | ankséiau isdéstyta formos
sgrangos 'idéjg, o-drauge - gana laisva muznkme fantazija,
pagrlsta Sia skai€iy seka.

Sofia- Gubaidulina

ANTANO JASENKOS (g. 1965) karyboje ryskis keli etapai
bei ju. prioritetai. 1990-1993 mety: kariniuose. pastebimas
polinkis -prie -orientalistiniy temy ‘bei Saltiniy. Sio laikotarpio
- kiriniuose - "Hare Krsna", "Paramatma”, "Rasa-L1a", "Aryas"
ir kt. - muzikos kalboje orientalistiniy motyvu néra, Ryty muzika
veikia tik kaip impulsas struktrai. Kompozicijos pasizymi
_griezta struktdra, konstruktyviu garsy, jy intensyvumo, ritmo
formuliy. modeliavimu:

Kitas kompozitoriaus -klrybos etapas - posikis prie
elektroakustinés triuk8mo muzikos. Jj Zenklina ‘kariniai -
"Tangofonija”; "n.A.J.mix'95", "Repeat", "Room Music"; "Cut-
off"; "Delusexmachina”. Siuose kiriniuose kompozitorius 8
ivairiy garso 3altiniy sukompiliuota garsg perdirba "cut-off"
(magnetofono juostos karpymo ir montaZo) technika. Dirbant
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- =139, +88,

Meditation On A Bach Chorale "Vor deinen Thron tret ich
hiermit" (1993)

My meditative musings arose. from the background of that
deep reverence | feel for the music of Johann Sebastian Bach.
In this piece | have specifically followed my personal experi-
ence of numerical interrelations underlying the formal organi-
zation of one of Bach's chorale preludes (BWV 668): four
through-composed sections, each ending with a chorale line,
seem to correspond with the four stages of a path in which
music must proceed so that the whole chorale could be heard.
At the same time it can be seen as an ascending of Bach's
own soul: "Vor deinen Thron tret ich hiermit" ("Before Your
Throne I Come Herewith").

It not only surprisingly displays particular pitch relationships
but also reveals numerical interrelations. This is like the vis-
ible and the invisible presence of a soul, waiting for the reun-

+.-jon. with God. And here | really bow down to.the genius of

Bach, to his masterful handling of numerical row at the cen-
tre of which stands number 9. The musicians, who engage
themselves in numerical symbolism of Johann Sebastian
Bach's work, must be aware of the beauty and meaning of
the row itself and its symmetry as regards his name, J. S.
Bach:

-561, +37.
+301

-14, +23, +9. +32, +41, 473, +114,
+187,

Particularly exciting is the numerical relationship 114 + 73
187, for it is exactly the one-hundred-fourteenth crotchet
wherefrom this chorale prelude, consisting of 187 crotchets
altogether, runs the whole gamut of its pitch vocabulary.
Finally, I came up with a composition which is my response
to the formal idea described above, and, at the same time,
my rather personal musical fantasy based on this numerical
row.

Sofia Gubaidulina

The works of ANTANAS JASENKA (b. 1965) disclose several
stages and their priorities. The works written in 1990-1993
witness a penchant for oriental themes and sources. In the
works of this period - "Hare Krsna", "Paramatma"”, "Rasa-
Lila", "Aryas", and others - he does not directly accept the
musical idiom of Oriental culture, Oriental music is rather an
impuise for structure of the work. These compositions are
marked by a strict structure, a constructive modelling of
sounds, their intensity, and the formulas of rhythm.

Another period of the composer's creative work - a turn to the
music of electro-acoustic noise. It is marked by such works
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&iuo metodu garsiné Zaliava suskaidoma | daugelj daliy ir
permontuojama autoriaus norima tvarka.

Composition (2001)

Sis trijy daliy kirinys pagristas jvairiomis pusiausvyros bei
simetrijos formulémis, kurios atsispindi garsaeiliuose, ritme
ir kituose muzikos elementuose:. Naudojamos senosios
lietuviSkos dermés (tiksliau - skududiy, derinimo' garsaeiliai),
isdéstytos pagal akustinio intensyvumo principa; kas nulemia
tiek viso karinio, tiek atskiry jo daliy ir padaly dinamika. Viso
kdrinio plétoté ir dinamika turéty priminti besiliejancig garsy
magma; tapti: viena nesibaigianéia magija. Klavesino
vaidmuo ansamblyje jvairusi-vienur tai - soluojantis
instrumentas, kitur.--akomponuojantis. styginiams.
"Composition" sukurta uzsakius."Kremerata Baltica" sekstetui
ir dedikuota Siam  kolektyvui. : ‘

Antanas Jasenka

LINAS RIMSA (g. 1969) kuria- muzikg kino filmams, dramos
spektakliams, video instaliacijoms, prodiusuocja pop muzikos
albumuy, leidyba ir yra dZiazo atlikéjas klavisininkas: (nuo 2001
m. groja su savo grupe): Siuo metu jj: labiausiai domina acid
dzZiazas (Rim3a pirmasis pradéjo groti acid dziazg Listuvoje)
bei jo sgveika su jvairiausiais skirtingais: muzikos: stiliais,

tokiais kaip world music ar klasikiné ir rimtoji Siuolaikiné

muzika.' Savo koncertinése pjesése: kompozitorius naudoja
grieztai- apskaiciuotas erdvinio ir-laikinio- muzikinés
medZiagos organizavimo sistemas, daznai besiremiancias
tam tikru numerologiniu-simbolizmu: Nepaisant to; $i muzika
neprislegia perdétu-sudétingumu, o gali-pamaloninti ir
vadinamojo-"paprasto klausytojo’ ausis.

Welcome! Kein Zutritt (2002)

§i kalambiirg pamagiau Stutgarte, Schioss Solitude. Tai Buvo '

du plakatai; kuriuos vieng Salia kito ant dury: pakabino vienos

istaigos darbuotojai. . Kalambdro sukeltos: mintys ir tapo

impulsu- §iam- nepretenzingam kdriniul atsirasti.
Linas Rim8a

FAUSTO LATENO (g. 1956) kiiryba, gyvuojanti uZ teatro riby,
neretai bina tarytum  abstrahuota.iS spektakliuose
skambéjusios muzikos: Pats: kompozitorius savo kirybos
stiliy linkes: vadinti- postsocrealizmu - ar postrealizmu; kurio
ry§kiausias bruozas - ypatingas blseny: (dZiaugsmo;
liddesio, sarkazmo ir't.t.) hipertrofavimas: Kriniy: harmonija
pabréztinai romantiné - grindziama trigarsiy. ir sekstakordy.
sekomis, Kkartais netgi visiSkai vengiant bet kokiy disonansu;:
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as "Tangophony"”, "n.A.J.mix'95", "Repeat", "Room Music",
"Cut-off", "Deusexmachina”. Here the composer transforms
the sound compiled from various sources by the "cut-off"
montage technique (a cutting of tapes). This method ena-
bles the composer to split the sound material into a lot of
slices and to re-arrange it in his desired order.

Composition (2001)

This three-movement composition is based on various forms
of balance and symmetry, which are present in different scales,
rhythms and other musical elements employed. Ancient
Lithuanian modes (specifically, the scales of Lithuanian
panpipe's tuning), which form the modal basis of this com-
position, are distributed in keeping with the principle of acous-
tic intensity, which determines the dynamic change both in
the whole piece and in its different sections. The whole for-
mal and dynamic development is meant to resemble the
flow of sonic magma which enfolds us in an endless magic
movement. Harpsichord plays a twofold part in this ensem-
ble: sometimes it appears as a soloist, and sometimes as
an accompanying instrument to the strings.

"Composition" was commissioned by and dedicated to the
"Kremerata Baltica" sextet.

Antanas Jasenka

LINAS RIMSA (b. 1969) composes music for movies, drama
productions, video installations, produces pop music albums,
and performs as a jazz keyboardist (since 2001 with his own
band). Presently one of his most profound interests is acid
jazz (once he was the first to play acid jazz in Lithuania); in
amalgamation with broad spectrum of different styles, such
as world music, or classical and contemporary classical
music. In his concert pieces, the composer employs strictly
calculated systems of spatial and temporal organization of
musical material, often based on a certain’ numerical sym-
bolism. Nevertheless, the result is quite euphonic and pleas-
ing the "ordinary ear”, rather than oppressive with overdone
sophistication:

Welcome! Kein Zutritt (2002)

| 'came across this wordplay in Stuttgart, Schloss Solitude.
Two posters were hung side by side on the door of one office
by the personnel. The wordplay awakened some thoughts. in
me, and that was an impulse for this unpretentious compo-
sition to come into being. '

Linas Rim3a



Antras zwlgsms pro.astunto auksto langg (2002)

. Tai jau antrasis mano zvilgsnis pro astunto auksto langa,
primenantis pirmojo (1989).simbolius: balkonas - tai realybé,
sgjunga; ‘kurioje tuo ‘metu buvome; horizontas -
isivaizduojama laisve ir nepriklausomybé. :

Dabar vel prigjome riba, kuomet griztame j sajunga. ES ir
Europa: - fai du skirtingi dalykai: "Nebenoriu (kaip rodo
apklausos, to nenori ir dauguma-latviy bei esty) vien dél
materialiniy iSskai¢iavimy vél verztis kazkur, kur mums
pasakys, kaip reikia gyventi. Dél to ir gimé "Antras Zvilgsnis...";
kuriame tik daliy pavadinimai yra kitokie -:dabar daiktus bent
jau gali vadinti tikraisiais ju vardais, ko nebuvo galima daryti
1989-aisiais:

| Lietuva: -

I TSRS

INES

"Pirmo 2vilgsnio..." tregioji dalis baigiasi uZkoduota ritrine

Morzés abécéles figira SOS, pagalbos 8auksmu pasauliui.

Dabar §is pagalbos prasymas islieka; bet situacija pakito:
nebéra kam padeti, Mums ir vel atves saulg. Tik ne i$ Rytq,
is Vakarq ‘

Faustas Laténas.

Savo.karybiniame kelyje VIDMANTAS BARTULIS (g. 1954)
isbandé daugybe sri¢iy; manevruodamas tarp intymiy

kameriniy kompozicijy it stambiy hepeningo tipo projekty,

akademinés ir: pop kultdros, baZznytinés muzikos'ir absurdo
teatro. . Ankstyvosios ‘jo  kompozicijos : pasizymi
kontempliatyvia, elegiska nuotaika; ypatingu lakoniskumu ir
. daZnais. gamtos vaizdiniais.:| savo karinius-Bartulis daZnai
ipina gerai Zinomus. praeities : kompozitoriy kariniy
fragmentus, tuo suteikdamas dramatiniam’ karinio pletopmu:
netikéty posokiy.:
Iki 8iol kompozitorius yra parases muznka_ apie 200 teatro
spektakliy, o 9-tojo desimtmedio pabaigoje i jo patirtis
paskatino jj kurti ir reZisuoti taip pat ir savo-paties "dramas"
Muzikantai. su keistomis kaukémis, ‘siurrealistine
. scenografija, aitris kvapai saléje, grésmingos elektroniniy
garsy lavinos, radijo tritk&mai, mikrofony dauzymai,
fejerverkai, cirko:numeriai; laidotuviy apeigy atkirimas = visa
tai galima pamatyti ir i§girsti jo "instrumentine teatre". Kartais
scenoje - pasirodo ir pats kompozitorius, atlikdamas vieng

pagrindiniy vaidmeny; kaip antai-operoje "Pamoka” (pagal

E. lonesco pjese), kur jis teatrali$kai diriguoja dainuojantiems
aktoriams ir keistam virtualiam ‘orkestrui:
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To the extent that his whole career is inextricably bound with
the world of theatre, FAUSTAS LATENAS' (b. 1956) non-theat-
rical works often sound, as it were, like the abstracted ver-
sions of his music drawn from the theatre performances.
The composer himself tends to define his style as post-so-
cial realism or, simply, post-realism, which .is characterized
by representation of the particularly exaggerated emotions
such as joy, sadness, sarcasm, etc. His harmonies are strik-

- ingly romantic, by and large based on extensive successions

of triads and sixth chords, sometimes avoiding even a tinge
of dissonance.

The Second Look Through the Window on the Eight-floor
(2002)

This is my second look through the ‘window on the eight-
floor, which is reminiscent of the symbols in first one (1989):

““the balcony is reality and the union in which we existed at that

time; the horizon is imaginary freedom and independence.

At present, we are returning to union again. The EU and Eu-
rope -are two different things. As well as the Latvians and
Estonians (as surveys show), | do not want, just because of
material calculation, to rush. again to where we will be told
how fo live. That is why "The Second Look" came into being.
As now it is possible to call a spade a spade, which was still

‘forbidden in 1989, the movements have other titles:

| Lithuania

USSR

IILEU

The third movement of the "First L.ook” ends with an rhythmi-
cal pattern of SOS signal in Morse alphabet, a cry for help to
the world. This cry for help remains, but the situation is differ-
ent, and nobody can help now. They will bring us the sun
again. Only not from the East, but from the West.

Faustas Laténas

In his creative career, VIDMANTAS BARTULIS (b.1954) has
traversed many fields, manoeuvring between intimate cham-
ber compositions and huge happening-type projects, aca-
demic and popular culture, sacred music and the theatre of
the absurd. His early compositions were marked by contem-
plative, elegiac mood, particular laconicism, and frequent
images of nature. In his music, Bartulis often includes some
clearly recognizable fragments of composers from the past,
to make unexpected turns .in the dramatic development of
the composition. To date, the composer has created music
for about 200 theatre productions, and this experience moved
him to create and direct his own "dramas" in the late 80's.
Musicians in bizarre masks, surrealist sceneries, bitter
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Skaldykla Il (2002)

nedarnus.
kurciyjy: choras

- tylos erdvéj

Vidmantas Bartulis

GINTARAS SODEIKA (g.1961) geriausiai Zinomas kaip
muzikos teatrui karéjas. Jo kirybinio: kelio pradzig Zymi
jvairaus pobudzio "nekonvencionali" kdryba, tokia kaip
hepeningai, garsinés instaliacijos ar instrumentinio: teatro
zanro kiriniai. Netgi "konvencionalioje" kamerinéje;
vokalinéje; chorinéje bei simfoninéje Sodeikos muzikoje taip
pat nestinga nei teatraliSkumo, nei kdrybiSky sasajy su
moderniaja popkultira. Pats kompozitorius. savo- pastarujy.
metu kiiryba apibadina kaip "akademinj techno" - savotiSka
tradicinés muzikos vertybiy ir naujuyjy technologijy derinj. Antai
"Garso ontologija Nr. 2"
dviems fortepijonams - tai intriguojanti- techno muzikos
stilizacija tradiciniams instrumentams ir tradicinei koncertinei
aplinkai.: Kituose Sodeikos. kiriniuose taip pat sujungiami
minimalizmo ir dZiazo elementai, o humoras ir Zaismingumas
juose daznai dera su savotisku: grieztu, atSiauriu skambesiu

- - tai vienas i$ paradoksy, apskritai budingy visai Sio autoriaus

muzikai.

Muzikos garsai (2002)
Kodeél muzikos instrumentai skleidzia tiek daug sklrtmgq
garsy? Instrumentais garsai iSgaunami jvairiais bidais:

_uZgaunant,: pudiant; liegiant stryku arba pirtais; Tadiau kas

apibudina ju skambesj?
Kiekvienas instrumentas. skamba, virpant tam tlkroms jo

dalims, o virpesiy daznis lemia skambancio garso auksfj..
- Jei.virpesiai daZznesni, tai ausj pasiekian¢io garso bangos !
‘daznis didéja, garsas auksteja Kal daznis maZesnis, garsas
 Zeméja. ;
Garso bangos daznis (wrpean skai€ius per sekunde)
matuojamas hercais (Hz). 20 = 20 000 Hz dazniy akustinés -

bangos daugeliui Zmoniu sukelia garso pojati.. Taciau kai
kurie gyvinai, pavyzdziui, Sunys ir SikSnosparniai, girdi daug
platesnes daznlq srltles garsus

1§ knygos “Mokslas ir visata” skyriaus “Muzikos garsai”.
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smells in the hall; threatening avalanches of electronic
sounds, radio noises, banging of microphones, fireworks,
circus numbers, repetitions of funeral rites - this is what one
can see and hear in his compositions of "instrumental thea-
tre". Sometimes the composer himself goes onstage and
performs one of the central roles, as in his chamber opera
"The Lesson" (after a play of lonesco), where he theatrically
conducts singing actors along with his strange virtual or-
chestra.

The Quarry I (2002)

disharmonious
choir of the deaf
in the space of silence

Vidmantas Bartulis

GINTARAS SODEIKA (b.1961) is best known for his music for
theatre productions. At the beginning of his career, Sodeika's -
work was informed with unconventionality - happenings, site-
specific works, sound installations;, compositions of instru-
mental theatre. The concert trend of his music is also noted
for certain theatricality and references to contemporary pop
culture. The composer himself describes his. works of re-
cent years as. "academic techno” - a whimsical combination
of traditional musical values with new technologies. His "Tone
Ontology No.2" - an intriguing stylization of techno music. for
traditional instruments: in"a traditional concert setting - en-
joys particular popularity.. The other works of Sodeika often
cornbine elements of minimalism and jazz, and are not void
of bizarre humour and self-irony:

Sounds of Music (2002)

Why do musical instruments emit so many different sounds?
The sound is produced by exciting vibration by striking, blow-
ing, bowing or plucking the instrument.. But what character-
izes their sounding?

An instrument emits sound when its certain parts are set to
vibration.- The pitch of sound depends on frequency of vibra-
tion: the pitch rises to the same exient as the sound waves
become more frequent.

The frequency of sound wave is measured in hertz (Hz), with
1 Hz equaling 1 occurrence (cycle) per second. The waves
from 20 to 20 000 Hz arouse the sense of sound in most of
humans. Yet some other species, like dogs or bats, are able
to apprehend much broader scale of frequencies.

Excerpt from the book “Science and Universe”, Chapter
“Sounds of Music”.



Ulro Zemé
Krzysztof Szwajgier

Ulro - tai Zodis, pasiskolintas i$ Blake'o. Jis reidkia dvasiniy kanéiy, kurias suluosintas 2mogus patiria ir visada patirs; eme. Pats Blake'as Ulro
Zeméje negyveno, nors ia gyvena mokslinirikai, Newtono mokiniai, filosofai ir beveik visi dailininkai bei poetai. Kaip ir devynioliktojo, ir
dvideSimtojo amZiaus, ir Siandieniniai juy pasekéjai.

Czestaw Mitosz, "Ulro Zemé":

Festivalio "Var§uvos ruduo”.inicijucta ‘operiné trilogija "Ulro. Zemeé" - tai trys kriniai, kurie gali bati atliekami vienoje ar keliose vietose kaip
vientisas arba kiekvienas atskirai kaip savarankigkas kirinys. Kiekviena "Ulro Zemes" dalis - tai muzikiné-teatriné trijy mistiky-aiskiaregiy, masy
atgimstancio ‘dvasingumo -pranasy - Emanuelio Swedenborgo, Williamo .Blake'o ir- Oskaro-Milagiaus - iSgyvenimy interpretacija.” Skirtingy
kompozitoriy-sukurtos .operos turi-savus ‘pavadinimus, veikian&iuosius -asmenis ir. formas. "Ulro zeme" sudaro:

- Martijno-Paddingo "Tattooed Tongues" (pagal Swedenborga),

-:Barbaros Zawadzkos "Grains" (pagal Blake'a); :

- Osvaldo Balakausko ‘La Lointaine" (pagal Milasiy).

Neatsitiktinai "Ulro Zeme" buvo pavadinta pagal garsy to paties pavadinimo Czeslawo Mitoszo kirinj. Nors trilogiig sudaranéiy opery libretai
remiasi originaliais minety autoriy tekstais; o Mitoszo veikalo tarp ju néra, pastarojo jkvepiantis vaidmuo yra neginéytinas. Batent Miloszo déka
Salia Swedenborgo ir Blake'o asmenybiy, be abejonés visuotinai siejamy su dvasinémis tradicijomis, iskilo Oskaro Milasiaus figtra. Visi trys
jie panasts savo pazidromis, aiskiaregiskais sugebéjimais ir begale mistiniy iSgyvenimy; Czestawas Miloszas misy-kultdros jvykiy fone,
pradedant nuo Svietimo epochos laiky, jtikinamai jrodé jy tarpusavio rysius ir atsidavima tiems patiems tvirtiems dvasiniams idealams.
Mitoszo "pagrindinés didZiosios temos” koncepcija yra labai subjektyvi, labiau literatiring, budinga Centrinei Europai, nei religing (jis remiasi
tokiomis -asmenybeémis kaip Mickeviius, Dostojevskis, Sestovas, Goethe, Solovjovas ir Baudelaire'as). Nors §i jo koncepcija ir labai jtikinanti,
daugeliu atveju yra kartu ir kontroversi$ka. Taigi i8 Ulro trilogija sudaranéiy opery autoriy nebuvo reikalaujama laikytis Miloszo interpretacijos,
nors-jie ir Zinojo, kad: atspirties tagkas-yra biitent §io autoriaus karinys. Pagrinding kiekvienos operos ‘medziaga greiCiau buvo. Siy trijy
neprilygstamuy asmenybiy - Blake'o,:Swedenborgo ir Oskaro Milagiaus - kiirybiskumo ir asmeniniy i§gyvenimuy visuma.

Sios mistiskos, kirybiskos ir laisvos asmenybés atstovauja per amzius puoseléjamoms tradicijoms, susijusioms su dvasine Zmogaus prigimtim.
Pagal Czeslawa Mitoszg, netekes'$iy savybiy Siuolaikinis individas gyvena Ulro Zemeéje apsuptas klaidingy jsitikinimy, visa griaunanéiy
taisykliu ir racionalizmo ‘bei scientizmo . Zabangy.: Ulro pavadinimas simbolizuoja misy dabartine bikle, kurioje mes atsidiréme,: kai
nebepaveldéjome tikéjimo, o prasmés ieskojima mums pakeité moksliniai aiskinimai. Jis tiesiogiai remiasi Blake'u, jo darnia Zmoniu, srigiy ir
pasaulio aliy sistema, simboliais ir alegorijomis, kurios yra kartu ir vertinimas, ir perspéjimas. Blake'o kiryboje vaizduoté - tai viena pagrindiniy
musuy stiprybiy, igalinanciy mus jveikti Ulro.

Drama, kylanti i§ dviejy prieSingy elementy - dvasingumo ir racionalumo - 'konflikto, yra Blake'o, Swedenborgo ir Oskaro Milasiaus kdrybos
varomoji jéga. Visi jie savaip sprendzia Zmogiskojo dvasingumo i$laisvinimo problema, susikoncentruodami kiekvienas | savuosius iSgyvenimus
bel naudodami skirtinga terminologija. Sis neortodoksinis dvasingumas kyla i& daugybés altiniv, kaip ir ju idéjos kil is kiekvieno jy individualiy,
mistiniy viziju; : :

Operose buvo i§vengta apibendrinimy. Trilogija "Ulro Zemé" - tai daugelio Zmoniy, kilusiy i3 skirtingy Saliy, taigi i8 dalies dél to {gijusiy skirtinga
patirt], kirybinés wvaizduotes ‘ir jkvépimo rezultatas.  Kompozitoriai, ‘atstovaujantys Olandijai (Paddingas), Lietuvai:(Balakauskas) ir Lenkijai
(Zawadzka), akivaizdZiai skiriasi ir meniniais temperamentais, ir kdirybiniu stiliumi, ir kiirybiniais interesais. Visos operos turi savus libretistus
ir scenografus. Be to, bitina pabrézti, kad iy trijy mistiky veikalai néra vienodo Zanro; dar daugiau, Blake'o ir Oskaro Milagiaus kariniai yra
ypatingai saviti meniniu at2vilgiu. Jy dvasinis turinys labai daznai slepiasi ‘po iSoriskai patraukiiu metafory, simboliy, alegorijy ir vaizdiniy
sluoksniu, po istobulinta forma, raiskiais posakiais, lyriniais personaZais ir emocinémis bdsenomis. Sie kariniai spinduliuoja fantazija.

18 festivalio. “VarSuvos ruduo” (Lenkija, 2001) bukleto.
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The Land of Ulro
Krzysztof Szwajgier

Ulro is a word borrowed from Blake. It signifies a land of spiritual suffering that a crippled man endures and must endure. Blake himself did
not live in Ulro, although scientists live here, followers on Newton, as well as philosophers and almost all painters and poets. Like their
successors in the nineteenth and twentieth centuries up till the present day.

Czestaw Milosz, 'The Land of Ulro'

The initiative for the composition of the operatic trilogy 'The Land of Ulro' began at a fortuitous moment when circumstances enabled the
Repertoire Committee of the 'Warsaw Autumn’ to offer composers the vehicle of musical theatre, something not usually easily accessible to
them. The opera The Land of Ulro' contains three works which can be presented either as a whole, in one or in several places, or separately
as an independent work. Each part of 'The Land of Ulro' is a music-theatre commentary on the experiences of three inspired mystic-
visionaries, precursors of our contemporary renascent spirituality: Emanuel Swedenborg, William Blake and Oscar Milosz. Written by three
different composers, the operas have individual titles, casts and forms. 'The Land of Ulro' consists of

- Martijn Padding's Tattooed Tongues (Swedenborg)

- Barbara Zawadzka's Grains (Blake)

- Osvaldas Balakauskas' La Lontaine (Oscar |V|1|OSZ)

That "The Land of Ulro' shares its title with Czestaw Mitosz's famous work is not accidental. Although the libretti of the individual operas
comprising the musical trilogy refer to the original texts of each of the aforementioned visionaries and not to Milosz's work, the latter's
inspirational role is unquestionable. It is thanks to Mitosz that the figures of Swedenborg and Blake, universally identified with the spiritual
tradition under discussion, were supplemented by the figure of Oscar Milosz. The three are related in terms of fundamental outlook, visionary
gifts, and wealth of mystical experiences. Their mutual links and adherence to the same enduring spiritual beliefs have been convincingly
elaborated by Czestaw Mitosz within the broad background of events of our culture since the time of the Enlightenment.

Mitosz's concept of the 'basic grand theme' is very subjective, characterised by a central European literary approach rather than a religious
one (he refers to such figures as Mickiewicz, Dostoevski, Shestov, Goethe, Soloviev, and Baudelaire), and although it's very convincing, it's
likewise controversial in many places. Thus, although they were conscious of Mitosz's work as their point of departure, the composers of the
operas contained in the Ulro trilogy were not required to follow his interpretation. The basic material for each opera was rather the wealth of
creativity and personal experiences of each of these exiraordinary individuals, Blake, Swedenborg and Oscar Milosz.

They are thus representatives of a tradition appearing throughout the centuries, referring to the essential human spiritual nature: visionary,
creative and free. According to Czestaw Mitlosz, a modern individual deprived of these traits is living in Ulro;, among false convictions,
destructive rules, and traps of rationalism and scientism. Ulro as a name symbolises our present condition of disinheritment from the real of
the sacrum, and the replacement of the sphere of meaning with the sphere of scientific explanation. This refers directly to Blake, to his
cosmos of people; regions, parts of the world, symbols and allegories, which containt both a diagnosis and a warning. In Blake's art the
sphere of imagination is one of our main powers enabling us to overcome Ulro.

The drama created by the conflict between these two opposing elements; the spiritual and the rational, constitutes the driving force of the
works of Blake, Swedenborg and Oscar Milosz. The problem of the liberation of the spiritual human element is presented by each of them in
a different way, concentrating on somewhat different fragments of their own experiences and using different terminology. This unorthodox
spirituality is multifaceted in its sources as a result of the individual messages they received in their mystic visions.

As a rule, generalisation was avoided in the operas. 'The Land of Ulro’ trilogy is the result of creative imagination and mutual inspiration of
many people with different experiences, resulting in part from their different countries of origin. The composers represent The Netherlands
(Padding), Lithuania (Balakauskas) and Poland (Zawadzka). They also differ, obviously, in artistic temperament, personal style, and the field
of their creative interests. Each of the operas has its own librettist and set and production designers. Additionally, it should be stressed that
the writings of these three visionaries are not uniform in genre; moreover, the works by Blake and Oscar Milosz are of extraordinary artistic
distinction. Their spiritual content is very often hidden beneath a superficially attractive layer of metaphor, symbols, allegories, descriptions,
perfected form, powerful expression, lyric figures and emotional states. These works emanate imagination,

From the catalogue of the festival “Warsaw Autumn” (Poland, 2001).
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JUDITA LEITAITE

Spalio 15, an‘tradiénis, 19:00
Nacionaliné filharmonija

OSVALDAS BALAKAUSKAS
kameriné’opxera "Tolimoji"” (La Lointaine)

Judita Leitaité - mecosopranas / mezzo-soprano
Audrius Rubezius - tenoras / tenor
Ignas Misidra-Tumanovas - baritonas /: baritone
Instrumentinis ansamblis / Instrumental ensemble

, Donétas KatkUé . dii’igentas /- conductor
 OSVALDAS BALAKAUSKAS
"La Lointaine", chamber opera

- October 15; Tuesday, 7 pm,

National Philharmonic Hall AUDRIUS RUBEZIUS

IGNAS MISIURA-TUMANOVAS

OSVALDAS BALAKAUSKAS

21:00, Rusy dramos teatras
Fringe:
LINAS RIMSA, LINAS PAULAUSKIS
Opera in da House
9 pm, Russian Drama Theatre
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Dar studijuodamas Kijevo konservatorijoje OSVALDAS
BALAKAUSKAS (g. 1937) pradéjo naudoti nejprastg serijine
technika; kuri labai skyrési:nuo Schoenbergo: taikyty
struktiriniu metody ir paties serijos traktavimo. Balakausko
serijos’ gali buti sudarytos ne tik:i§ dvylikos' tonu; bet ir i§
dvylikos (ar maziau) melodiniy arba harmoniniy seky
(pavyzdziui, akordy: junginiy) ar netgi fakiariskai iSbaigty ir
stilisti8kai. apibrézty [asteliy, kuriomis manipuliucjama taip
pat; Kaip serialistai elgtysi su paskirais tonais. Tokj

technikos pasirinkimag nulémé tai, jog Balakauskui buvo

labai svarbu paciam reguliuoti harmoning jtampa ir taip
isvengti astriy disonansu, kune badingi senahstq rasomal
muzikai:

Kitas Balakausko naudOJamas metodas, leidZiantis jam

racionaliai tvarkyti garsine medZiaga, yra jo sugalvota
diatoniné sistema, kurig sudaro didesnés uz septyntones
dermés. Jos principai yra isdéstyti Balakausko studijoje

"Dodekatonika”; kuria lenky kalba knygoje."W kregu muzyki -
litewskiej" iSspausdino Krokuvos muzikos akademija..

Balakausko atliktoje analizéje dvylikagarsis garsynas yra
suvokiamas kaip istoriskai [sigaléjusiy sistemu spektras
(pavyzdziui, pentatonika arba heptatonika), $alia kuriy gali
egzistuoti taip pat ir kitos logiskai nuoseklios sistemos:

_ oktatonika (astuongarsé dermé), eneatonika (devyngarse
- dermé), dekatonika (deSimtgarse dermé), hendekatonika

(vienuolikagarsé dermé) ir galiausiai dodekatonika

(dvylikagarse dermé) Kiekvienai i$ juy bldinga savita
struktdriné logika;: harmonmes spalvos ir. netgi tam tlkras

funkcionalumas.
Balakauskas pripazjsta, kad jo ntmm d|d2|au31a [takq padaré

~dZiazas, kuriuo aistringal doméjosi jaunystéje, .ir ritmo -

_ progresijy principas, perimtas i§ vokie¢iy kompozitoriaus
Boriso Blacherio. Apskritai Balakauskui itin btdinga derinti
istoriskai ir geografiskai nesusijusius muzikinius
elementus: liaudies melodijg ir klasterius ("Studio Sonon“)

. klasikines kadencuas kaip serijos lastele (Antrasis styginiy
kvartetas), is viduramziy ir dZiazo kilusig medZiaga, kurig
valdo serijiné sistema ("Erasmus"), pentatonines struktdras
ir eneatonika ("Devyni pavasariai’). Viskas, kas atrodo

priimtina siuolaikinei klausai, Balakausko karybineje

laboratorijoje sumaiSoma | unikaly: stiliy, rupestlngal‘

- sergstimg nuo pOlIStlllStlkOS zabangy.

Donatas Katkus
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Whilst studying at the Kiev Conservatoire OSVALDAS
BALAKAUSKAS (b. in 1937) began using an unusual serial
technique, very different from Schoenberg’s methods both
in structure and treatment. A series as interpreted by
Balakauskas may consist not only of twelve tones but also
of twelve (or fewer) melodic or harmonic sequences (com-
binations of chords, for example) or even stylistically de-
fined cells complete with textures, which are then manipu-
lated in the same way that serialists treat a single tone.
What was essential to Balakauskas' choice of technique
was to retain control of harmonic tension and therefore be
able to avoid the extreme dissonances that had become
typical of serial music.

Another method which the composer uses to subordinate
his musical material is his concept of diatonic systems with
scales that are greater than seven tones. Balakauskas has
written a theoretical study called "Dodekatonika”, which was
published (in Polish) by the Cracow Music Academy in the
book "W kregu muzyki litewskiej". According to his analysis
the twelve-tone material is considered as a spectrum of
historically implemented systems' (like pentatonic and
heptatonic) together with other possible, logically contigu-
ous systems: octatonic (eight-tone), enneatonic (nine-tone);
decatonic (ten-tone), hendecatonic (eleven-tone), and, fi-
nally, dodecatonic. Each of these can be characterized by
its peculiar structural logic, specific harmonic. colour and
even some kind of functionality:

Balakauskas admits to rhythmic influences; both from jazz,
which. was his:passion in his younger days, and from the
principle of progression which was: developed by the Ger-
man composer-Boris: Blacher. It is quite typical of
Balakauskas to juxtapose very distant (both historically and
geographically) musical elements, for example: folk melody
in clusters ("Studio Sonori"), classical cadences as an ele-
ment of a series (Seécond String Quartet), medieval and jazz-
like"material regulated by a series ("Erasmus"), pentatonic
structures in an enneatonic system ("Nine Springs"). Any-
thing that is acceptable to a contemporary ear becomes
material to be fused: in Balakauskas! intellectual workshop
into a unique style which is carefully steered away. from the
pitfalls “of polystylism,

Donatas Katkus



Tolimoji (La Lointaine) (2002)

Kamerines operos' "Tolimoji" libreta sudaro keli Oskaro
MilaSiaus (Oscar Vladislas de Lubicz Milosz, 1877-1939) -
Zymaus lietuviy kilmés, bet pranclzy tradicijos poeto -
_eilérascial.

Armand Godoy savo monogranOJe Milasiy apibadino kaip
meilés poeta.:Batent Sis jo poezijos aspekias, t.y. idealios
(taigi "tolimos") meilés motyvai léme eiliy pasirinkima,
siekiant dialogy, netgi veiksmo iliuzijy. Be abejo, §i tema
turi sgsajy ir su poeto biografija;

Operoje: "veikia" trys personazai: Tolimoji (sopranas)
Poetas ‘(tenoras) ir Liudininkas (baritonas).
Instrumentine partitdros dkaI[ sudaro fleitos, klarneto,
trombono, marimbos, ksilofono, fortepijono, smuiko, alto,
violongelés ir kontraboso partijos. Jas lydintis
elektroakustinis sluoksnis trimis atvejais ‘- jZangoje bei
dviejose intermedijose - yra tarsi - muzikiniai- komentarai.

[Zzanga (elektroakustiné muzika)

1. Tai buvo labai seniai... (Liudininkas)

2 Tai-buvo jaunyste... (Poetas) ‘

3. Meilé tyra... (Tolimoji)

Pirmoji intermedija (elektroakustiné muzika)

4. Sirdie mana... (Poetas, Tolimoji)

5. Deja; meilé Saipos i§ masy... (Poetas, Liudininkas)
6. AS i8siskyriau su ja... (Poetas) '
Antroji intermedija (elektroakustiné . muzika)
7. Kaip ji-skamba toli... (Tolimoji)

8. Neskités mano meilg... (Tolimoji,
Liudininkas) ‘
(lietuviski pavadinimai pateikti pagal Valdo Petrausko
-vertima)

Poetas,

Osvaldas Balakauskas

JUDITA LEITAITE (mecosopranas) daug démesio skiria
Siuolaikinés lietuviy muzikos -atlikimui ir propagavimui. Jos
repertuare - Vytauto Lauruso, Osvaldo Balakausko, Juliaus
Juzeliino, Broniaus Kutavicdiaus, Algimanto Brazinsko,
Algimanto. Raudonikio, Galinos Savinienés, Jaroslavo
Cechanovigiaus, Laimio. Vilkonéiaus ir kt..kompozitoriy
kdriniai. 1996 m. festivalyje "ArtGenda"-Danijoje J. Leitaité
atliko Anatolijaus Senderovo "Der tiefe Brunnen" ir
"Sulamitos. giesmes"-balsui ir- mugamujy ansambliui. 2000
m.:Londono KaraliSkojoje muzikos akademijoje dainininkés
recitalis buvo skirtas lietuviy kompozitoriy (Felikso Bajoro,
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La Lointaine (2002)
The libretto for my chamber opera "La lointaine" consists of
several poems by Oscar Milosz (Oscar Vladislas de Lubicz
Milosz, 1877-1939), the famous Lithuanian-born French
poet.

Armand Godoy, in his monograph on life and work of Milosz,
described him as primarily an author of love poems. It is
this aspect of his poetry, or more specifically, the motives of
ideal (and therefore 'distant') love, that determined my choice
of particular poems amenable to be put on stage striving for
some dialogues and feeble illusion of action. Apart from
this, the theme of distant love throws up parallels with the
poet's own biography.

The 'action’ of the opera unfolds around the three charac-

* ters: La Lointaine (soprano), the Poet (tenor) and the Wit-

ness (baritone).

The musical score is written for flute, clarinet, trombone,
marimba, xylophone, piano, violin, viola, cello and double
bass. The additional electroacoustic layer, remaining alone
three times in the opera (in the introduction and two epi-
sodes), serves as musical commentaries.

" Introduction (electroacoustic music)

1. It was so long ago... (The Witness)
2. It was in young days... (The Poet)
3. Pure love... (La Lointaine)

Episode | (electroacoustic music)
4, My sweetheart... (The Poet, La Lointaine)

5. Alas, love mocks at us... (The Poet, the Witness)
6. | have separated from her... (The Poet)

Episode 1l (electroacoustic music)

7. How far it rings... (La Lointaine)

8. Take and carry my love..
Witness)

(Lithuanian titles are taken from the translation made by
Valdas Petrauskas)

. (La Lointaine, the Poet, the

Osvaldas Balakauskas

JUDITA LEITAITE (mezzo-soprano) is a devoted performer
and popularizer of contemporary Lithuanian music. Her rep-
ertoire includes works by Vytautas Lauru$as, Osvaldas
Balakauskas, Julius Juzelitinas, Bronius Kutavidius,
Algimantas BraZinskas, Algimantas Raudonikis, Galina
Saviniené, Jaroslavas Cechanovigius, Laimis Vilkongius,
and many other Lithuanian composers. Leitaité performed
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B. Kutavi¢iaus, Mindaugo Urbaigio, Audronés Zigaitytés)
karybai. J. Leitaité dainavo O. Balakausko "Requiem Stasiui

Lozoraidiui: atminti" premjeroje bei Vilniaus festivalyje M.-

Urbaigio "Das Schitif3stiick"- premjeroje.

Lietuvos Nacionalinio operos ir baleto teatro: solistas
AUDRIUS RUBEZIUS $iuo metu yra vienas Zinomiausiy
jaunuju Lietuvos: tenory. Jis yra dainaves su Lietuvos
Valstybiniu simfoniniu ir Nacionaliniu simfoniniu bei
Lietuvos kameriniu: orkestrais. 1997 m. RubeZius buvo
apdovanotas "Kristoforu" uz Belmontes vaidmenj W. ‘A,
Mozarto operoje "Pagrobimas i$ seralio”. 1995 - 1999 metais
jis koncertavo Vokietijoje, Suomijoje, Estijoje, Izraelyje,
Ispanijoje, Prancizijoje; JAV, Japonijoje ir: Rusijoje. :
Audrius RubezZius yra atlikes Vytauto: Lauruso, Osvaldo
Balakausko; Vidmanto Bartulio; Mindaugo Urbaidio kirinius;,
jis dainavo Giedriaus Kuprevi¢iaus ("Karaliené Bona") bei
Broniaus Kutaviéiaus: ("Lokys") operose;

IGNAS ‘MISIDRA-TUMANOVAS (bosas-baritonas) nuolat
dalyvauja jvairiuose tarptautiniuose festivaliuose. Per
pastaruosius: kelerius metus jis pasirodeé "Gaidoje" (1997,
2000); Vilniaus festivalyje (2001), 51 tarptautiniame

festivalyje "Musica Sacra" Niurnberge (Vokietija, 2002), .

festivaliuvose Como bei Turino miestuose (ltalija),
festivaliuose "Baroko kelias”, "Amzinoji Jeruzalé”,: Pazaislio
bei. Thomaso-Manno festivaliuose, V| festivalyje "Varsuvos
literatlros: dienos" (Lenkija) ir kt.

lgnas Misidra=Tumanovas yra atlikes Osvaldo Balakausko

~ Vidmanto Bartulio, Mareko. Jasinskio (Lenkija) karinius.

Onutés: Narbutaités oratorija "Centones nieae Urbi" bei

Noamo Sheriffo "Jeruzalés psalmés” jrasyti | kompaktines

ploksteles. Daug Sio athkejo jrasy yra Lietuvos radijo
fonduose: ,

DONATAS KATKUS - dirigentas, altistas, muzikologas,
pedagogas. Jo iniciatyva 1965 m. buvo ijkurtas Vilniaus
kvartetas; kuriame D. Katkus grojo iki 1994 m: Per.tg laika
kvartetas tapo pagrindiniu naujos lietuviy kvartetinés
muzikos:kirimo inspiratoriumi; Tuo paéiu grodamas daug
naujos muzikos altui; D. Katkus parengé Broniaus

Kutavidiaus; Osvaldo Balakausko, Juozo Sirvinsko, Boriso

Borisovo; Antano Rekasiaus ir kity kompozntorlq kariniy,

premjeras.
1994 m. D. Katkus Lkure Sv. Kristoforo. kamerinj orkestrg;

tapusj nuolatiniu- naujosios lietuviskos muzikos kameriniam
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Anatolijus Senderovas' "Der tiefe Brunnen" and "Shulamite's
Songs" at the ArtGenda Festival in Denmark in 1996. In
2000, she gave a recital of music by Feliksas Bajoras,
Bronius Kutavi¢ius, Mindaugas Urbaitis and Audroné
Zigaityté at the Royal Academy of Music in London. She
also appeared in the premieres of Osvaldas Balakauskas'
"Requiem in Memoriam Stasys Lozoraitis" and Mindaugas
Urbaitis' "Das Schliistlick", which took place at the Vilnius
festival.

The soloist of the Lithuanian National Opera and Ballet
Theatre, AUDRIUS RUBEZIUS is one of the most outstand-
ing tenors among young Lithuanian singers. He has per-
formed with the Lithuanian State Symphony, the Lithuanian
National Symphony and the Lithuanian Chamber orches-
tras. In 1997, RubeZius received the Christopher Prize (a
prestigious prize established by the Lithuanian Theatre and
Cinema Association) for the role of Belmonte in Mozart's
"Die Enflhrung aus dem Serail". From 1995 {01999, Audrius
Rubezius gave concerts in Germany, Finland, Estonia, Is-
rael, Spain, France, USA, Japan, and Russia.

Audrius Rubezius has performed works by Vytautas
Lauru$as, Osvaldas Balakauskas, Vidmantas Bartulis, and
Mindaugas Urbaitis, and has appeared in operas "Queen
Bona" by Giedrius Kuprevitius and "The Bear" by Bronius
Kutavigius.

IGNAS MISIURA-TUMANOVAS (bass-baritone) regularly par-
ticipates: in various international festivals. In recent years
he has appeared in the Gaida Festival (1997 and 2000), the
Vilnius Festival (2001), the 51st Musica Sacra International
Festival in Nuremberg, Germany (2000), festivals in Como
and Turin (ltaly), the PaZaislis Festival, the Baroque Route,
the Thomas Mann Festival in Nida, the festival Eternal Jeru-
salem, the 6th Days of Literature in Warsaw, and others.
Misitra-Tumanovas has performed works by Osvaldas
Balakauskas, Vidmantas Bartulis, and Marek Jasinski (Po-
land). He has participated in recordings of the oratorio
"Centones meae Urbi" by Onute Narbutaité and "Psalms of
Jerusalem” by Noam Sheriff, and has recorded for Lithua-
nian Radio.

DONATAS KATKUS is a conductor, viola player, musicolo-
gist and a teacher. It was on his initiative that the Vilnius
String Quartet was formed in 1965. During the period untit
1994, when Katkus played with the quartet, the ensemble



orkestrui atlikéju. Sio kolektyvo parengti KutaviGiaus ir
. Balakausko Kkdriniai buvo apdovanoti Nacionalinémis

premijomis. Nuo:1998 m. orkestras kasmet atheka[k

naujausius. Lietuvos muzikos akademuos kompozicijos -

katedros bakalaury kurinius. Siuolaikine lietuviy

kompoz:torlq muzika orkestras yra jrases | kompaktines l

plokSteles, pristates festlvahuose Vokletume Lenkuo;e
Prancizijoje.

D. Katkus yra paskelbes stralpsnlq apie hetuv:skq muznkaJ ;

skaites apie ja paskaity JAV, Vokietijoje, Suomijoje Ir kt.

1995 m. D. Katkus jkaré Sv. Kristupo Vasaros festivalj. Siuo

_metu jis rengia 2002 m. lapkricio menesl ivyksian&ius
pirmuosius "Homo Ludens" nau;osms muzikos dlenq
koncertus -

_ OPERA IN DA HOUSE
Siguté Trimakaité. - sopranas / soprano

_ Irena Zelenkauskaiteé- Brazauskiené - sopranas / soprano

: nglta Rac¢kauskaité - mecosopranas./ mezzo-soprano '
Vytautas Juozapaitis - baritonas / baritone

Ignas Misitra-Tumanovas - bosas- baritonas / bass barl—:

tone

Valerljus Ramoska = tnmltas { trumpet.
Kestutis Vaiginis - saksofonas / saxophone
Irmantas AndriGnas - birbyne

Donatas Ulvydas - video

G&G Sindikatas

Linas RimSa - klaviiniai / keyboards

Linas Paulauskis - sempleriai / samplers

Ka bendra furi;éis renginys su opera ar namais? Turbat tiek ;
pat, kiek jary kiaulyte su jlra ir kiaulémis; arba angly ragas

su anglais ir ragais. Muzika buvo gaminama ne namuose,
o studijoje arba kontoroje prie ‘darbo stalo, dienomis ir

naktimis - o gal tai ir reikia, kad &ia masy namai? Vargu ar -

Cia i8girsite house muzikos (grieZtaja termiino prasme) =

tagiau bus visokiy Siai muzikai giminingy dalyky (trance, |

hip-hop, acid jazz, drum'n'bass). Tuomet kiek &ia kvepia
opera? Viena vertus, dainuoja masy operos ZvaigZdés ir
skamba gerai Zinomos arijos. Kita vertus, “opera® jtaliskai -
"darbas, veikalas", nors koks ir kieno gi ¢ia velkalas tikrai
ne mes tas arijas sugalvojome)

Nors pries kokj trisdeSimt mety Pierre'as Boulezas agltavo
susprogdinti viso pasaulio operos teatrus; ne vienas dabar
- pritarty Osvaldui Balakauskui, teigiandiam, kad "opera vis

deélto idomus dalykas ir ji visai nesiruogia mirti, kaip
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was the main inspiration for. Lithuanian ‘string quartet mu-
sic. As a viola player, Katkus has premiered many new com-
positions for viola, including works :by Lithuanian. compos-
ers Bronius Kutavicius, Osvaldas Balakauskas, Juozas
Sirvinskas, Borisas Borisovas, and Antanas Rekasius.

In 1994, Katkus founded the .St.- Christopher Chamber Or-
chestra, which now regularly performs new Lithuanian mu-
sic for.chamber orchestra. The orchestra prepared also
compositions by Kutavi¢ius and Balakauskas, for-which both
composers were awarded the Lithuanian National Prize.
Since 1998, the ‘orchestra has annually performed the lat-
est compositions by graduates of the Department of Com-
position of the Lithuanian Academy. of Music. The orchestra
has recorded a number of CDs with music by contemporary

:Lithuanian composers, and has presented it at festivals in

Germany, Poland and France.

Katkus has published a number of articles on Lithuanian
music and has lectured on the subjectin the United States,
Germany, Finland, and elsewhere.

In' 1895, Katkus organized the St. Chrlstopher Summer Fes-
tival. ‘At present, he is making arrangements for the Homo
Ludens Days of Modern Music, which'is going to take place

“in-November this year.

How much ‘has this project in common with "opera" and
"house”? Probably as much as the guinea pig with Guinea
and pigs, or the English horn with England and horns. We
were making this music not in the bedrooms of our houses,
but rather in the studio or at the office desk, days and nights
- does it mean that this is our house in fact? Hardly you will
hear-any house music here, in the strict sense of this term,
however, different variations -of related styles will be pre-
sented, such as trance, hip- hop, acid jazz, drum'n'bass, you
name it. And what about opera? Well, Lithuanian opera stars
will go onstage, and you will hear the excerpts of some
well-known arias. On the other hand, "opera" means simply
"a work", "an opus” in ltalian - but what about the credits
then? At least, it was not us who created all those arias :)

Despite the instigation to blow up all opera theatres in the
world thrown by Pierre Boulez some 30 years ago, many
will agree to the statement of composer Osvaldas
Balakauskas that "opera is still an interesting thing, and it
is not going to die as the avant-gardists have been predict-
ing". Six years ago, the Gaida Festival presented as many
as four new operas by Lithuanian composers, though "none
of them could be staged by the opera theatres existing in

. pran
festi

eras

. oper
. Taci
todé

kur.j
Klub

. Man

. gero

‘ - Kury




pranasavo avangardistai”. Prie§ SeSerius metus "Gaidos"
festivalis: pristaté -net keturias: naujas. lietuviy: autoriy. op-
eras, tadiau né viena ju "nebuvo skirta Lietuvoje veikiantiems
operos teatrams - ortodoksai ir vél trés progos pabambeti.
Taciau niekas faip greitai nesensta kaip teatriniai atradimai,

todél dziaukimés gebéjimu kurti gyva muzikinj teatra, kad ir
kur jis atsirasty - vaiky, darzelyje, kavinéje ar:bendraminciy

klube" (Sariino Nako jZanga 1996 m. "Gaidos" festivaliui).

Manome, kad isivaizduojate, kur link sukame. Linkime Jums
gero vakaro: : : : : :

Kirybing grupé
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Lithuania today, and this gives another chance for the ortho-
dox establishment to grumble. Opera, however, is a thea-
tre, 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: invthe kindergarten, cafe or a club of
like-minded people." (Sarinas Nakas' introduction to the
1996 Gaida Festival)

Hope you feel what is it all about. Have a good time...

Opera Housekeepers
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LATVIJOS RADIJO CHORO SOLISTAI/
LATVIAN RADIO CHAMBER SINGERS
leva Ezeriete

Elna Libauere

Inga Martinsone

Dace. Strautmane

Antra Drege

Normunds-Kirsis

Arijs Skepasts

Ferijs Millers

Aigars Reinis

Ivars Cinkus

Gundars  Dzilums

Kaspars' Putnind - dirigentas

1994 metais susiblres ansamblis:daznai jrasinéja
Latvijos radijui; koncertuoja Latvijoje ir uzsienyje. Didesne
kolektyvo repertuaro dalj sudaro Siuolaikiné muzika:
Ansamblis daug eksperimentuoja, ieSko naujy Zmogaus
balso spalviniy: ir tembriniu; galimybiu: bei jdomiy muzikos
pateikimo. boidy ir nuolat tobulina savo: individualy: stiliy.

Latvijos radijo- choro: solistai sékmingai bendradarbiauja

su-latviy komp02|t0r|a|s daznai uzsakydami naujus

kadrinius. Puikus tokio bendradarbiavimo pavyzdys - Maijos
Einfeldés "Zemés pakrasty" 12-ai dainininky. Sékmingo
Sio kirinio jraso déka Maija Einfeldé pelné Grand Prix
prestiZiniame. Barlow: tarptautiniame konkurse (JAV) ir
Latvijos Muzikos Grand: Prix. Apie Latvijos radijo: choro
solisty atliekamas Péterio Vasko "Tris Ceslavo Milogo
~poemas”; ‘jradytas Siam. kompozitoriui = skirtoje
kompaktinéje ploksteléje "Mate Saule' (BIS), "BBC Music
Magazine” kritikas rasé: "Puikus choras: atidZiai perteikia
skaidrias: harmonijas-ir-laisvai vinguriuojangius ritmus,
kurie atkuria: triju greitai prabeganciy akimirku: stebukig";

BBC Music Magazine skyré §iam jrasuj auksc:auan

jvertinimg, - penkias 2vaigZzdutes.
Pastarieji treji metai ansambliui buvo nepaprastai

intensyvis. 1998 m: Latvijos kultros ministerijos nutarimu -

ansamblis atstovavo Latvijai Tarptautinés atlikimo meny
draugijos kongrese Stokholme, Europos kultdros sostineés
renginiuose Veimare (Vokietija; 1999)ir Porto (Portugalija,
2001). Kolektyvas koncertavo Pranctizijos radijo festivalyje
» Paryziuje ir Montpellier, Covent Garden festivalyje Londone,
daugelyje reik8mingy festivaliy jie dalyvavo Latvuos radijo
choro: programose.

Uz Latvijos radijo choro solisty nuopelnus ansamblio
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The group of soloists of the Latvian Radio Choir was
founded in 1994. On regular basis Chamber Singers make
recordings for Latvian Radio as well as performs both in
Latvia and abroad.

The repertoire of LRCS is based mainly on contemporary
music. The group is experimenting a lot revealing differ-
ent colours and possibilities of timbre of human voice;
developing its own style and approach to the sound and
performance, searching for new ways of expression in
"staging" of music.

LRCS is successfully co-operating with Latvian compos-
ers regularly commissioning new works. A good example
of this is a work by Maija Einfelde "At the Edge of the Earth”
for 12 soloists. Quality of the work and Chamber Singers
recording determined that Maija Einfelde received Grand
Prix at the prestigious Barlow International Competition
(USA) and the Latvian Music Grand Prix. Reviewing CD
"Mate Saule" dedicated to music of famous Latvian com-
poser Péteris Vasks (BIS CD-1145), the BBC Music Maga-
zine writes about the "Three Poems by Czestaw Mitosz"
recorded by LRCS: "... the excellent choir works with con-
centrated focus on the spare harmonies and elusive me-
tres, which recreate the wonder of three transient moments
out of time". BBC Music Magazine has rated the CD with
the highest possible mark - five stars.

Past three years have been the most active for the LRCS.
Delegated by the Latvian Ministry of Culture the group has
represented Latvian music at the Congress of Interna-
tional Society for Performing Arts (ISPA) in Stockholm
(1998), at the European Cultural Capitals - Weimar (Ger-
many, 1999) and Porto (Portugal, 2001). The LRCS has
performed in-Paris and Montpellier in auspices of the Fes-
tival de la Radio France, at the Covent Garden festival in
London, regularly participated within' the programmes of
the Latvian Radio Choir in number of major music festi-
vals.

For the high standard of the Latvian Radio Chamber Sing-
ers conductor Kaspars Putnin$ has received the Latvian
Music Grand Prix in 1999, which is the highest honour for
professional achievements in music in Latvia today.

CHORDOS string quartet
leva Sipaityté - | violin

Eglé Juradunaité - Il violin
Robertas Bliskevicius - viola
Mindaugas Batkus - cello



dirigentui. Kasparui. Putniniui ‘1999 metais buvo 1téiktas ‘

aukséiausias Latvijos muzikinis apdovanojimas - ‘Latvijos
Muzikos GrandPrix:

Styginiy kvartetas CHORDOS
leva Sipaityte - | smuikas

Eglé Jurasanaité - || smuikas
Robertas Bliskevigius - altas
Mindaugas: Badkus = viplonéelé

Nuo pat susikdrimo (1997) styginiy kvartetas "Chordos"
dalyvauja jvairiuose renginiuose bei projektuose; tarp
kuriy - Lietuvos Kultlros ministerijos organizuojami
renginiai, beveik visi Lietuvos muzikiniai festivaliai ("Gaida,
Vilniaus festivalis: "Jauna muzika", "Kopa", “Mariu klavyrai,
Vilniaus Rotusés festivalis ir kt.). Per trumpg, egzistavimo
laikg, kvartetas spéjo. jrasyti nemazai lietuviy bei uZsienio
- kompozitoriy kariniy. Keletas lietuviy kompozitoriy kariniy

sukurti specialiai "Chordos", o Ry&io MaZulio korinys "Sans:

pause” yra: dedikuotas .§iam kvartetui. Lietuvos
kompozitoriy - sgjungos uzsakymu jrasyti Algirdo
Martinaicio, Nomedos Valangidtes (pastarojo gaidos buvo
iSleistos remiantis kvarteto dalyviy redakcija) bei
‘Mindaugo Urbai¢io kariniai buvo panaudoti ‘Lietuvos

naujosios muzikos mety" kompaktinéje ploksteléje.

Nemazg kvarteto repertuaro dalj sudaro Lietuvoje retai
atliekama: muzika (Mortono Feldmano, Grahamo Fitkino,
Michaelo Nymano; Luciano Berio, lannio Xenakio ir kt:
kdriniai), neapsiribojama ir Zanro apibrézta sudetimi.

TONDE LEEUW -Zr.psl.7 =

Car nos vignes sont en fleur (1981).dvylikaibalsy

Car. nosvignes sont en fleur" tekstai paimti.i§ "Giesmiy
giesmes". Jie ne tik apdainuoja meile, bet:taip pat ir meilés
praradimo baime, meilés ieskojima, svyravima_tarp. vilties
ir-beviltiSkumo, meilés sublimacija jos kelyje link
dieviskumo.

Gilus Zmogiskas meilés ilgesys Siuose thkstantmediy;
senumo tekstuose ypatinga reik8me masy atSiauriame ir
susvetimejusiame amziuje. Intravertiskas muzikos
charakteris, kuriuo-turéty vadovadutis dainininkai, ry3kiai
kontrastuoja su senujy teksty gyvybingumu. Viena po kitos
einanéiy, kartais konfliktuojanéiy tekstuose iSreiksty
nuotaiky atsvara - ramus Strichai; dvejojandcios, iegkanéios
pirmosios dalys, ryztas surasti mylimajg ir ode ‘mylimajai
treCiojoje ir ketvirtojoje dalyse, pastoraling ramybé ir

/an

Since its very establishment in 1997 the String Quartet
Chordos takes active participation in various projects and

- events. Among them there are the special projects organ-

ized by the Lithuanian Ministry of Culture, all major festi-
vals of the country, including such as Vilnius Festival, Fes-
tival of Vilnius City Hall, Contemporary Music Festival
Gaida, Jauna muzika, Kopa, Mariy klavyrai and others. In
short time of its existence, the quartet has recorded quite
a number of the compositions for string quartet by modern
Lithuanian and foreign composers. Several of them were
specially written for Chordos, while the piece "Sans Pause"
by Rytis MaZulis was also dedicated for the ensemble.
With the commission of the Lithuanian Composers' Un-
ion the compositions by Algirdas Martinaitis, Nomeda
Valangité (the score of this piece was published -on the
basis of the edition made by the members of the quartet),
and Mindaugas Urbaitis has been recorded and included
in a CD "Lithuanian New Music Year".

Chordos does not limit itself with one style music. The
significant part of the repertoire of the ensemble consist
of compositions rarely performed in Lithuania by such au-
thors as Feldman, Fitkin, Nyman, Berio, Xenakis, etc.

TON DE LEEUW - see page 7

Car nos vignes sont en fleur (1981) for 12 voices

The texts of 'Car nos vignes sont en fleur' derive from the
'Song of Songs'. They not only depict love, but also the fear
of losing it, the search for i, swung between hope and
despair, and the sublimation of love in a tendency towards
unification with the divine.

The deep human fonging for love in these millennia-old
texts has a special dimension in this age of induration
and isolation. The introvert character of the music - which
should also lead the singers - is in sharp contrast with the
exuberance of the old texts. The antithesis of the consecu-
tive, sometimes conflicting moods expressed in the text is
realised by sober contours: the hesitating, seeking first
movements, the determination to find the beloved and the
ode to the beloved in the third and fourth part, the pastoral-
like quietness and satisfaction of the fifth and the renewed
search in the strong driving sixth part; finally the seventh
part, a hymn to the superterrestrial fove, with almost litur-
gical rigidity.

'Car nos vignes sont en fleur' is part of a trilogy with 'And
they shall reign forever' (1981) and 'Invocations’ (1983)

Ton de Leeuw
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pasite'nkinimask penktojoje ir vél ieSkojimai smarkioje
estojoje; pagaliau septintoji dalis - beveik liturgiskai
grieZtas himnas paéiai zemiskiausiai meilei:

~"Car nos vignes sont en fleur" kartu su "And they shall
- reign forever! (1981) bei "Invocations” (1983) yra trilogijos

dalis.:

 Ton de Leeuw

ANDRIO DZENICIO (g. 1978) muzikos pagrindas - auksty
dvasiniy idealy, neturinéiu konkrecios i8raiskos,
siekimas. Todél jis dazniausiai néra linkes apsiriboti kuria
nors viena technologija ar sistema. Sio kompozitoriaus
muzikai bidinga jvairové: nuo meditatyviy tylos ir garso

. laukq bei fizinés garso: prigimties tyrinejimo ki
; beatodalrlskos ekspresuos masywu_ fakturq ir orlgmahu_ ,
akustlmq eksperlmentq

Keturl e.e. cummmgso madrlgalal (2000) vokalm|am

_ ansambliui -

. Rasant "Keturis e. e. cummlngso madngalus" man buv0‘
_ svarbiausia isreikati savo idéja kuo kompaktiskesnémis
ir koncentruotesnémis formomis, kurios tikriausiai ne itin
_ budingos mano muzikai. Mane i$syk patrauké amerikiegiy
. poeto r tapytojo Edwardo ‘Eastlino Cummingso poezijos. -
~ tobulas muzikalumas ir proporcingos farmos. Tiems; kurie
_yra bent sykj mate (batent taip - mate) Cummingso
'k enlerascnus turety biiti aisku, apie ka a8 kalbu. Jis kuria
- savo poetinius [vaizdZius ir formas specialiai grafigkai
~ isskirdamas kiekviena, skiemenj ir tokju badu beveik
. visigkai suardydamas zodzu.[ reikdmes, o drauge_ ‘
j suteikdamas savo poezijai menisko absurdo ir zavesio.
~ Man knietéjo iSmeginti tokio tipo muznkmg -estetika, kuo

‘ adekvacnau pertelklant sl teksta_ muzukmlals garsals e

Andr/s Dzen/tls

, KAIJA SAARIAHO - 71, psl 21

~ Nuits, adieux (1991) -

~ "Nuits, adleux" - deSimties mmucu{ kompozwua keturlems
balsams ir gyvajai elektronikai,
~Westdeuscher Rundfunk. uzsakymu brity, grupei Electnc
]Phoenlx kuri pirma sykj & karinj ir-atliko.

. Cia naudojamos {vairios vokalo technikos - snabzdeSIal,
_ kalba ir dainavimas - pereinant i$ vienos | kita, derinant su
_ non vibrato ir molto vibrato epizodais, glissando ir jvairiais

paradyta Kelno
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ANDRIS DZENITIS (b. 1978)

At the base"of Dzenitis' music is seeking for highly spir-
itual although non-concrete ideals. And keeping to strict
technological systems is not always his aim. It is charac-
teristic of Dzenitis' music to be rather different - from medi-

" tative silence-sound fields and investigation of the physi-
“cal essence of sound to non-compromise expression,

mass of texture and original acoustic experiments.

Four madrigals by e. e. cummings (2000) for vocal group
When writing "Four madrigals by e. e. cummings" the most
important for me was to ‘express my musical thought in
highly compact and concentrated forms that, most prob-
ably; are not very typical to my music. The ideally defined
musicality and form proportions of the poetry by American
poet and painter Edward Eastlin. Cummings attracted me
at once. For those who have seen (yes, exactly - seen)
poems of Cummings at least for once it must be clear
what | mean to say. He creates the imagery and form of his
poetry by peculiar, graphic syllable distinctions that well-
nigh destruct the meaning of words while giving the poetry
artistic absurdity and charm. | was eager to try this kind of
musical- aesthetics by  rendering such text lnto sounds
most adequately.

Andris:Dzenitis

KAIJA SAARIAHO -'see page 21

Nuits, adieux (1991)

"Nuits adieux" is a ten-minute piece for four voices and live
electronics which was commisioned by the Westdeutscher
Rundfunk in Cologne for the British group, -Electric. Phoe-
nix; who gave the first performance of the piece.

It uses various vocal techniques, whispering, speaking
and singing; with’ transformations between:them; com-
bined with non vibrato, normal: production: and: moito vi-
brato, glissandi and:dynamic variety. Each singer has two
microphones, and. various effects:are created from the
mixing desk, such as delay, harmonizer and reverb.
"Nuits adieux" was composed in. memory. of the compos-
er's'grandmother.

RYTIS MAZULIS (b. 1961) and his music may be regarded
as true epitomes of the new.generation of Lithuanian com-
posers. Educated in the composition' class: of Prof. Julius
Juzelilinas; he keeps in line with the intellectual neoc-avant-



dinaminiais efektais: Kiekvienas dainininkas turi.-du
‘mikrofonus,- jvairls efektai 'yra pasiekiami manipuliuojant
garso pultu --naudojant véluojancig sistema, harmonaizerj
ir reverberj: ,

"Nuits, ‘adieux” buvo. sukurtas kompozitorés senelej
atminti.

RYT| MAZUL] (9..1961) galétume laikyti tipiska naujosios
Lietuvos kompozitoriy kartos: figiira. |15éjes prof. Juliaus
JuzeliGno- kompozicine - mokyklg,  jis. atstovauja
intelektualiojo’ neoavangardo nuostatoms, o nuosekliai
skverbdamasis j garso gelme, jis ne kartg perzenge jo
suvokimo' ribas. MazZulio garso filosofija, jos

inspiruojamos technologijos, -adoracijos bei siekiamybes.

tarytum "fiziskai" pakibe tarp persikryZiuojanéiy
modernizmo: ir postmodernizmo magistraliy. Jo pozidriui |
kultdros tradicijas nebtdingas:-modernisto nihilizmas.
Priesingai, . jis = pastebi - nuo:: laiko ' dislokacijy
nepriklausancius muzikos objektus, kuriy aktyvios
potekstés:sklidinos rracionalios: savireguliuojangios
tvarkos: Sie objektai MaZuliui tarnauja kaip rezonuojanéios
kompozicinés idéjos bei konstruktai, jie vartojami,
tiraZuojami, integruojami, prisodrinami laikmegiui-bddinga
kompozicine medZiaga, jy pagrindu i8bandomos ir
tobulinamos naujos komponavimo. technikos. Siuo badu
jo. muzikoje ‘dekoduojami’ Renesanso rezonansai:
menzdrinis: tempy: polilogas, . tobulos. mikro-:-ir
makrostruktiry proporcijos, akimirksnio trukmiy politempy
kaktomusgos ir absoliuciai simetriS§kos formos. Tadiau
selektyvios idéjos. reprodukuojamos struktdralisto, kuris
garbina stiliaus \grynuma, pasikliauja intelektualaus
konstravimo galia ir netiki forma, kuri-néra iki-galo

determinuota, maniera.:Determinacijos, universalios

technikos bei. formos. prototipo pasirinkimas ‘Mazulio
muzikoje jteisino kanono technikos re-evoliucijos galimybe
ir kartu pasitlé ideala - plasti§8kg technisky formy "grynaja
muzika", kuri laikytina -emblemine Mazulio kdrybos
dominante.

Kuriamuy kanony skambesys bei ‘struktariniy konstrukcijy
groZis atskleidZia autoriaus uzkodavimus. Juose atsispindi
kompozitoriaus-kultlriné aplinka: bei adoracijos .-
Johannesas .Ockeghemas, J. 8. Bachas, Conlonas
Nancarrowas,  Silvia Fomina, ‘Ri¢ardas Kabelis ‘bei

Gérardas Grisey ‘- ir:paradoksaliai darniai: sgveikauja -

menininko ‘ir tyrinétojo pastebimos europietiSkos ‘kultdros
tradicijos. Kita.vertus, j:MaZulio kompozicijas galétume
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garde. Moreover, by persistently penetrating into the depths
of sound, he has repeatedly overstepped the liminal
bounds of comprehension. His sound philosophy and
technologies it implies, adorations and aspirations seem
to be suspended somewhere midway between the inter-
secting highways of modernism and postmodernism.
Modernist nihilism is not characteristic of his approach to
cultural traditions.Contrariwise, he unearths musical ob-
jects irrespective of their location in time, whose active
connotations radiate the rational self-regulating orderlfi-
ness. These objects serve as certain compositional ideas
and ready-made constructs, which resonate within the
complex of the .composer's own ideas: he employs them
as they are, regenerates, integrates, rounds them out with
the sound material more in tune with the times, uses them
as a basis for developing and experimenting with the new
compositional technigues. Mazulis applies the same pro-
cedures o decoding resonances coming from the Ren-
aissance, which include the mensural polylogue of differ-
ent tempos, perfectly matching proportions of micro- and
macro-structures, head-on collisions of infinitesimal
durations in polytemporal settings, and totalising symme-
try of forms. All these selected ideas, however, are being
reproduced in the manner of a structuralist who adheres
to the purity of style, relies on the driving force of intellec-
tual construction, and misgives the form which is not pre-
determined from beginning to end. The search for a com-
mon denominator, some universal technique and a for-
mal prototype that would suit his music has led MaZulis to
the choice and revival of the canonic technique. And, at the
same time, it prompted an ideal: pliant, technically con-
structed 'pure music', which came to.be an emblematic
dominant of his work.

The sounding of his canons and inherent beauty of their
structural buildup often betrays the coded input of the au-
thor, unmistakably pointing to his ctltural milieu and role
models - Johannes Ockeghem, J. S. Bach, Conlon
Nancarrow, Silvia Fomina, Ri¢ardas Kabelis and Gérard
Grisey - and representing a paradoxically well-adjusted
combination of most diverse cultural traditions. His com-
positions, on the other hand, may be seen as certain sonic
projects overlaid with clear, nearly invisible drawing lines.
In the process of analysis these finely chiselled sound
architectures immediately fall into geometrical shapes of
palindromes: diagonally and vertically running currents of
sounds are either interlaced with the manifold spirals of
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zvelgti kaip | -garsinius projektus su aiskiomis, beveik
perregimo bréZinio linijomis: jy graksti architektonika
analizés badu bematant suSoka:j geometrizuoty formy
palindromus, o garsy srauty diagonales ar vertikales
apraizgo- interversijy spiralés ("Menzros", "Talita cumi")
ar-uztuSuoja Svytuoklés bréziamos melodijy- amplitudés
("Palindrome’).  Pastarojo deSimimedio Ry&io MazZulio
karyboje: stebima laipsni§ka proporcinio-menzirinio
principo - transformacija, vis: labiau krypstant fraktalinio
pobudzio: politempy kanony kdrimo link: Kita vertus;
Mazulio- mikro-. ir-makrodimensiju kanonai rezonuoja
aktyvias ir aktualias menines/mokslines hipotezes - lvano
Wyshnegradskio auksc&iy:ir trukmiy ultrachromatizmy
analogijas, Henry'o Cowello tempy chromatizmyy teorija;
kaip:irjy prakiikas- Sylvano Bussotti, ar Nancarrowo
kdryboje.

MedZiagos: elemento dydZio ("stambumo”) parinkimo
taktika, o:ir inspiracija.Mazulioc opusuose: neretai priklausé
nuo gyvo' ar. elektroninio-atlikimo- paskyros; jo' tikéjimy. -
nusivylimy, savuosius-.garsy: brezinius: tai patikint
kompiuteriui, tai vél viltingai sugrjztant prie- gyvo muzikos
atlikimo (Court-Circuit ir Neue Vokalsolisten Stuttgart). Nuo
daugiaterciniy: skambesio struktiry ("Grynojo: proto
klavyras”, "Canon.perpetuus”);. spiraliniy sveiky tony
garsaeiliy ("Apstulbusi-akis prarado ama"), chromatinés
gamos: iki pustonio:30-ties mikrostruktdru: geimés.
Atkakliai modeliuocjant moderny garso vidines erdvés
dizaing. ir siekiant skambesio: prasmés perkodavimo,
Mazulis praktikuoja pustonio mikroskopijos ritualg: su
savomis. apeigomis: logaritminiu- (ekvidistanciniu) jo
skajidymu-ir trukmés makrostruktiros: (ketvirtinés)
trupinimu-j.iracionaliy dydziy fragmentus.: Tyrinéjant jo
opusy mikrostruktdrines erdves,; uzvaldo eretiSka mintis,
kad Lietuvoje:dar:nepanaudoty garso  dydziy palytéjima
kompozitoriy paskatino ne-Nicola Vicentino, Aloiso
Haba'os, Jeronimo: Kacinsko, netgi spektralisty: uZmojai,
bet jsakmus genetinis:jpareigojimas; paradoksaliai
uzgifruotas iSveréiamoje kompozitoriaus pavardés
prasméje. Tad Matutinus Parvulus --Jono Vilimo lotyniskai
perskaitytas kompozitoriaus vardas ir pavardé - galitarnauti
kaip konceptualus MaZulio mikrostruktiry pagrindimo
kodas. Nes pastarojo de§imtmecio kompozicijos
atskleidzia, tiesa, ne chronologiskai, smulkéjandiu,
pustonio dimensijy vaizda: pustoniai "Hanon virtualis",
ketvirtatoniai "Mensurations"; ketvirtatoniai ir astuntatoniai
"Palindrome?, deSimtatoniai "Cum essem parvulus".ir
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inversions (e.g., "Mensurations", "Talita cumi") or become
slurred through the pendulum movement of melodic
progressions ("Palindrome”). The recent works of Rytis
Mazulis witness the gradual transformation of the propor-
tional-mensural principle and the increasing tendency to-
wards fractal organization of polytemporal canons. Along
with these developments, his micro- and
macrodimensional canons came to resonate with the
guidelines of some pioneering artistic and scientific hy-
potheses: lvan Wyshnegradski's ultrachromatic analogies
between pitch and duration, Henry Cowell's theory of chro-
matic tempos as well as their practical applications in the
music of Sylvano Bussotti and Conlon Nancarrow.

In Mazulis' works, the tactic behind the choice of the size
('magnitude’) of elementary units, like an inspiration itself,
has most often depended on which medium of perform-
ance he would prefer - acoustic or electronic, on expecta-
tions and/or disappointments at the execution of material,
be it realized with the aid of computer or performed by live
performers (e.g., Court-Circuit and Neue Vokalsolisten
Stuttgart). His varied pitch vocabulary ranges from the struc-
tures made of piles of superimposed thirds ("Clavier of
Pure Reason", "Canon perpetuus"), spiral series of whole-
tone scales ("The Dazzled Eye Has Lost lts Speech”) and
chromatic scale to the microtones obtained by the 30-fold
fraction of a semitone. By persistently modelling the de-
sign of sound's inner space and aiming to re-encode its
meaning, Mazulis celebrates the rituals of a semitone
microscopy, which involve logarithmic (equidistant) parti-
tioning of pitch and division of the given temporal mac-
rostructure (mostly, a crotchet) into fragments of irrational

- values. When exploring the microstructural space of his

pieces, one is struck with the sudden revelation that it is
not quite the daring undertakings of Nicola Vicentino, Alois
Haba, Jeronimas ‘Kacinskas or'a number of spectralist
composers that encouraged Mazulis to deal with the
unexploited measurements of sound, but the insistent ge-
netic obligation, which had been fortuitously encrypted in
the name of the composer. Latin translation of his name
(brought into general use by the musicologist Jonas
Vilimas), which reads as Matutinus Parvulus, may: offer an
essential service in decoding the conceptual basis for his
microstructures. A number of pieces written in the last
decade, although put in unchronological succession,
make up the picture of progressivelly increasing division
of a semitone into still smaller microintervals, starting with



iracionalds pustonio padalinimai | 30 daliy (| 29

-mikrointervalus su fokiais pat iracionaliais savo dydZiais =

3,448275862 cnt.). Si nerealiy auksciy/trukmiy divizijy
‘muzika ("Talita cumit), atrodyty, igarsina padig keliomis
kKryptimis besisukangiu inversiniy spiraliy trint];
melodijoms  skirtingais tempais prasilenkiant
siurrealistiS8koje mazy. tercijy erdvéje. Permutacinés jégos

lssvaldytos mikrostruktdros - iStempti ar sugniuzdyti

irracionaliy dimensijy garso matas - suk33| fatallsko;e .

garso bities karuseléje...
lelektrinti, tiesiog "jkrauti" garsal Mazullo Iludulmu jo

komponuojami su ribiniu emocionalumu, nervine jtampa,

k  formalizuojami; laikantis itin griezty kompoziciniy kanonuy.
Atrodyty, paselusiai sudetinga, tadiau neprastai skaidriy

konstrukcijy Ry¢io Mazulio muzika neabejotmal rezonuoja. .

musy_laikmecio kultiros epistema su jos meniniais

zinojimais, nuojautom, apmastymais ar bendromis

,~|dejomls Neretoriné jos gramatika bei veikiantys
skaitmeniniy progresijy mechanizmai kuria garsy mena,

kuping tik itin gneztoms garsmems formoms budlngo ;

stipraus Jausmo
Grazina Daunorawmene
ajapajapam (2002) 12 balsy, 4 styglnlams ir elektronikai

Rasydamas 8i kurln[, meglnau pratestl savo ;leskopmus
_mikrodimensinio_komponavimo srityje. Atskiri muzikings
struktlros parametrai yra preciziSkai matuocjami
("menz0ruojami®), bandant iSgauti subtilesnes nei jprasta
gradacijas. Zinoma, galime teigti, jog tokia muzika
"atsiranda" kompiuteryje, tatiau mano jsitikinimu, dar prie$
~ tai ji gimsta, ar bent jau turéty uzglmt| kompoz:tonaus
galvoje.

Pastaraisiais metais vis daznlau prisimenu pokalbj su
kompozitoriumi Alvinu Lucier 1998 mety rudenj "Schloss

Solitude" menu akademijoje Stutgarte. I8klauses dvi mano

kompozicijas, realizuotas elektronikos pagalba, Alvinas
Lucier primygtinai pataré tokias idéjas jgyvendinti

akustinés muzikos aplinkoje, pasitelkiant natlraly garsg
ir "gyvus" atlikéjus. Tada galvojau, jog tai absoliudiai -

~nejmanoma. Slandlen - tikiu, kad tai pasiekiama, gyva
-atlikimg derinant su: elektronine fonograma, kuri yra tarsi
tariamas "dirigentas”, leidziantis realizuoti tai, kas baty
nejmanoma, atliekant kdrinj tradiciniu bodu, - ,

Sanskrito kaIbOJe Zodis Japam relskla "mantros :
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‘the very friction of inversive spirals all'spinningin opposite

the semitones in "Hanon virtualis", quartertones in .
"Mensurations”, quartertones and octatones in "Palin
drome”; decatones .in-"Cum essem parvulus” and ending
up with the irrational 30-fold fractions into 29 intervals span-
ning the 3,448275862 cents (cent being the 100th pari of a
semitone) in "Talita cumi". It seems.that this surreal mu-
sic of infinitesimal intervals and durations conveys in sound

directions at once when melodies diverge from each other,
moving in different tempos within the claustrophobic span
of minor.third. Microstructures, dispelled by the centrifugal
force -of permutations --expanded and-then compressed
measures of irrational dimensions - revolve in a fatal merry-
go-round of sound'’s -existence...

The electrifying, 'charged' sound ‘architectures, as wit
nessed by the composer himself, are being composed
with the utmost emotionality, mental tension, and.undergo
formalization based on highly rigoristic procedures. Reck
lessly intricate, as it may seem at first sight, though clear
sounding of -MaZulis' music ‘obviously reflects the cultural -
environment of the time filled with all kinds of artistic intel-
ligence, insights, thoughts -and general ideas. ‘t:is per
haps the nonrhetorical nature of its grammar and the whole
aggregate - of procedures involved in - numerical
progressions, ‘which create :the genuine art of sounds -
imbued with the strong feeling that can only be achieved
through the -extreme formal restrictions.

Grazina Daunoraviciené

ajapajapam (2002) for 12 voices, string quartet and elec-
tronics .

By writing this piece | made one step further in my explora-
tion of microdimensional composition. Intent on obtaining
the finer gradations than they are ‘generally used, | have
meticulously measured every parameter involved in the
musical structure. Of course, one can claim that this kind
of music originates with the aid of computer. But my deep-
est conviction is that it is ‘'some composer's mind which
engenders (or at least should engender) any musical
ideas.

In recent years | had frequent recollectlons of my conver-
sation with Alvin Lucier, American composer who resided
in the Akademie Schloss Solitude, Stuttgari, in the fall of
1998. After listening to two of .my electronic scores, he
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kartojimas”, o dalelyte a reiskia "be": taigi ajapajapam yra
mantros kartojimas be paios mantros. Ji skamba pati
savaime gilesniame samoneés lygmenyje. Tuo tarpu Sioje

~ mano kompozicijoje muzika yra tarsi "be muzikos", nes i§

tiesy ja sudaro viena be galo ilga nata, iSdéstoma
kanoni$kai: 6 linijose. Struktlra pagrista nepaprastai-léto,

matematiskai apskaitiuoto glissando panaudojimu, dél =

kurio: susidaro. nuolatinés mikrointervaliniu garso auksciy
spektry samplaikos. : :

‘Krinio trukmé - 35:42.

"ajapajapam" sukurtas "Gaidos" festivalio pasitlymu
Latvijos Radijo choro solistams ir Chordos kvartetui.

Rytis MaZulis
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insisted that | realize those ideas in acoustic medium with
the help of the 'natural’ sound and 'live’ performers. Then |
thought it was totally impossible: And today | think that it'is
quite achievable.in case if live performance is aided with
the electronic tape, which serves as a virtual 'conductor'
who lends a helping hand, as it were, in executing that
which would be impossible in traditional performance.
In Sanskrit the word japam stands for the 'repetition of
mantra' and the prefix a means 'without'. Thus the whole
title. "ajapajapam” means repetition of mantra without
mantra itself. It should be evoked somewhere in the deeper
layer of consciousness. In my composition, likewise, mu-
sic proceeds as if 'without music', or more precisely, with-
out any musical events. It is like one endless note laid out
in & canonic lines; spanning the whole piece. The struc-
ture is build by making a very slow, weil-calculated de-
scending glissando, which causes constant heterodyn-
ing of the microtonal pitch spectra.

Duration: 35:42.

"ajapajapam"” was written on request from the "Gaida" Fes-
tival for the Latvian Radio Singers and Chordos String Quar-
tet.

Rytis Mazulis



Apie garsus, konvencijas ir klausyma,
Barnas Nakas

-+ Viskas.prasideda nuo.garso. Stai ir Sie ZodZial, kuriuos dabar sakau, taip pat yra garsai. Mes galime ilgai aiSkintis, ar turime jy klausytis kaip
kazkokios muzikos, .ar kaip tam tikro informaginio teksto, tadiau turbit nesigindysime, kad abiem atvejais mes girdime garsus.

- Muzikoje, kaip ir-kalboje, Sis dvilypumas daznai iSlieka. Papras€iausias pavyzdys baty tai, kad tg patj kdrinj ar.net trumpa motyva Zmonés gali
girdétiir kaip vadinamaja muzikine mintj, ir kaip tam tikig muzikos kuriama bisena. Galima teigti, kad ie du pavidalai neretai persipina, persilieja
ar net persipainioja.:Ir tai ne visuomet priklauso nuo misy pastangy -:samong ir pasamoneg tarsi ZaidZia nepriklausomus Zaidimus, kuriuose
masy ausys ir norai toli:grazu néra pagrindiniai ir viskg lemiantys veiksniai.

Garsai apima gerokai daugiau, nei-mes daZnai galvojame. Kaip jau sakiau, visa kalba yra jvairiausi garsai, tadiau egzistuoja ir daugybé kit
akustiniy fenomenuy, skandinanc&iu mus bekrastéje garsy jlroje, kurios gelmiy mes nepazjstame lygiai taip pat; kaip Zmonés nepaZjsta tiokstan&iy
gyvybeés rasiy, gyvenandiy vandenyno dugne, po zeme ir.ugnikalniy Slaituose. Ir todel galima konstatuoti, kad kompozitoriai-maza kuo skiriasi
nuo.eiliniy, Zmoniy, nes hepaisant jy specializavimosi ir i§silavinimo, jie taip pat téra tik keliautojai bangy paviriumi. :
~Ir:zmonés apskritai, ir muzikantai i8skiria tik labai-maZa garsy terpés -dalj; kuriai suteikia estetines ir-socialines kategorijas. Visa kita tebéra

kazkur:toliau ir nelabai domina, nepaisant naujujy laiku technologijy suteikiu galimybiy skverbtis ir | tas gars( pasaulio sritis, Kurios ankséiau
buvo nepastebimos ir nepasiekiamos. Vien ai leidZia galvoti, kad kompozitoriy vaidmuo garsy -atzvilgiu yra labai kuklus irbeveik nieko
neissiskiriantis i§ visos visuomenés. Kitaip sakant, beveik nesama ambicijl] tapti naujy pasatiliy kolumbais, tadiau to reiskinio priezastys gludi
tikriausiai ne kompozitoriy pasyvume, o kazkur daug giliau: ‘ 4
Zinoma, biity galima svarstyti, ar kompozitoriams ‘batina iSradinéti naujas niekam nesuprantamas kalbas ir bandyti jas diegti kiiryboje. Tagiau
dar jdomiau baty paklausti apie tai,-ar kompozitoriams. i§ tiesy pakanka tu per kelis tikstantmed&ius palengva susiformavusiy garsy meno
konvenciju, kuriomis dabar disponuojama. Ir.i§ karto tekty pabréZti tai, kad esama labai didelés inercijos tradicijos pozitriu, net ir tais atvejais,
kai ji negailestingai lauZoma ir transformuojama, nes kompozitoriai vis délto nenori prarasti kad ir menkiausiu, taciau jau prigijusiy komunikacijos
formu. ‘
Todeél svajonés apie galimybe perzengti tradicija ir kurti kg nors visai nesusijusio su tuo, kas daryta ankséiau, yra nejgyvendinama utopija. Gal
tai ir ligdna Zinia futuristi$kiau nusiteikusiy karejy puoseléjamam originalumo i880kiui, nes jitarsi savaime nuleidZia menininkg ant Zemés. Tadiau
kitaip pamascius, kaip tik 8io dalyko Zinojimas ir sufokusuoja kiiréjo pastangas | ten, kur jis ir turi ieSkoti savo veiklos esmes. Tuscias reikalas
baty jam.visa tai aiskinti, jei jo sagmoné pati nesugeba to atrasti:ir pagristi. .
Kas §iuo atveju yra garsas - priemoné ar tikslas? Manygiau, kad ir viena, ir kita, o dar labiau - abiejy dalyky lydinys, sunkiai apibddinamas ir
ne visuomet tinkamai suvokiamas. Nereikéty pamirsti vieno labai svarbaus dalyko: kompozitorius, ra8ydamas ‘muzika, kartu savyje lavina
klausytoja, ir net neaisku, kas ¢ia i8 tikrujy yra svarbiau - jis kaip karéjas ar jis kaip klausytojas, Galima spéti, kad tapdamas vis profesionalesniu
klausytoju, jis vis giliau jsiskverbia | -garsg, uz kurio glidi visas likes pasadlilis,”o tai nuolat:-koreguoja jo kaip kompozitoriaus nuostatas ir
pozidrius - tiek | mikro, tiek ir { makrodimensijas.

Samoningai nekalbu apie jokias estetikas ir stilius, nes manau, kad $is procesas vienaip ar kitaip palie¢ia bet kokios orientacijos kompozitorius.
Kitas klausimas, kad skirtingos estetikos ‘savaime suponuoja labai nepanasius sprendimus. Taéiau :turbdt vis viena galima teigti, kad
kompozitoriaus klausytojiSkos savybés, o tiksliau sakant, ty savybiy kokybé ir unikalumas nulemia jo, kaip muzikinio teksto autoriaus, bendrajg.
orientacijg ir esminius prioritetus.

I8trauka i$ paskaitos Maurojantis tvanas apagioje ir siautéjanti orgija virduje, perskaitytos Baltijos Saliy jaunujy kompozitoriy kursuose Dundagoje,
Latvijoje, 2002 m. rugpjaéio 23 d. :
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About Sounds, Conventions and Listening
Sariinas Nakas

Everything starts with the sound. These very words, | just pronounced, are actually sounds, too. We can involve ourselves in a lengthy
discussion on whether we should listen to them in the same way as we listen to music or to comprehend them as a certain text conveying
some sort of information. In both cases, however, we would not perhaps bother to argue that what we actually hear are sounds.

Even if sounds are treated musically, they often retain this kind of ambiguity characteristic of verbal medium. To support this claim, one may
refer to a most common example that people apprehend a musical work or even a short pattern both as an unfolding of the so-called musicat
‘thought' or 'idea’ and as a certain state created by musical means. One may even go as far as to claim that these two ways of apprehension
often become interlaced, intermixed or inseparably muddled. Moreover, these processes do not necessarily depend on our powers of
apprehension: consciousness and subconsciousness often play games on their own in which our ears and intentions count no more than
playing second fiddles.

Sounds cover a much, bigger range than it is generally thought. As | had said at the beginning, there is a variety of sounds that we use in
speech. And still there exists a great multitude of other acoustic phenomena which immerse us in an infinite ocean of sounds. We know as
little about its depths as people have scant knowledge about the thousands of organic species living on the ocean floor, beneath the earth's
surface and on volcano slopes. In this sense, we may arrive at the conclusion that there is not so much difference between laymen and
trained composers who are barely capable of traveling across the surface of this ocean in spite of all their skill and specialization.

Both people in general and musicians in particular can discern only a very limited scope of sonic medium, to which they apply different
aesthetic and social categories. Beyond that scope lie vast uncharted territories which altogether do not seem to raise much interest even
though modern-day technologies have enabled us to penetrate into areas that remained out of reach and riotice in earlier times. This alone
would let us think that composers play a rather insignificant part in handling with sounds which is nearly the same as other people use them.
In other words, there are indeed very few individuals who cherish ambitions to become Columbuses of new sound worlds. And if one was
to look for the reasons of such phenomenon, one would probably find them lying much deeper than in the presumed inactivity of composers.
Of course, it remains open for consideration whether it is necessary for composers to invent new languages that no one can understand and
to take pains in applying them to musical creation. But it seems still more challenging to raise a question whether composers really do with a
handful of conventions at their disposal which were developed during past couple of millennia. Right at the start we would perhaps come to
an observation that there is a great deal of inertia in their relationship with tradition, even in those cases when it is exposed to relentless
destruction and transformation. That is because composers are generally unwilling to dispense even with the most elementary but neverthe-
less well-rooted forms of communication.

The fantasies about a possibility to transgress tradition and create something totally different from what was done before thus seem to be
an unattainable utopia. Maybe it's sad news to some artists of futurist inclinations, who are always intent on‘searching for originality, for it
immediately brings them down to earth. On the other hand, only being aware of this fact, they can direct themselves to and focus on the things
that would lead them to the understanding of the essence of their work. It would be idle to explain these things to a person who is not able
to discover and motivate this search individually. i

So what is sound in this search - means or ends in itself? | would be inclined to think that it is both: Or, more precisely, it represents a hardly
definable and not always properly understood juncture of both things. One should not, however, forget one important thing that to the same
extent as composers develop their writing skills, their fistening abilities undergo a considerable improvement. And it is not utterly clear what
is more important in this process - to act as a composer or to excel as a listener. We may guess that the advancement of listening skills goes
in step with the deepening of sound perception, invoking the whole new world lurking within and adjusting composer's attitudes and
approaches to its micro- as much as macro-dimensions:

| deliberately avoid of speaking about different aesthetics and styles, because, to my mind, in one way or another this process equally
involves composers of whatever orientation. Another thing is that different aesthetics entail highly dissimilar solutions. And still it would not
be misleading to say that it is composer's listening abilities or, more specifically, the quality and uniqueness of these abilities, which determine
his or her general orientation and fundamental preferences as an author of musical texts.

Excerpt from the lecture The Roaring Flood Below And The Raging Orgy Above in the Workshop For Baltic States Young Composers in
Dundaga, Latvia, August 23, 2002.
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GAIDA ENSEMBLE

Mindaugas Juozapavicius - fleita / flute

Linas Salna - obojus / oboe

Algirdas Doveika, Antanas Talocka - klarnetai./ clannet
Andrius Puplauskis - fagotas / bassoon

Artiras Mikolitinas - kontrafagotas / double bassoon
Mindaugas Gecevicius - valtorna / horn

Tomas Gricius - trimitas / trumpet

Marius Baléytis = trombonas / trombone

- Pavelas Glunterls Tomas Kulikauskas: - musamlejl [ per=
cussion

Daumantas K|r||auskas fortepuonas / piano

Rusné Mataityté, Artaras Silalé - smuikai /VIOIInS
Girdutis Jakaitis ~ altas:/ viola

Edmundas Kulikauskas - violongelé / cello
 Amoldas Gurinavicius ~ kontrabosas / double bass

Jussi Jaatinen - dirigentas / Cbnductor -

, Galda Ensemble koncertas - tai I‘laU]O kolektyvo debiutas.

Lietuvoje iki Siol nebuvo pastovaus didesnés sudéties
instrumentinio ansamblio, grojandio jvairiy, stiliy, Siuolaikine
- muzika Ir atitinkan¢io pasaulinius meninés bei techninés
_ interpretacijos: standartus, batinus imantis sudétingiausiy.

_ &iuolaikiniy partittiry. Kiekvienas tokio ansamblio atlikéjas -
- puikus savo instrumernito solistas. Siuolaikinei muzikai vis
_aktyviau skverbiantis | Lietuvos muzikini gyvenimsg,

akivaizdziai iSaugo poreikis turéti kolektyva, kokybiskai
atliekantj ryskiausius pasaulio naujosios muzikos

pavyzdzius bei mspwuo;antl nau;ausms hetuvn,[ autor[q ‘

opusus.
Tokig butinybe parode ir ankstesne smolalkmes muzikos

. festivaliy patirtis - iki Siol atlikti &iuolaiking mu2|ka‘1festlvallus; §

"Gaida® ir."Jauna muzika" buvo kviegiami elitiniai naujosios
muzikos kolektyvai i§ uzsienio, tokie kaip Ensemble Re-
cherche, Ensemble Modern; Court-Circuit, Ensemble

“Intercontemporain, NYYD Ensemble Blt 20 Ensemble ;

Avantil ir kiti,

Taigi festivalis "Gaida" mlcuuma ll' imasi kuruotl nau;q

- kolektyva, kuris, tikimasi, ateityje pateiks klausyto;ams bent

po keleta naujy programu per sezona. Kiekvienam naujam:

 Gaida Ensemble projektui numatoma kviesti jvairius

dirigentus, turindius nemenka patirtj; atliekant smolaukme ; k
muzika su tokio pobtdZio kolektyvais. Siame festivalyje
.debiutuocjanéiam Gaida Ensemble diriguos Olandijoje .

- gyvenantis jaunas suomiy dirigentas Jussi Jaatinenas.

This concert of the Gaida Ensemble is a debut appearance
of a new group. Up till now, in Lithuania there has been no
constanily working large-scale instrumental ensemble,
which would be able to perform contemporary music of vari-
ous styles and which would match up to the world's stand-
ards of artistic and technical interpretation that is neces-
sary to perform the most sophisticated modern opuses.
Every member of such an ensemble has to be a brilliant
soloist. As modern music gains more and more impor-
tance in the Lithuanian musical life, the need to have a col-
lective, which would give a quality performances of the most
outstanding works of modern music from all over the world
and which would inspire Lithuanian composers to write new
compositions, have become obvious as never before.
This need was apparent also from the experience of the
previous festivals of contemporary music.. The Gaida and-
the: Jauna Muzika: festivals: used to invite elite ensembles
from abroad, such as the Ensemble Recherche, Ensemble

‘Modern, Court-Circuit,:Ensemble Intercontemporain, NYYD

Ensemble; Bit: 20 Ensemble, and  Avantil; to' perform new
music:

So, the Gaida Festival has formed'and is going to curate the
new ensemble; which, hopefully, will present at least a cou-
ple of new programs every concert season. Every project of
the Gaida Ensemble will feature guest conductors; who
have a considerable. ‘experience: of performing contempo-
rary music with such ensembles. This time it will be Jussi
Jaatinen, a young Finnish conductor now living in the Neth-
erlands.

JUSSI JAATINEN (born in 1974 in Espoo, Finland) studied
violin' 1994-1998in the. Sibelius-Academy..in Helsinki with
Erkki Palola and Ari: Angervo. During his studies he worked
in: several music institutes conducting student orchestras.
1898 he moved to the Netherlands to study: orchestral con-
ductingin the Rotterdam's Conservatory under direction- of
Jurjen Hempel-and Ernst.van-Tiel. A few months after mov-
ing to:the Netherlands he was asked to work as repetitor
with different student/amateur orchestras in Holland:

During the last year he has been conducting the Maarten
Altena Ensemble. In November 2001 he ' made a CD-re-
cording: with that ensemble, containing music from young
contemporary composers from many: different countries.
Jaatinen has worked also with the Slagwerkgroep Den Haag
and Orkest de:Volharding. He is also the artistic director
and conductor of the: Rotterdam's Aarre Ensemble for. mod-
ern and contemporary music.: The Aarre Ensemble has per-
formed the Gaudeamus prize-winning piece by Takuya




JUSSIJAATINEN (g. 1974.m. Espoo, Suomijoje) 1994-1998
m. studijavo 'smuika Sibelijaus akademijoje Helsinkyje pas
Erkki.Palolg ir Ari Angervo. Dar studijy metais jis dirbo keliy
-“muzikos instituty studenty orkestry dirigentu.

1998 m. Jaatinenas persikeélé gyventi | Olandija. Rotterdamo
konservatorijoje studijavo orkestrinj dirigavima pas Jurjeng
Hempeli:ir Emsta van Tiela. Prabégus vos keletui ménesiy
po [sikdrimo Olandijoje, jis:buvo pakviestas. dirbti jvairiy
studentiskuy/mégejiSky orkestry korepetitorium.
Praéjusiais metais jis dirigavo. Maarten Altena Ensemble;
2001 m. lapkri¢io. ménesj su siuo ansambliujrasé jauny
iuolaikiniy: jvairiy Saliy:kompozitoriy kariniy kompaktine
plokstele. Jaatinenas taip pat bendradarbiavo ir su
Slagwerkgroep Den Haag: bei Orkest de Volharding: Salia
to jis. vadovauja modernios: ir 8iuolaikinés muzikos

“ansambliui Rotterdam Aarre Ensemble: 2001 metais:

Gaudeamus konkurse $is kolektyvas:atliko konkurso
premija pelniusj Takuya Imahori karinj. ‘

2002 m. birzel| Jussi Jaatinenas dirigavo Noord- Holland ;

fllharmonuos orkestrm o lapkricio menesj yra pakviestas
diriguoti- Holland Symfonla Amsterdamo Concertgebouw
salgje.

Jussi Jaatinenas taip pat studijavo pas Peterj E6tvdsa. -
2001 m. vasarg_ jis dalyvavo profesoriaus Jorma Panula

dirigavimo- meistiSkumo kursuose, kurituose buvo i§rinktas
diriguoti Schleswig-Holstein muzikos festivalio orkestrui.

SARUNO NAKO (g. 1962) muzikiniam skoniui ir paziGroms
itakg padare rokas, dZiazas, modernioji ir avangardiné
muzika. Ankstyvosios kompozicijos pasizymeéjo. ryskiu
isimenanciu ritmu - "Merz-machine! virtualiam. orkestrui
(1985), "Ricerkarai" 7 instrumentams (1985). Tuo metu

kompozitoriaus veikla Nakas derino su aktyvia atlikéjiska

veikla, domejosi jvairiomis folklorinémis tradicijomis:
Vélesnéje muzikoje atsirado praeities muzikos atgarsiy -
Motetas 5 balsams (1985). 1987 ‘m. Nakas pradéjo Kurti
ciklg "Falsifikuotos ir hipotetinés kronikos" jvairiy sudeéiy
ansambliams - "Arcanum” altui ir- vargonams (1987),
"Sarmatia® vargonams (1990), "Fluctus. Semigallorum® 3
balsams ‘ir- 2 instrumentams (1991),
_instrumentams (1992-1997). Siy kompozicijy formai
budingas ilgai trunkanéiy baseny eksponavimas. Ciklas
"Zenklai"("Koplytstulpis®, 1994, "Kenotafas"; 1995, "Kripta!,
1996). yra  nekrolatrinio pobudzm ir pasizymi itin ‘asketiska
~-muzikos kalba. :
Po studijy ParyZiaus IRCAM'e 1998 m. daugelyje Nako
kariniy naudojamas natiralusis garsaeilis - "Ziqquratu” 6

"Chronon" 6.
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Imahori in the Gaudeamus Competition 2001,
Jussi Jaatinen conducted the Noord-Holland Philharmonic

orchestra in June 2002 and he was called soon back and

asked to conduct a period with the successor of it, Holland
Symfonia, in November 2002 in the Concertgebouw in. Am-
sterdam.

Jussi Jaatinen has studied also with ‘Peter E6tvos in Cen-
tre Acanthes and was chosen to work with the Schleswig-
Holstein Musik Festival orchestra in the masterclass ‘for
young conductors held by professor Jorma Panula in the
summer of 2001.

To the large extent musical taste and attitudes of SARUNAS
NAKAS (b. 1962) were formed by the different worlds of
rock, jazz, modern and avant-garde music. Among his early
pieces, underscored with the striking, easy-to-remember
rhythms, are "Merz-machine"" for. virtual orchestra (1985),
and "Ricercars" for 7 instruments (1985). At that time he
has combined his activities as-a composer with the per-
forming practice, also pursuing his interests in different folk-
lore traditions.

Later on Nakas came to write in more moderate key, draw-

. ing extensively on the music of the past ("Motet" for 5 voices,

1985). In 1987 he began to compose the cycle "Falsified
and hypothetical chronicles" for various instrumental set-
tings, comprising now "Arcanum" for viola and organ (1987),
"Sarmatia" for organ (1990), "Fluctus Semigallorum" for 3
voices and 2 instruments (1991), and "Chronon" for 6 in-
struments (1992-7). Most of these compositions are ar-
ranged in several versions. Formal design ‘of pieces. is
based on extensive expositions of certain emotional states.
The other. cycle, entitled "Signs" ("Pole-chapel”, 1994,
"Cenotaph’, 1995, and "Crypt", 1996), is of necrolatric char-
acter and therefore is written in the highly ascetic idiom.
Most of the Nakas' works written after his training period at
IRCAM, Paris, in 1998, are constructed around natural har-
monic series: among them are "Zigquratu" for 6 instruments
(1998), "Vilne" for tenor and 7 instruments (1998),
"Ziqquratu-iI" for instruments and electronics (1999), "Apo-
ria" for 13 instruments (2001), and "The Cup of the Grail" for
3 instruments (2001).

Since the year 2000 Nakas has been combining his work
as a composer with the profuse writing on music, which
has resulted in a number of articles, reviews, essays and a
book entitled "Contemporary Music”, published in 2001. In
the present stage of his creative career, he increasingly dis-
penses with the use of his own sound material and seems
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instrumentams. (1998), "Vilne" tenorui ir 7: instrumentams

- (1998), "Zigquratu-I". instrumentams ir elektronikai (1999);

"Aporija” 113 instrumenty: (2001), "Gralio taure’ 3
instrumentams: (2001).
seniausiyjy civilizacijy ir postindustrinio. pasaulio simboliy.
Nuo 2000. m. Nakas derina kompozitoriaus veiklia su
intensyviu teksty radymu - straipsniais: spaudoje: ir-knyga
"Siuolaikiné muzika" (2001). Jis vis dazniau atsisako jo
paties sukurtos:medZiagos panaudojimo-kdrinjuose- ir
remiasi abstrakéiais arba tradiciniais 1vairiq kultﬁrq
Dangaus varty”, 2000) tai primena savotlskq garsy
fotografija arba filma, o autorius §j budqvadlna "realiy garsy’
muzika.

Aporija 13 atlikeju (2001): sukurta "Gaidos" festivalio
uzsakymu; Aporija (graik. aporos - "be pragjimo’, "be
"takas, kurio nejmanoma praeiti") - tiesos
atskleidimo sunkumai, sutrikimas ir nuostaba; susidlrus

_ su painiais gyvenimo ir visatos galvosikiais bei
paradoksais. Sokratas. ir kiti senovés filosofai taip sieke

iSmokyti jaunuolius mqstyti filosofigkai ir suvokti reigkiniy
aporiskuma,- o.ne. paprastai atsakyti | klausimus.

- "Aporija’ yra multiansamblinis kdrinys: muzikantai suskirstyti
i 3 savarankiskai grojancias grupes, jiems diriguoja du:arba -

trys: dirigentai. Trys ‘karinyje skambandios muzikos riSys
simbolizuoja tris- skirtingus kirybos budus. - "natlraly?”
"dirbtin{" ir "tradicin|’. Autorius tarsi nekuria garsinés

medziagos, o tik komponuoja ir montuoja tai, kas jau seniai

egzistuoja kaip abstraktds pawdalal arba tradlcuos iSsaugoti
dalykai.

Pirmoji grupé - styglnlu_ kvartetas ir du perkusmtal <nuo
indiSky :

pradZios iki: pabaigos groja visus 120

Kiriniuose -atsiranda daug-

Sharngadera'os ritmy (decgi-talas). Kvarteto harmoning - -

medziaga sudaryta I8 keturgarsiy akordy, nuosekliai

.. slankiojanciy _nattralaus garsaeilio ir jo inversijos tonais.
_ Taip ilgainiui erdvéje nubraizomas milziniskas zigzagas arba
Zaibo zenklas, prasidedantis nuo zemlausnuq ir paky!antls :

- iki aukséiausiQjy garsu.

Antroji grupé - mediniy, pugiamuju kvartetas [_S’[Oja véliau ir
monoritmigkai groja jvairias gamas: chromatlne, tono-
pustonio, ketvirtatoniy. Periodiskai pauzémis perskirtos
SeSios pulsuojancios atkarpos suardo styginiy grupés
kuriama; tvarka; taciau jokios iSeities taip.ir nepasmlo Si

" muzika palengva létéja, vésta ir traukiasi tarsi bléstantis

kosminis kanas, tac¢iau véliau atsigauna ir balg|a3| taip. pat
energingai, kaip ir prasidéjo.
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more inclined to draw on the abstract or traditional models,
coming from different cultural backgrounds. Noises, emit-
ted by the out-of-tune radio, the earliest recordings of folk
music, sounds of water and wind, tens of birdsongs - all
these bits of easily recognizable sonic environment are put
together in the piece called "At Heaven's Door" (2000), which
displays raw acoustic material, unprocessed and
untransformed by means of some technology. The author
describes this way of composing, which resembles sound
photography or a film more than any kind of musical com-
position, as the music of 'real sounds'.

Aporia for 13 performers (2001) was written on commis-
sion from the "Gaida" festival. The Greek word "aporia” (GK.
aporos - "impassable", "blind-alley", "a path, which is im-
possible to pass through") means a difficulty encountered
in establishing the truth, a confusion and astonishment
which arise when one has to face the perplexing puzzles
and paradoxes of life and universe. It was this particular
way of reasoning by which Socrates and many other an-
cient philosophers sought to teach young men. to think in
philosophical terms and to comprehend aporias inherent
in the very nature of phenomena instead of giving plain an-
swers to complex questions.

"Aporia" is a multi-ensemble piece: it is written for three
separate groups, conducted by two or three conductors.
Moreover, it displays three kinds of music which-symbolize
three different ways of composing: 'natural’, "artificial’ and
‘traditional’.” Incidentally, it is not for the first time that the
composer withdraws, as it were, from’generating his own
sound vocabulary and seems more inclined to arrange and
juxtapose things which either have long existed as certain
abstract images or were preserved over centuries. in some
tradition.

The first instrumental group; consisting of a string quartet
and two percussionists, plays all 120 Sharngadera rhythms
(deci-talas) throughout the piece. Harmonic vocabulary of
the string quartet part is made of four-note chords, sliding
conjunctly up and down: in the span of natural harmonic

. series and its inversion. In the long run such a continuous

undulating motion in space forms an enormous zigzag or a
lightning sign, which rises from the lowest to the highest
tones of the scale.

The second group, woodwind quintet, starts after a while
and plays various scales such as chromatic scale, tone-
semitone scale ‘and quartertone scale. Six pulsating seg-
ments, periodically interspersed with rests; destroy the or-



Trecioji grupe - variniy puciamuyjy trio su didziuoju bagnu -
istoja véliausiai ir groja visai kitos prigimties muzika: tai jau
beveik iSnykusiy_lietuvisky laidotuviy "orkestry" skambesio
imitacija. Kitaip nei abstrakéiai grojanéios styginiy ir mediniy
puCiamujy grupes, 3ioji atstovauja konkrediai tradicijai,
retorikai ir specifiniam atlikimo biduj. Viena: po kitos
bandangiy "prasiverzti" katalikiSky giesmiy nuolauzos, lyg
ir paZjstamos, bet sunkiai apéiuopiamos muzikos atgarsiai

- tarsi nykstangios kultdros griuvenos, vaistai ir nuodai vienu

metu, sutrlinije ir byrantys nuo prisilytéjimo medlmal altoriai
- apleistose kaimo baznymose

Sarunas ~ Nakas

GUUS JANSSEN (g. 1951 m. Heiloo, Ofandijoje) -vienasi§ .

nedaugelio muzikanty, uZzsiimangiy ir. improvizacija, ir

kiiryba. Taciau jo kompozicijos - tai jokiu badu ne uzrasytos
. Improvizacijos, o improvizacijos yra labai koncentruotos ir

atskleidZia puiky formos pojat: Uz ‘nuolatinj "nuvalkioty"
akordy ir nedarniy garsaeiliy naudojima bei pomeégj
"krap$tytis" su instrumentais jis galéty bati priskirtas
dekonstruktyvnstams tadiau 3is pretenzingas terminas visai
nedera su jo muzikos Zaismingumu. O beg to; jo
; dekonstruktywzmas tai tik pradzia, nes.dar svarbesnis, jei
ne pats svarbiausias, yra konstruktyvusis faktorius.
Janssenas turi reta sugebéjima empirikg paversti savotidka
abstrakcija, o chaosg ir "ne vietoje" atsiradusius garsus’-
nauja logika. Jo kompozicijose gausu désningumu:
garsaeilial moduliuoja pagal tam tikrus modelius, ritminés
manipuliacijos - baigiasi jo : paties  vadinamomis
"griuvenomis™ - nepatogiais tempo pagreitinimais ir
sulétinimais, lyg ritmo varomoji jéga bty nesuderinti
krumpliaraciai. Bet tuo pat metu Janssenas nevergauja savo
susikurtiems modeliams. Vienoduma. ir nuspéjamumsg
tarsi: nustelbia kitos Zaidimo. taisyklés.

Dar vienas esminis Jansseno "Zodyno" komponentas yra

ivairiy elementy jungimas. Greitai ar |étai; bet visada

netiketai viena kitg keitia kontrastingos atkarpos; kuriy
kiekviena pasiZymi charakteringa intervalika, registru,
instrumentuote ir tempu. Taip Janssenas nuolat. balansuoja
tarp taisykliy ir jy nepaisymo, né sekundei neleisdamas
suabejoti esgs formos meistras. Daugelis jo kompozicijy

parasytos trijy daliy forma su savotiska ekspozicija, vystymu.

irrepriza, kitos gi panasesnesLvanacuu_sekas Siuo poz:unu
jo-muzika linksta | klasicistinj paprastuma.

Frits van der Waa
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derly movement of strings without any hint at what could be =
an alternative way. This ‘music is gradually getting slower
and cooler; it contracts as a fading out cosmic body until the
pulse resumes and music comes to.an end. as energeti-
cally as it has begun.

The -third group, made up of brass trio and a bass drum,
starts after the second group and plays music, ‘which
springs from a distinctively different source than the other
two: it imitates the sound of Lithuanian funeral 'orchestras’,
almost- extinct. nowadays. Unlike the parts for strings and
woodwinds, constructed around rather abstract material,
this group represents a particular tradition, rhetoric and
specific performing style. The shreds of Catholic hymns,
struggling to thrust through one after another, the echoes of
music, which. sounds familiar, but net so easy to grasp - all
these musical bits conspire to evoke an image of.the scat-
tered debris, left by some decaying culture, remedy and
poison in one, dilapidated wooden ‘altars in deserted rural
churches, which seem fo be flaking off at the slightest touch.

Sariinas Nakas

.. GUUS JANSSEN (b.in 1951 in Heiloo, Netherlands) is one

of the few musicians active in both improvised and com-
posed music. Yet his compositions are anything but notated
improvisations, and .his improvisations, however.im-
promptu, .are remarkably concentrated and bear witness to
sense of form. His recycling of “worn out' chords, ragged
progressions of tones, and his predilection for tinkering with
the instruments could be labelled deconstructivism, were it
not that such a pretentious term would ill-suit the playful-
ness of his music. Moreaver, this deconstruction is just the
very beginning. The constructive element that follows it is
every bit as important, if not the most important of all.
Janssen has a gift for stylizing the anecdotal into some-
thing with an abstract quality. He shapes chaos and “mis-
placed' notes into a new logic. His compositions are abound
in laws: tone rows that modulate according to some pat-
tern, rhythmic machinations that run to what he himself calls
‘ramshackleness': awkward accelerating and decelerating
patterns as though rhythm were driven by mismatched cog-
wheels. But at the same time, Janssen never slavishly sub-
mits to the laws he creates. Predictability and uniformity are
staved off by complementary rules of the game.

An equally essential component of Janssen's vocabulary is
his way of splicing the elements: a quick or slow, but always
abrupt shift of contrasting “musics', each usually character-
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dviems muSamiesiems,

passevite (1995)
puciamujy kvintetui, bosiniam klarnetui, stygmlL[ kvmtetut

-fortepijonui-ir musamleSIems

KL‘an sudaro keturios: dalys - Introduction, Chariges with
noise; Chase ir Rewind. Cia panaudotos $esios tipiskos
dziazo pianisto ir kompozitoriaus Lennie'io Tristano
harmonijos, iki krastutinumo iSsemiant jy galimybes.
Introduction dalyje skamba penkr bagnai, uzgaunaml
Zluotelémis.

Changes with noise - tal tlesmglne sesrq mmetq harmonijy :

transkripcija valtornai, pritariant kitiems instrumentams.
Visoms frazéms akompanuoja triuk§mas, primenantis
traskesj i seny dziazo muzikos [rasq

Antroje Changes with noise padaloje pagrlndmes
harmonijos fransponucjamos fol, kol telieka vien Sestoji i3
ju, pereinanti visus dvylika laipsnit kvinty ratu. Visa tai atveda
j Chase dalj, kurig atlieka visas ansamblis ir solistas
bagnininkas. Kurinj baigia labai greitas visos kompozicijos
retrogradas - Rewind.

 Guus Janssen

VYTAUTO V. JURGUEIO (g.1976) karybai badinga stiliaus ir

israiskos jvairové (pats kompozitorius apibudina tai kaip
archajiSkumo ir naujoviskumo apraiski lydinj), muzikos

komunikatyvumas ir formos dinamika. Siekdamas kontakto
. su klausytojais, kompozitorius nevengia pasitelkti pop

muzikos elementus bei multimedia techmkbs priemones:
Viytautas V. Jurgutis talp pat glllnaSl i eksperlmentme,
elekironine muzika, garso programavima ir yra sukires

rafinuoty elekironiniy kompoziciju, tapusiy ne tik svarbia
jaunojo kompozitoriaus kirybos dalimi, bet ir vienais

rySkiausiy siandieninés: lietuviy elektronlnes muzxkos

pavyzdziy apskntal

Telogenal (2002) ;
. fleitai, obojui; klarnetui; fagotui, valtornal tnmltun trombonui,
dviems smuikams, altui,

violoncelei ir: kontrabosui

Elekromagnetiniams impulsams beveik pralaidus garsinio

meno objektas, kurio medziaga naudOJama mobiliai.

konstantai jvairiose sntuacuose gautr

- Vytautas V. Jurgutls
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ized by its own spacing, register, instrumentation and tempo.
Thus; rules and their undermining hold each other in per-
petual balance and not for a moment does the laborious
headway hide that Janssen is a master of form. Many of his
compositions are in a three-part form with a sort of exposi-
tion, development, and recapitulation. Other pieces have
more the character of variation rows: In this respect, his
music leans towards classicistic simplicity.

Frits van der Waa (transl.: John Lydon)

Passevite (1995) for wind quintet, bass clarinet, string quin-
tet, piano and percussion

In 'Passevite' six typical Tristano-harmonies were "worn out"
- in the sense that they are over used (Lennie Tristano was
a jazz pianist / composer). The piece consists of four move-
ments: Introduction, Changes with noise,. Chase and Re-
wind.

In Introduction there is an introduction of 5 drum skins with
brushes. Changes with noise is a linear translation: of the 6
harmonies in the form of a solo for the French horn with
addition of more instruments.. Characteristic is that all
phrases are accompanied by noise, reminiscent of that
heard: on "obscure" recordings of jazz music:

The second part of Changes with noise. gives a long series
of transpositions of the basic harmonies, until only the sixth
exists on all the 12 steps of the circle of fifths. This ends:in
Chase; a varied performance of the tuttl ensemble and the
drummer as a soloist.

The piece ends with a very fast retrograde of the'whole com-
position; ‘Rewind.

Guus Janssen

VYTAUTAS V. JURGUTIS' (b.1976) music is marked by amal-
gamation of styles and sensitivities (composer describes
them as perpetual 'integration of archaic and new manifes-
tations'); interior communication and dynamic musical form.
Composer's aspiration to-communicate with the audience
led him to the interactive crossover play with the pop music
elements, especially contemporary dance music, and ad-
ditional use of multimedia possibilities. He is also.inter-
ested in some advanced sound programming technigues;
and has produced a-number: of sophisticated: electronic
compositions which make: significant:part. of his creative
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Kurybinio kelio pradZioje JOHN ADAMS (g. 1947 m.
Vorcesteryje, Masatiusetse), jkvéptas Johno Cage'o,
susidoméjo netradiciniais garso Saltiniais, o véliau eme
tyrineti elektroniniy instrumenty galimybes, netgi pats
susikonstravo sintezatoriy. Tagiau tik pirmakart susidiires
su minimalizmu ‘8-0 desimtmedio -pradzioje jis atrado savo
stiliy. Netgi dabar jis apibudina minimalizma kaip "vienintele
tikrai {domia, reik8minga stilistika, susiformavusig per
pastaruosius 30-mety". : ‘

I$ pat pradziy tapo aisSku, kad Adamso minimalizmas pasuks
visai kitu keliu nei Steve'o Reicho ar Philipo Glasso muzikoje.
Bldamas maziau nei Reichas ir Glassas susijes su
nevakarieti$komis  kultiromis, * Adamsas paverte
minimalisty taikomas technikas kur kas jausmingesne,
kulminacijy kupina-ir kryptingu judéjimu pagrista- muzikos
kalba. Brandziuose Adamso korinilose minimalizmo
ritminé energija "[kinkoma® i vélyvojo romantizmo
harmonijas ir orkestro spalving palete. Cia taip pat gausu
nuorody | jvairig XX amZiaus "pramogine" ir "rimtajg" muzika,
pavyzdZiui, abiejose jo operose - "Nixon in.China" ir "The
Death of Klinghoffer" arba samojingai ekletiskame kdrinyje
orkestrui "Fearful Symmetries".

Kameriné simfonija (1992) 15-ai instrumenty jtartinai:

panasi | to paties pavadinimo savo pirmtake - Arroldo
Schoenbergo devintaji opusa. Instrumenty  sudétis beveik
ta pati, kurig naudojo Schoenbergas, tik mano partittra dar
papildyta partijomis sintezatoriui, perkusijai, trimitui ir
trombonui. Taéiau esminis skirtumas’ yra tas, kad
Schoenbergo simfonija yra vienadalé, o manoji padalinta |
tris atskiras dalis - "Mongrel Airs"; "Aria with Walking-Bass"
ir "Roadrunner”, kuriy pavadinimai perteikia bendra muzikos
atmosferg. - :

I$ pradziy 8i'simfonija buvo sumanyta kaip kdrinys vaikams;
kuriame ketinau naudoti vaiky balsy ‘semplus, jpindamas
juos i bendra akustiniy.ir. elektroniniy. garsy audinj. Tagiau
pried. pradedant jgyvendinti §| sumanyma mane stiko viena
ty keisty tarpiniy baseny, daznai: teikiangiy idéjy naujiems
kariniams." Si tetruko trumpa valandéle, per Kurig ‘patyriau
tai, ka Melvilie'is vadina "atpazinimo 8Soku": kai'sédédamas
savo darbo-kambaryje ‘tyrinéjau -Schoenbergo Kamerinés
simfonijos partitlirg, iSgirdau, kad gretimame kambaryje
mano septynmetis slinus Samas Zilri animacinius filmukus
(seng, gera 6-ojo deSimtmecio animacija). Hiperaktyvi,
nepalenkiamai agresyvi ir akrobati§ka animaciniy filmy
muzika mano ‘galvoje émé maisytis.su Schoenbergo

muzika, kuri savo ruoZtu taip pat buvo hiperaktyvi; akrobatiska
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work as well as forefront of today's Lithuanian electronic
music scene on the whole.

Telogenos (2002)
for flute, oboe, clarinet, bassoon, horn, trumpet, trombone,
two_percussions, two violins, viola, cello, and double-bass

A sonic art object of high permeance the substance of which
is used to get the mobile constant under different condi-
tions.

Vytautas V. Jurgutis

Atthe outset of his creative career, JOHN ADAMS (b. in 1947
in Worcester, Massachusetts) turned to a Cage-inspired
investigation of unconventional sound-sources; next, he ex-
plored electronic instruments, going so far as to build his
own synthesizer. However,.it was not until his first encoun-
ter with minimalism, in the early 1970s, that he found a
solution to his creative dilemma. Even today, he speaks of
minimalism as "the only really interesting, important stylis-
tic development in the past 30 years."

- *Almost immediately it became apparent that Adams would

take minimalism in a direction very different from either Steve
Reich or Philip Glass. Less involved than Reich or Glass
with non-Western music, Adams turned minimalist tech-
niques to the service of a much more emotional, climactic,
and directionalized musical language. In his mature work
Adams has harnessed the rhythmic energy of Minimalism
to the harmonies and orchestral colors of late-Romanti-
cism. Concurrently he has introduced references to a wide
range of 20th-century idioms - both 'popular' and 'serious' -
in works such as his two operas ('Nixon in China' and "The
Death of Kiinghoffer') and the wittily eclectic orchestral piece
'Fearful Symmetries'.

The Chamber Symphony (1992) for 15 instruments bears
a suspicious resemblance to its eponymous predecessor,
the Opus 9 of Arnold Schoenberg. The choice of instru-
ments is roughly the same as Schoenberg's, although mine
includes parts for synthesizer, percussion (a trap set), trum-
pet and trombone. However, whereas the Schoenberg sym-
phony is in one uninterrupted structure, mine is broken into
three discrete movements, "Mongre! Airs"; "Aria with Walk-
ing Bass" and "Roadrunner.”" The titles give a hint of the
general ambience of the music.

I originally set out to write a children's piece, and my inten-
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ir ne menkiau agresyvi. Staiga suvokiau, kiek daug bendra

_turi 8ios dvi tradicijos. ~
Gana ilgg laika rasiau muzikg dideléms instrumenty

pajégoms, nelyginant stambiais potépiais uZpildydamas
dideles kariniy drobes. Taip buvo sukurta didzioji dalis mano

- simfoniniy ir sceniniy kdriniy ir netgi kompozicijos

mazesnéms instrumenty sudétims, pavyzdZiui, "Phrygian

- Gates”, "Shaker Loops" ar "Grand Pianola Music", i§ esmeés

buvo. dideliy garso: masiy akustinés galios studijos. Man
visad sunkiai: sekési ragyti kamering muzikg, kurios
prigimtis = sglygoja 'polifoniskuma  ir. . ansamblyje
dalyvaujanéiy partneriy lygiavertiSkuma: Taciau §iuo atveju
rakta | sprendima rasti' padéjo Schoenbergo simfonija,

-~ pasilliusi bida; kaip suderinti: simfoninio kdrinio Kravj ir

mase su kamerinio kirinio skaidrumu ir lankstumu.
Kameriné simfonija skiriama Samui.

- John 'Adams :
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tions were to sample the voices of children and work them
into a fabric of acoustic and electronic instruments. But be-
fore | began that project | had another one of those strange
interludes that often lead to a new piece. This one involved
a brief moment of what Melville called "the shock of recogni-
tion": | was sitting in my studio, studying the score to
Schoenberg's Chamber Symphony, and as | was doing so
| became aware that my seven year old son Sam was in the
adjacent room watching cartoons (good cartoons, old ones
from the '50's). The hyperactive, insistently aggressive and
acrobatic scores for the cartoons mixed in my head with the
Schoenberg music; itself hyperactive, acrobatic and not a
little aggressive, and | realized suddenly how much these
two traditions had in common.

For a long time my music has been conceived for large
forces and has involved broad brushstrokes on big can-
vasses. These works have been either symphonic or oper-
atic, and even the ones for smaller forces like "Phrygian
Gates", "Shaker Loops" or "Grand Pianola Music" have es-

-sentially been studies in the acoustical power of massed

sonorities. Chamber music, with its inherently polyphonic
and democratic sharing of roles, was always difficult for me
to compose. But the Schoenberg symphony provided a key
to unlock that door, and it did so by suggesting a format in
which the weight and mass of a symphonic work could be
married to the transparency and mobility of a chamber work.
The Chamber Symphony is dedicated to Sam.

John Adams












